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PREFACE

he teaching of drawing as a fundamental discipline
for developing artists is of paramount concern 1o me,
az anyone who is familiar with my first book, The Art
of Teaching Art: A Guide to Teaching and Learning the
Foundations of Drawing-Based Art, will know. The sig-
nificance of the foundation experience for students of
wvisual art cannot be overstated, The quality of this in-
troductory experience has the power to breadly influ-
ence a student’s long-term attitude toward his or her
education in the arts. And, in considering all the vari-
ables involved in this foundational experience, no factor
is more important than the teacher. She or he has the
capacity to create an atmosphere of wonder, confidence,
and enthusiasm for the experience of learning, or to
creale an atmosphere of dread, defeat, and discourage-
ment. As the facilitator of the learning experience, the
instructor’s knowledge base, communication skills, self-
confidence, preparedness, and enthusiasm for teaching
are vital to a positive experience for both the students
and the instructor.
Drawing Essentials: A Guide to Drawing from Ob-
servation is designed to support instructors efforts in
making this foundational experience a satisfying one
for students. As an intreductory text for beginning
drawing students, Drawing Essentials is a no-frills, nuts-
and-bolts approach that addresses foundation-level
drawing based on the classic model of highly attuned
observational drawing. Unlike some drawing text-
books, Drawing Essentials does not specifically address
contemporary art movements or the history of drawing,
nor is it focused on extensive experimentation. While 1
consider these issues 1o be an important and vital part
of any art student’s educational experience, my primary
focus is on essential foundational experiences that pro-
vide a rich context for more advanced and experimen-
tal explorations of drawing and related disciplines, and
that help 1o elarify the relationship of drawing to both
contemporary and historical paradigms for the creation
of art.

Drawing Essertials thoroughly addresses the three
drawing subcategories thal are most important at the
foundation level—basic drawing (non-subject-specific),
figure drawing (including anatomy), and perspective
drawing—explaining clearly and in depth the elements
that are essential to depicting form and space on a two-
dimensional surface. It is unique in that it clearly and
thoroughly explains and illustrates key studio experi-
ences that are not, in my estimation, satisfactorily fleshed
oul for students in other drawing textbooks.

Organization and Content

The boak is organized in terms of both direct studio ex-
periences that are necessary for a solid and thorough two-
dimensional foundation education and supplemental
information that facilitates and Informs the drawing ex-
perience. Throughout the beok, | emphasize the cultiva-
tion of observational skills, increased sensitivity, technical
refinement, critical thinking, and knowledge of materials,
More than 500 illustrations (including many high- quality
student drawings) are provided with captions that clarify
the primary technical, formal, and/or conceptual concern
of each piece.

Chapter One addresses drawing experiences that are
broadly applicable to any subject manter. Included are sight-
ing methods for observing and recording relative propor-
tions, the relationship between parts and the whole, and
an explanation of how and why sighting works; a compre-
hensive outline of fundamental compositional concerns
including a discussion of viewfinders and the ways in
which they aid composition, the visual principles of com-
position, compaositional variables, and the significance of
thumbnail studies; a discussion of the Gelden Section as
an organizational and compositional device and its rela-
tionship to the Fibonacci Series; techniques for creating
meaningful line variation that communicates form, vol-
ume, and space (including steaight-line and planar con-
struction); guidelines for observing and addressing tonal
or value structure and how to use a general-to-specific
method of tonal development; methods for developing
space and depth on a two-dimensional surface using
achromatic media; scaling techniques for determining
consistent size relationships and placement of multiple
forms in a spatial environment; and considerations for
creating and lighting an interesting and instructive still
life arrangement.

Chapter Two introduces perspective drawing with an
emphasis on understanding perspective at an introduc-
tory level. It demystifies this often-intimidating subject,
and is presented in a sequential manner so that each new
area of investigation builds naturally en prior informa-
tion to maximize comprehension. Both techmical and
frechand perspective are introduced with an emphasis
on the significance of a “perfect” cube as the geometric
basis for creating a wide variety of forms and siructures
that define and describe space and volume. Following a
discussion of the importance of proficiency in perspec-
tive and a list of relevant materials, tools, and w:lcabulnr]r
terms, concise instructions are given for one- and two-
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point cube construction and estimation of cube depth.
An understanding of basic cube construction provides
the building blocks (quite literally) for in-depth investi-
gations of gridded planes in both one- and two-paoint per-
spective; multiple or sliding vanishing points and when to
use them; cube multiplication and cube division; and the
accurate construction of ellipses.

Chapter Three, an elaboration of Chapter Two, ex-
plores more advanced perspective techniques. Topics
include constructing mathematically precise cubes; us-
ing measuring lines for equal and unequal divisions of an
area; creating inclined planes such as stairways, rooftops,
and box flaps; drawing geometric solids derived from
cubes; transparent construction as a method for drawing
a variety of cube-based objects; an introduction to three-
point perspective; and a series of perspective exercises
based on both observation and invention that offer op-
portunities for a more creative exploration of both tech-
nical and freehand perspective.

Chapter Four applies basic drawing principles to the
unique challenges presented by the human form, intro-
ducing information vital to studying and drawing the
figure. Included are guidelines for classroom etiquette
when drawing from a model; the application of sighting
in relation to the human Agure; a comparison of male
and female proportions; key elements of gesture drawing;
consideration of volume and space in relation to the fig-
ure; an in-depth discussion of portraiture; exercises for
“mapping” the figure in an observed spatial environment;
the importance of artistic anatomy in the study of the fig-
ure; and a comprehensive outline of significant skeletal
and muscle structure that forms the basis for understand-
ing artistic anatomy.

Chapter Five addresses both color theory and the use
of color media in drawing. Beginning with an explora-
tion of fundamental color theory, the chapter progresses
to an in-depth investigation of color drawing media, spe-
cifically colored pencils, soft pastels, and oil pastels. Each
medium is discussed individually with information re-
garding the characteristics of the medium, information
regarding student-grade and artist-grade materials, tools
and accessories for working with the medium, advan-
tages and disadvantages inherent in working with each
medium, suitable papers and other substrates, and tech-
niques and processes specific to each medium. Nearly
fifty full color illustrations accompany the text to clarify
the concepts being presented.

Chapter Six begins with a discussion of the process
of generating ideas and continues with a discussion of

evaluating one’s own work as well as evaluating the work
of others. Suggestions are made for identifying technical
and formal problems that repeatedly surface in founda-
tion-level work, with guidance provided for identifying
and diagnosing what ails a drawing and what remedies
will facilitate progress and improvement. Both group and
individual critiques are considered, citing the unigue as-
pects and advantages of each. Key questions for critiqu-
ing are provided to help guide the process of identifying
strengths and weaknesses in one’s own work and the work
of others, These questions are organized into categories
such as composition, deawing, figure drawing, perspec-
tive, and color.

Chapter Seven provides an extensive discussion of
drawing materials and elaboratés on both traditional and
non-traditional drawing media, drawing papers, and other
substrates. Included are instructions for alternative pro-
cesses that can be combined with drawing, such as pho-
tocopy or laser print transfers and Lazertran transfer
processes that expand the experience of drawing. Nu-
merous drawings and mixed media work by advanced
students and widely recognized contemporary artists
are provided.

An Appendix features the work of more than 20 con-
temporary artists whose studio practice is centered on
drawing and whose work both reinforces and expands
upon the traditional definitions of drawing. Some work fo-
cuses on representation and observationally based drawing
while other work explores expressive andfor interpretive
approaches o the practice of drawing. A brief discussion
of the conceptual emphasis of each artist’s work provides a
framework for understanding his or her intentions.

Rather than rely primarily on illustrations by histori-
cal masters and some contemporary artists, I've chosen to
include many illustrations created by students at all levels
who have studied at Kendall College of Art and Design.
Students of drawing have many resources for viewing the
work of established artists, but, for the beginning student,
a textbook full of masterworks can be intimidating and
even discouraging. To see what other students can accom-
plish using this book as a course of study establishes more
accessible goals based on the work of peers. This edition
also provides powerful examples of what more advanced
students can accomplish with a strong foundation draw-
ing background. Additionally, theee are carefully selected
drawings by historical masters and contemporary artists
throughout the book whose work highlights the accom-
plishments of the masters and the significance of drawing
in contemporary studio practice.
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This edition reflects my belief that drawing is the
backbone for nearly all of the visual arts. Whether it is
used as an end unto itself or as support for other forms of
expression [painting, printmaking, sculpture, illustration,
story boards, furniture design, industrial design, interior
design, architectural blueprints, advertising design, etc.),
the ability to draw is an invaluable skill and drawing is an
exquisitely expressive medium.

New to This Edition

I've updated the book throughout, and I've made numer-
ous improvemnents, many of which were suggested by the
students and instructors who used the first edition. The
most obvious change is the addition of color to the book,
and of the 127 new illustrations, 74 of them are in full

color. Other important additions/changes are:

» I've added a completely new and in-depth chap-
ter on color theory and the use of color media in
drawing (Chapter Five), including sections on
working with colored pencils, soft pastels, and oil
pastels. Each medium is discussed individually,
including information regarding the characteristics
of the medium, distinctions between student-
grade and artist-grade materials, necessary as
well as optional tools and accessories, advantages
and disadvantages inherent in working with the
medium, suitable papers and other substrates, and
techniques and processes specific to the medium.
Forty-seven beautiful and informative full color
illustrations accompany the text of this chapter.

A new Glossary of Art Terms helps students better

understand terms they may encounter in reading,
research, lectures, or class discussions.

+ I've reorganized Chapter One, with a focus on es-

sential drawing skills, to more fully reflect typical
course sequencing, and included twenty-one new
illustrations.

= A new section on straight-line construction and

planar construction, with accompanying illustra-
tions, appears in Chapter One.

= I've reorpanized the perspective chapler into two

distinct chapters: Chapter Two introduces perspec-

tive as an essential component of spatial thinking
and visualization, and Chapter Three is a more
advanced study of perspective for those students

who wish to further develop their skills and un-
derstanding. There are fifteen new illustrations in
these chapters.

» Chapter Four, with a focus on drawing the human
form, includes seven new anatomical illustrations
that list the names of individual bones, bony land-
marks, and muscles direetly on the illustrations.

» Chapter Six, with a focus on idea development,
problem-solving, and critical assessment, now
includes questions students should consider when
evaluating drawings that incorporate color media.

= The Contemporary Art: A Gallery of Drawings
appendix has been expanded to include the work
of six new artists and thirty-two new drawings,
twenty-seven of which are reproduced in full
color. A brief discussion of the conceptual em-
phasis of each artist's work provides a framework
for understanding his or her intentions.

= The Supplemental Reading section in the Bibliogra-
phy includes resources for additional information
on color,

This edition of Drawing Essentials is the culmination
of more than thirty years of teaching experience and
represents my passion for drawing, my love for teaching
and learning. and my desire to assist students in their
pursuit of excellence. Without question, the student of
drawing embarks on a journey of great challenge, re-
ward, and personal responsibility. I hope this book en-
riches your travels!
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INTRODUCTION

s a practice that has been a significant aspect
A:)f art making for centuries, drawing is defined
in an increasingly fluid way in postmodern
and contemporary culture, embracing traditional
practices of drawing as well as more experimental
and pluralistic practices. Drawing, along with other
disciplines, is responding to the increasing dissolu-
tion of discipline-based boundaries as evidenced in
the work of many contemporary artists and in the
structure of many BFA and MFA programs around
the country. Consequently, drawing continues to
stand in both tradition and innovation, depending
on the artist’s desire.

This duality of tradition (based on historical no-
tions of drawing) and innovation (based on contem-
porary notions of drawing) is, in my experience, one
of the hallmarks of a successful drawing program and
forms the basis for the drawing program at Kendall
College of Art and Design. Drawing is offered as a
concentration in both the BFA and MFA programs
and provides support courses to both fine arts and
applied arts programs throughout the college. Initial
course work in the undergraduate drawing program
provides students with strong fundamental skills and
experiences rooted in tradition, while intermediate
and advanced course work progresses toward a broad
working definition of drawing that supports students
whose technical emphasis is more traditional as well
as students who wish to expand on or work outside of
a traditional definition of drawing.

Regarding the definition of drawing, it is increas-
ingly difficult to clarify what is or is not a drawing in
artworks that do not fit cleanly within narrow defini-
tions or clearly defined discipline-based boundaries.
In fact, it is often easier to determine what is not a
drawing. Although the definition of drawing as a ma-
terial practice is fluid and embraces both traditional
definitions and revised contemporary ones, there re-
main obvious instances where works are not draw-
ings—for example, oil paint on canvas.

But still we grapple with definition. Drawing is
sometimes defined as any work on paper that is not
specifically photography or printmaking. But con-
sider the work of Whitfield Lovell, who draws with

charcoal on reconstructed plank walls from slave-era
dwellings, or Sol Lewitt’s wall drawings that are exe-
cuted by others based on his instructions, or the work
of Jennifer Pastor, Mary Borgman, and Wangechi
Mutuy, all of whom draw on Mylar, or Jenny Scobel’s
graphite drawings on gessoed panels that are sealed
in wax, a substrate and material typically associated
with painting.

Drawing is sometimes defined in terms of materi-
als or media so that drawing material on any surface,
paper or not, is defined as a drawing. But how do we
define drawing material? There is no question that
charcoal, graphite, conte, and ink are drawing materi-
als, although they often show up as elements in work
from other disciplines. What about ink washes? On
paper, they are considered drawings. Does this mean
that watercolor executed on paper is also a drawing
medium? If not, why not? Is it because of the aspect of
color that is integral to watercolor?

Drawing is sometimes defined as achromatic or
monochromatic, lacking any significant use of color.
This particular definition discounts the primary role
that color can play in drawing and does not take into
account the use of colored pencil, soft pastel, oil pastel,
and other color media that are often used in the con-
text of drawing. Consider Julie Mehretu’s oversized
works on paper that explode with color, Elizabeth
Peyton’s colored pencil and watercolor drawings, the
mixed-media color drawings of Jockum Nordstrom,
Shahzia Sikander, and Rob Evans, Steve DiBenedet-
to’s vibrant colored pencil works on paper, or Amy
Cutler’s gouache on paper drawings. There are many
examples of artists working in drawing who incorpo-
rate color as a significant element.

Drawing has historically been thought of as inti-
mate or small in scale, although we know that this
is no longer a valid characterization. Drawings have
exploded in scale, in part because paper manufactur-
ers are producing larger sheets and oversized rolls of
high-quality paper that allow for large-scale works,
and in part because they have been liberated from the
traditional paper substrate. Some examples of draw-
ings that move outside of the frame and emerge from
beneath protective glass include Toba Khedoori’s
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wall-size graphite drawings, the large-scale drawings
of Los Carpinteros (a Cuban collaborative group),
and Robert Longo’s ongoing series of wall-size char-
coal and ink drawings on paper. In some cases very
large paper pieces hang freely on the wall, while in
other instances the paper is mounted on wood or
a stretched canvas backing for additional support.
Finally, how do we characterize the work of South
African artist William Kentridge? His beautiful and
evocative charcoal drawings (with occasional pas-
sages of red or blue sofi pastel) are executed on paper
and recorded on film/video as they shift and change
through additive and subtractive processes, result-
ing in both finished and framed drawings as well as
hand-drawn animated films, The drawings become
films; the films are a record of drawings.

Many contemporary art organizations, exhibi-
tions, and publications, such as the Drawing Center
in Mew York City, Drawing Now: Eight Propositions
{(Museum of Modern Art, 2002), and Vitamin D: New
Perspectives in Drawing (Phaidon Press, 2005), in-
creasingly interpret drawing as broadly as possible,
encompassing both draftsmanship and experimental
art to emphasize the complexity, variety, innovation,
and relevance of the practice of drawing in contem-
porary art. Some of the materials and supports that
comprise this expanded definition of contemporary
drawing include graphite, charceal, ink, watercolor,
gouache, pencil, crayen, conte, acrylie, felt-tip pen,
colored pencil, marker, gunpowder, ballpoint pen, oil,
latex paint, carbon paper, chalk, soft pastel, correction
fluid, cut paper, wax, gesso, silverpoint, carbon, used
motor oil, paper of all kinds (including gessoed paper,
tracing paper, vellum, Mylar, newspaper pages, craft
paper, found paper), photographs, photocopies, raw
wood, painted or prepared wood, acetate, blackboard,

cardboard, walls, and canvas.

In 2005, the Museum of Modern Art in New York
announced the acquisition of the Judith Rothschild
Foundation Contemporary Drawings Collection, com-
prising nearly 2,600 drawings by more than 640 major
and emerging artists toward the achievement of its
goal 1o assemble “the widest possible cross section of
conlemporary drawing made primarily within the past

twenty years, These new works demonstrate the rich-
ness and complexity of the medium of drawing and its
central position in the artistic process, and catapults
the Museuns collection into an unequaled position
for contemporary drawing” Selections from the col-
lection were featured at MOMA in a major 2009-2010
exhibition titled Compass in Hand.

The cover of the January 2006 issue of ARTnews
featured a drawing by Artura Herrera with the cap-
tion “The Big Draw” Written by Hilarie M. Sheets, a
writer for The New York Tirmes and contributing editor
for ARThews, the feature story addressed the changing
nature of drawing.

Fram fractured fairy tales to abstract geometries to
observations of the might sky, drawing is becoming many
artists’ primary medium. . . . Drawing’s informality and
immediacy have long made it an essential part of the
creative process of most artists. Since the time of the Re-
naissance guilds, it has been used as a preparalory tool
for painting or sculpture, yet artists from Leonardo fo
Watteau to Ensor have prized their drawings as finished
works. More recently, drawing flourished among concep-
tual artists of the 1960% and 1970%, who found that its
notational quality swited their process-oriented art. What
is striking today, however, is that a growing number of
arlists are choosing drawing as their primary medium.

It is clear that contemporary drawing is alive and
well and receiving considerable critical attention
as a force to be reckoned with in contemporary art,
particularly in the hands of the upcoming genera-
tion of younger artists. Recent books and exhibitions
dedicated to the drawing practice of established and
emerging contemporary artists are highlighting the
significance of drawing in the twenty-first century,
including the work of Michael Borrémans, Robert
Longo, Amy Cutler, Julie Mehretu, Damien Hirst,
Gerhard Richter, Jenny Saville, Rachel Whiteread, Eva
Hesse, Anthony Goicolea, Marcel Dzama, Ethan Mur-
row, Vija Celmins, William Kentridge, Tracy Emin,
Sophie Jodein, Odd Nerdrum, and many mare,

Within my own practice as an artist and a teacher, [
believe in the significance of introductory experiences



that acknowledge and embrace the technical and for-
mal traditions of drawing, ultimately providing the
context for 2 broader scope of contemporary draw-
ing practices. Students benefit from exploring both
objective observation and subjective interpretation,
with emphasis on the interdependence of process and
product. At more advanced levels there is a broadened
exploration of drawing that includes alternative and
mixed-media drawing processes as potential elements
in the advanced investigation of drawing as a vehicle
for personal expression. Drawing thrives as an inde-

pendent discipline, as an element of mixed-media
investigation, and as a vital resource for the investiga-
tion of other disciplines.

It is my hope that the second edition of Drawing
Essentials will provide a resource for any student who
iz passionate about learning to draw. | am confident
that the instruction and guidance offered here pro-
vides a solid foundation for further investigation of
drawing and related disciplines at both a personal and
advanced level.

—-d.a.r



Essential Skills and Information

WHAT EVERY STUDENT SHOULD KNOW ABOUT DRAWING

Sighting and the Use
of a Sighting Stick
ame of you have been introduced to sighting,
and some of you have not. Even for those of
vou who have been introduced to this method
of observation, students ofien acknowledge that they
go through the motions of sighting without really un-
derstanding what they are doing and why it works. In
this situation, sighting provides little assistance to you
and may simply contribute to 2 sense of frustralion
and confusion. A basic understanding of the prin-
ciples of sighting goes a long way in helping you to
embrace and use the process to your advantage.

WHY USE SIGHTING?

Many of you have found that you are shining stars
when it comes to copying photographs or working
from other existing two-dimensional sources. But you
may be confounded when you discover that drawing
from observation of three-dimensional forms does not
yield the same results, the same degree of accuracy to
which you are accustomed. It is helpful to understand
whv this occurs.

Drawing or representing a three-dimensional ob-
ject on a two-dimensional surface requires in essencea
language translation. The language of two dimensions
is different than the language of three dimensions in
that three dimensions have depth, occupying space
both up and down, side to side, ard forward and back-
ward. You must observe the three-dimensional form
and translate it ino a language that will be effective on a
two-dimensional surface, such asa piece of drawing pa-
per. When vou draw from an existing hwo-dimensional
source, such as a photograph, the translation from
312 1o 2-13 has already been made for you. But when
vou are referring to the actual form in space, you must
make the translation yoursell, The process of sighting

--------------------------------

provides a great method for making this translation
easily and effectively.

GUIDELINES FOR SIGHTING

A sighting stick is the basic tool for the process of sight-
ing. I recommend usinga 10" to 12" length of 4" dowel
stick. Suitable alternatives include a slender knitting
needle, a shish kebab skewer, or a length of metal cut
from a wire clothes hanger. Your sighting stick should
be straight. | discourage the use of a drawing pencil
as a sighting stick simply because the thickness of the
pencil often obscures information when sighting. A
more slender tool interferes less with observing what
is being drawn. However, in the absence of a more
suitable tool, a pencil will suffice. Some people like to
add color lo their sighting stick so that it is visually
distinct from what they are observing,

It can be helpful when learning how tw sight if
you initially practice making your observations from
a projected slide or an enlarged image of a still life
or a figure. If you choose to do this, the 2-D image
you are sighting should be large enough to see with
ease and should be positioned on a wall far enough
away from you so that you can fully extend your arm.
Sighting from two-dimensional information is much
easier than sighting from three-dimensional informa-
tion because the image is already in a 2-D language.
Once you begin exploring sighting in relation 1o ac-
tual three-dimensional objects, you will recognize the
increased complexity.

Because the objective of sighting is 1o translate ob-
served information into a two-dimensional language,
all of your sighting observations will take place in an
imaginary two-dimensional plane that is parallel to
your face. It may be helpful to imagine that a pane of
glass is floating directly in front of your face at arm'’s
length. If you are looking straight ahead, the pane of
glass is parallel to your face, If you are Icmki.llg up e



make your observations, the pane of glass tilts along
with your head and remains parallel to your face. If
you are looking down, the pane of glass again tilts
along with your head. It is always parallel to the plane
of your face. This imaginary pane of glass represents
your picture plane or your drawing surface, and all of
your measurements and cbservations will take place
in this two-dimensional plane.

Always keep your arm fully extended and your el-
bow locked when sighting. This establishes a constant
scale, which is especially important when you are
sighting for relative or comparative proportional rela-
tionships. You can ratate your sighting stick to the left
ar right, but you eannot tip your stick forward or back-
ward. This is especially tempting when sighting things
that are foreshortened. You can reinforce keeping the
sighting stick within the 2-D pane of glass by imagin-
ing that if you tip the stick forward or backward, you
will break through the pane of glass. It is also helpful
te close one eye when sighting, which further rein-
forces the translation to a two-dimensional language
by using monocular vision (one eye) that flattens what
you see rather than binocular vision (two eyes).

If more than one object or a still-life arrangement
of multiple objects is to be drawn, you must begin by
establishing which object will serve as your point of
reference or unit of measure. Ideally it should be an
abject that you can see in its entirety and that can be
visually broken down into at least two observable re-
lationships—height and width (Figures 1-1 and 1-2).
When working with the human figure, the head serves
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Figure 1-1. Student work. Jennie Barnes. The apple in the foreground of this
simple still-life arrangement, boxed in to show relative helght and width, is
an effective unit of measure.
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Figure 1-2. Student work. Jennie Pavlin,
The extensions of the beet (root and stalks)
are extraneous to the main body of the form,
and so are initially excluded in sighting the
hebght and width relationship,




Figure 1-3. Student work. Gypsy Schindler. The head as
a unit of measure is sighted from farthest points left to
right and farthest points top to bottam.

Figure 1-4. Student work. Lea (Momi) Antonio.
Humerous landmarks in this still-life drawing, which
do nat have a particular name for identifying them, are
indicated by gray dots.

as a good unil of measure (Figure 1-3). In instances
where the head is not visible or is partially obscured,
another unit of measure will need to be established.

When sighting. you are often dealing with what I
refer to as “landmarks” A landmark is any point on
any form that you can find or refer back to over and
over again, a point that is identifiable. Landmarks
usually accur at places where different parts of a form
meet or come together (also called points of articula-
tion), or where there is a sudden directional change
found along the edge or surface of a form, or where
forms meet or overlap. It will not necessarily have a
name and will not necessarily appear to be a signiﬁ-
cant part of the object being drawn, but it will be an
easily identifiable reference point (Figure 1-4).

APPLICATIONS OF SIGHTING

There are three essential uses for sighting that aid in
abserving and recording information accurately. The
first deals with relative or comparative proportional
relationships, the second deals with angles and their
relationship to verticals and horizontals, and the third
deals with vertical and horizontal relationships be-
tween various points or “landmarks.”

First Application: Sighting

for Relative Proportions

Before beginning the actual sighting process, it is
helpful to observe the formis) you wish to draw (ide-
ally through a viewfinder) and do a delicate gesture
drawing based on what you see. This helps to “break
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Figure 1-5. Student work. Kirk Bierens. The
body of the wine glass has been chosen as
& unit of réasune, Horizontal lines show the

height of the unit of measure in relation to
the entire still lfe.

the ice” of a blank piece of paper and gives a sense of
how the objects being referred to will occupy the pa-
per surface. More information on using a viewfinder
is found later in this chapter.

In beginning the actual sighting process, remem-
ber that your point of reference should be sighted and
drawn first (Figure 1-5). By aligning one end of the
sighting stick visually with one part of a form and
placing the tip of your thumb on the sighting stick
so that it corresponds visually with another part of
that form, you are able to make a relative measure-
ment of the distance between any two parts or points.
By understanding this simple procedure, you can ap-
ply sighting techniques in a number of ways to help
you attain greater accuracy in your drawings. When
sighting for relative or comparative proportions, be-
gin by sighting to establish the relationship between
the total width of the form (distance from farthest
left to farthest right point) and the total height of the
form (distance from highest to lowest point) (Figure
1-6). For example, you can sight the width of a fruit
or vegetable or a bottle at its widest point by extend-
ing your sighting stick at arm’s length and recording
the distance from one edge to the other through the
placement of your thumb on the stick. Keeping your
thumb in position on the sighting stick, rotate the
stick to a vertical position and observe how many
times the width of the form repeats itself in the height
of the form, You can then maintain this same relation-
ship in your drawing, regardless of how large or small
you choose to represent the object on your drawing
surface. I recommend that you sight what you per-

ceive to be the smaller measurement first, and then
compare that smaller measurement to the larger mea-
surement. Remember to begin the process by obsery-
ing what you wish to use as your unit of measure.
Begin to visually break the object down, if it is
more complex, into component parts, sighting the
size relationships between different parts. Work from
general to specific, observing and recording the larger,
simpler relationships first before attending to more
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Figure 1-6. Student work. Emily LaBue, The body of the beet, which serves

as the unit of measure, is isolated from the root and the stalks that are added

later. Viertical lines show the width of the unit of measure in relation to the
entire still life,
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Figure 1-8. Student work. Sheila Grant. The garlic bull in the foreground is
the unit of measure. Its height in relation to each individual form in the still
Iife is shenwn, Broken lines indicate half the height of the unit of measure,

Figure 1-7. Student work, Lea (Momi) Antonic, The lamp
has numenaus parts, making it more complex than other
forms, The rilative simplicity of the base of the lamp, with a
clearly defined width and height, i helpful in defining the
proportions of the rest of the Lamp. The broken line indicates
half the height of the unit of measure.

detailed information (Figure 1-7). When sighting,
sight from one landmark te another whenever pos-
sible. Dievelop your drawing using the size relation-
ships that you observe (Figure 1-8). Sighting can be
applied horizontally, vertically, or diagonally. These
same size relationships can be observed between an
object or part of an object and other abjects or their
parts. In this way, it is pessible to maintain an accurate
size relationship between all the component parts of a
more complex form or between the various individual
forms found in a complex still life.

Foreshortening can be especially challenging
since it is often recorded with a significant amount
of inaccuracy and distortion, This is because our
experience or knowledge will often override what is
visually presented before us. For example, a bortle
lying on its side can provide a foreshortened view
that measures wider from side to side than it does
in length from top to bottom (Figure 1-9). Because

Figure 1-9, Student work (detail). Laura Gajewski, In this
fareshortened view, the hebght and width of the bottle are
nearly the same, The height of the bottle would be nearly
twice the width if the bottle was not foreshortened,



of our experience of the bottle as an object that is
generally greater in length than in width, we bypass
what is observed and draw what we “know™ a bottle
to look like. This then creates problems in presenting
a convineing illusion of a foreshortened bottle rest-
ing firmly on its side.

While sighting is an ideal way to overcome this
inaccuracy, there are a few things to be particularly
attentive to when dealing with foreshortening, First,
be aware of the fact that when foreshortening is evi-
dent, the apparent relationship between the length
and width of forms is altered to varying degrees, de-
pending on the severity of the foreshortening. While
the length may appear to “compress” considerably, the
width may remain relatively unaltered (Figure 1-10).
Second, be on guard against tilting your sighting stick
in the direction of the foreshortened axis. This is easy
to do without even being aware of it. If your measure-
ment is no longer being taken in the imagined 2-D
picture plane, it will not present an accurate transla-
tion from the 3-D form to the 2-D surface of the draw-
ing. A final note regarding foreshortening. Be aware
that instances of overlapping. where one part of an
object meets another part, are more pronounced and
dramatic in a foreshortened view and require greater
attention to the interior contours that give definition
to this (Figure 1-11).
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Figure 1-10. Student wark. Ann Drysdale Greenbeall in this
foreshortened figure study, the length of the torso from
shoulders to buttocks is significantly compressed, measuring
less than haif the width of the hips, Because of this extreme
foreshortening and the position of the body, the legs and
feet are not visible at all.

Figure 1-11, Student

work, Jennifer Jones, There
are numenous examples

aof overlapping in this
dizzying view of a spiral
staircase, Mote especially
the instances of overlapping
in the foreshorened figure.
The neck and shoulder
overlap the torso, the
extended thigh overlaps the
lower leg, the foreshortened
forearm averlaps the hand,
and the lower leg overlaps
the foot. These overlaps,
which are vital to conveying
a conwvincing illusion of
foreshortening and depth,
would be far less significant
if the figure was seen froma
less extreme viewpoint.
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Figure 1-12. Student work. Glenda Sue Oosterink. A number of different
2t lines can be found in this drawing of a seated figure. The angles of
these axis lines are compared (o fixed verticals andfor horizontals,
established by the edges of the drawing papes and by the vertical and
herizontal line drawn through the center of the drawing surface,
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Second Application: Sighting for Angles and Axis
Lines in Relation to Verticals and Horizontals or
in Relation to the Face of a Clock

An axis line is an imaginary line that runs through the
core or the center of a form. A major axis line indicates
the longest or most dominant directional thrust of that
form. A minor axis line typically is at a right angle toa
major axis line. More complex objects can have more
than one axis line, as there may be thrusts in a number
of directions (Figure 1-12). By determining the cor-
rect angle of the axis line, one can then begin to draw
the edges and contours of a form around the axis line
to determine the correct directional thrust.

Observed angles may be very obvious (such as
the angle found along the edge of a box or a table) or
less obvious (such as the implied angle found along
the edge of a shoe). Regardless of whether the edge
observed is an obvious, straight-edged angle or a less
obvious, implied angle, it can be sighted to provide
for greater accuracy. Simply align your sighting stick
visually along the observed edge or axis (without tip-
ping your stick forward or backward!) and observe
the relationship between the angle (indicated by the
position of your sighting stick) and a true vertical or
horizontal, whichever it relates to more closely (Fig-
ure 1-13). When drawing the angle, maintain the
same relationship to a vertical or horizontal that you
observed. The left and right sides of your drawing pa-
per provide fixed verticals for comparison, and the top
and bottom of your drawing paper provide fixed hori-
zontals for comparison. If you need more guidance,
you can lightly deaw a few more vertical and horizon-
tal lines through your drawing format against which
to compare sighted angles, and these can be erased
when they are no longer needed (Figure 1-14).

A second approach can be used to help you cor-
rectly record the angle that you observe with your
sighting stick. After you have aligned your sighting

Figure 1-13, Student work, Scott Luce. A number of
angles and axis lines are identified in this still life—the
angle of the paper’s edge, the angle of the screwdriver,

the angle of the glasses’ frame, and the angle of the handle
of the saw. Note their relaticnship to the verticals and
horizontals provided and the degree to which they vary
fram the vertical or horlzontal.
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Figure 1-14, Student work, Clarkson

Tharp, Both major and minor axis lines
are identified in this still life, as well as
the verticals and horizontals provided for
comparison of observed angles.

stick aleng the edgefangle that you are observing,
imagine that your sighting stick is running through
the face of a clock and relate it to a specific time of
day—1:00, 10:30, and se on (Figure 1-15). The ob-
served angle can then be duplicated in your drawing,
keeping in mind its relationship to the face of a clock
{Figures 1-16 and 1-17).

Third Application: Sighting for Vertical

and/or Horizontal Alignments Between

Two or More Landmarks

Sighting for vertical and horizontal alignments can be
applied to a single form (such as the human figure) or
to a grouping of forms (such as a still life). This sight-
ing process is closely related to sighting for angles and
axis lines but is used to observe a vertical or horizon-
tal alignment (or a deviation from a vertical or hori-
zontal alignment) that is less apparent or to observe a

Figure 1-15. Imaginary clock face for sighting angles. Angle
Alis 3t 5:30 or 11:30, angle B is at 1:00 or 7:00, and angle Cis
at 2:30 or B:30.

Figure 1-16. Student wark. Scott Luce. The same still life
wsed in Figure 1-13 is shown using the clock face method
for determining observed angles.

11



1L

AP PY REA BT

}

o

Figure 1-17. Student work. Matt Maxwell. Observed angles
and axis lines in the figure can be determined using either
of twe methods—compartson to a vertical o herizontal or
use of an imaginary clock face, as shown here.

Figure 1-18. Student work. Mumersus landmarks found

in the figure are indicated by gray dots, The vertical sight
lines extended thraugh the figure shew various alignments
between landmarks that, once observed on the figure,
serve to guide the alignment of these landmarks in the
diawing. Note, for example, the vertical relaticnship
Betwiren the figure's right heel, the medial edge of the

calf and knee, the paint of intersection of the knee and
wiist, and the peak of the left shoulder,

Figure 1-19, Student

work. John Hale. Horizental

sight lines pulled through

a reclining figure show

a numbser of horizontal
alignmenis between

landmarks—the peak of
the figure’s left shoulder,
the navel, and the lateral
edge of the right knee;
the intersection of the
shoulder and head and the
intersection of the belly
and the upper thigh. Note
that the peak of the hip

is higher than the figure’s
right foot but lower than
the figure's left foot.
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vertical or horizontal alignment between more distant
reference points. It is useful for observing the correct
position of one part of an object in relation to another
part or for observing the correct position of one entire

object in relation to another entire object. PRl
To seek out these “plumb” lines or alignments, oo F
visually move your sighting stick through a form or \-

grouping of forms and look for two, three, or more _
identifiable landmarks that fall within a straight line i
along your sighting stick, creating either a vertical ora <
horizontal line (Figures 1- 18 through 1-21). Once you
have observed these alignments, you are then made
aware that this same alignment should be repeated in
your drawing, It is especially useful to observe align- -
ments between more distant points, which are less ap- . -,.l,._,..
parent to the eye than are alignments between fairly re s
close points.

When you observe a vertical or horizontal align-
ment between landmarks, it is fairly simple to trans-
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Figure 1-20. Student work. Stacy Cossolini. In this still-life arrangement

of multiple abjects, vertical sight lines reveal alignments between vanious
landmarks found on different objects, such as the intersection of the prongs
late this alignment since a vertical or horizontal is ¢ 0 nammer's claw, the intersection of the ribban and the shaft of the

fixed or constant. If, however, you observe a diagonal  pammer, and the outermast curve of the interiar of the roll of ribbon.
alignment between landmarks (which could also be

considered a deviation from a vertical or horizontal
alignment), you must then observe the relationship
of that diagenal to either a vertical ar a horizontal
(whichever it relates to most closely) or to the face of
a clock and maintain that same diagonal alignment in

Figure 1-21. Student
wiark. This still life, with

a Chiristmas cookie
theme, shows horizontal
sight limes and resulting
horizontal alignments
between landmarks, When
carefully observed, these
visual relationships help
o determine relative size
and placement or position
of abjects in this fairly
comples arrangement of
forms.
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vour drawing. Any of these three observed alignments
are helpful, but a diagonal alignment must be more
carefully translated than a vertical or horizontal align-
ment because of the increased possibility of error.

TRANSFERRING SIGHTING OBSERVATIONS
TO A DRAWING SURFACE

Many students, when first introduced 1o sighting,l:am
hew to use the sighting stick to observe proportional
relationships but are uncertain how to apply these
relationships to their drawing paper. For example,
you may find in sighting a seated figure that the head
length repeats itself four and a half times from the up-
permost point of the figure o the lowest point of the
figure. When sighting the head length with your arm
fully extended, the head length may measure about an
inch long on your sighting stick. But if you are draw-
ing on an 187 X 24" piece of paper, you will certainly
want to draw the head larger than an inch if you are
going to utilize vour drawing format effectively.
Remember that you are observing relative propor-
tions. In beginning your drawing, estimate the size of
the head (in a figurative composition) or other unit of
measure (in a nonfigurative composition) and lightly
sketch the general shape that reflects your unit of mea-
sure, estimating the size and placement of the shape
based on what you observe. A viewfinder is helpful in
giving you a sense of how information can be composed
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Figure 1-22, Student work, The onion in the foreground serves as a unit of
measure. Repeating the width of the onion side to side across the paper and
the height of the onion up and down the paper helps to detérmine how all
of the information will fit {or not fit) within the format of the paper.

in your drawing, Before going any further, check to see
if the size and location of your unit of measure leave
adequate room for the remainder of the information
you wish 1o include in your compasition. If your unit
of measure is drawn too small, you may end up with
2 lot of empty or blank space in your deawing. If your
unit of measure is drawn too Iarge, you may end up
not having enough room on your drawing to include
everything you wish to include, Continue to adjust the
size of the head or other unit of measure umtil it allows
for a "good fit” of the information on your drawing
surface. You should consider both the total height and
the total width of your compasition in relation to the
established unit of measure (Figure 1-22).

1t is helpful to make small marks on your drawing
where the width and height of your unit of measure
are located when repeated across the drawing surface
and up and down the drawing surface. This way you
don't have to keep measuring repeatedly, For example,
if you are drawing a seated figure you may observe
that the head length repeats itself a little over three
times o the place where the buttocks rest on a chair
or some other surface upon which the model is seated.
If you have light indications on your drawing surface
of where each head unit is positioned, you will easily
be able to locate the point on your drawing where the
base of the buttocks should be located (Figure 1-23).

Other factors should also be taken into account
when translating what you find with your sighting
stick to your drawing surface, If drawing the figure,
the relationship between the body and the head differs
depending upon the view you have of the figure. For
example, if you are secing the figure in profile and the
figure is seated, you may observe that the majority of
the body is positioned more to the left or to the right of
the head. This can be observed by holding your sight-
ing stick up and passing it vertically through the head,
noting where the bulk of the body is positioned in re-
lation to this vertical extension. If you observe that a
good portion of the body falls 10 one side or the other
of the vertical extension, you will not want to place
the head shape directly in the middle of the drawing
surface because this will result in a poor composition
with the figure crowding the right or left side of the
paper. Rather, you should shift the initial head shape
accordingly to the left or right.

These same guidelines for transferring your sight-
ing ebservations to your drawing surface apply to
any subject matter. You must begin your drawing by
establishing what you are using as your unit of mea-



sure. You then determine the size and placement of
this form on the drawing surface to accommodate all
remaining information that you wish to Incorporate
into your composition,

These initial steps in starting your drawing are im-
portant ones and have a significant impact on the end
result. If these initial steps reflect accurate sighting
and good decisions on your part, it will help you o
move further along in your drawing with greater ease.
In addition to sighting for relative proportions, you
will begin to utilize the second and third applications
of sighting as your drawing progresses.

The Principles of Composition:
Theory Versus Application

Composition is an intricate and often complex issue.
Whether considering music, literature, theater, or the
visual arts, composition plays a significant role from
its most basic to its most sophisticated application. A
strong and sensitive awareness of composition is vital
to the creation of a work that is unified. While some

Figure 1-23. Student work. Rebecca Marsh McCannell,
Marking the repeated head width across the drawing surface
and the repeated head height up and down the drawing
surface helps to locate the position of farms mare quickly in
relation to the unit of measure.
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contemporary artists are specifically and legitimately
interested in subverting traditional paradigms of art
making, you must first understand rules or traditions
in order to successfully subvert them. The ways in
which an artist expresses concern for compositional
elements can make or break a piece of music or litera-
ture or viswal art, A successful composition is more
than visual arganization, ultimately enabling an artist
to successfully convey content and meaning. And it
is only with a command of compaosition that an artist
can consciously explore alternatives to the generally
accepted canons of composition.

It is one thing to understand the concepts behind
the development of sound compaosition and another
thing altogether to be able to apply these concepts
successfully. Oftentimes compositional principles
are discussed only in abstract or theoretical terms,
and exercizes in the application of these principles
(particularly in two-dimensional design courses)
may be limited to the use of abstract elements such
as circles or squares or swatches of color or texture.
This is a valid approach for the study of composi-
tHon at an introductory level, but you must alse
understand the application of these principles at a
more concrete level. How do these principles apply
to a composition invelving a still-life arrangement, a
portrait study, an urban or rural landscape, a figure
in an interior space, a figure in the landscape, an ab-
stract image, and so on?

Bear in mind that an understanding of the prin-
ciples of composition and their application should
ultimately extend beyond the abstract and the theo-
retical. You must recognize the application of these
principles in work from a variety of visual art dis-
ciplines that utilize concrete, recognizable imagery.
MNumerous works by widely recognized artists pro-
vide excellent examples of the principles of composi-
tion in practice. In addition to the great Renaissance
and Classical masters, a number of contemporary
artists’ work provides strong and interesting ex-
amples of different applications of compositional
principles in relation to a variety of subject matters.
Examples of work by contemporary artists who ex-
plore composition in a variety of ways can be found
throughout this book.

Too often composition is a peint of focus in an
introductory design class but is not given significant
consideration in your subsequent course work, where
the emphasis may be on a particular media or tech-
nique or subject matter. Make composition an integral

15
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part of your concerns at every opportunity. Theory is
one thing, application is another.

Following are some key concepts considered to be
basic to the study of composition and its application,
Lise them as a guideline in creating, analyzing, dis-
cussing, and eritiquing your work, the work of other
students, and the work of historical and contempo-
rary masters.

REVIEW OF SOME SIMPLE DEFINITIONS

Compaosition: The way the component parts (the
formal elements) of a work of art are arranged in the
given space. How the formal elements are arranged
not only determines the strength of a composition but
also is essential in conveying and supporting content
or the communication of idea and meaning,

Elements (formal elements): The elements in-
clude point, line, plane, shape, form, mass, volume,
texture, value, color, positive space, and negative space

Figure 1-24. Student work. Jamie Hossink.
This thumbnail study shows concemn
specifically for the arrangement and
distribution of shape, volume, texture, value,
and positive and negative space.

(Figure 1-24). The elements are those things in a com-
position that are tangible individually or as a group,
regardless of subject matter or style. The elements are
the basic building blocks for a realistic work of art or
an abstract work of art,

Pasitive space: The figure(s) or object(s) or tangible
thing(s) in a composition. Sometimes an object can be
both positive and negative, depending upon its rela-
tionship to other tangible things in the composition.

Megative space: The “empty” areas; the space that
exists between, around, and behind tangible forms
and in part defines tangible forms. Negative space is
as significant in a composition ag positive space. Tan-
gible forms may act as negative space to other tangible
forms (Figure 1-25),

Format: The given space in which a work of art is
composed: the relative length and width of the bound-
ing edges of a drawing surface, such as 18" % 24", For-
rmat, in part, controls the composition (Figure 1-26).
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Figure 1-25. Richard Diebenkorn, American, 19221993, Untitled, 1962. Ink and graphite on papgr 13,5 12w, (40180 A ILNRI=0L

% 31.75 ¢m), San Francisco Museum of Modern Art. Purchased through anonymaous funds and t

BI3IALNBISNL

Al
& Estate of Richard Diebenkorn, Because of Diebenkorn's thorough attention to both the figure arjd the ms}ro Lo TR

which the figure Is located, many tangible forms function as both positive and negative space.
negative space to the figure and positive space to the wall and other information behind it.

hed, for exam, 5 both

R -
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Figure 1-26. Student work Gypsy Schindler. A variety of formats are explored in these compositional studies of a still life of
keys, scissors, and painbrushes,

VISUAL PRINCIPLES OF COMPOSITION

The visual principles of composition are concepls or
ideas that become evident by examining the arrange-
ment of the elements of composition. Principles come
into being through the placement and arrangement of
the clements, by the implied action of the elements,
and by the artist’s intent to build visual and conceptual
relationships among the elements.

Balance: A feeling of equality or equilibrium in the
weight or emphasis of various visual elements within a
work of art. Balance can be symmetrical, nearly sym-
metrical (approximalte symmetry), or not symmetri-
cal {asymmetry). Simply. think of the visual weight
or relative importance of the elements used in the
compaosition.

Harmony: A consistent or orderly arrangement of
the visual elements of a composition creating a pleas-
ingly unified whole, Simply, think of recurring simi-
farities in the elements used, such as recurring line,
recurring value, recurring color, recurring shape, or
recurring texture (Figure 1-27).

For creating harmony, consider the use of repeti-
tion, rhythm, and pattern.

Repetition: In repetition, some visual element(s)
are repeated, providing stepping stones for our
eye to follow.

Rhythem: Rhythm is the orderly repetition of
visual elements or repetition in a marked pattern,
which creates flowing movement.

Pattern: A two-dimensional application of
rhythm or repetition, such as the repeated motif
in a wallpaper or textile design,

Variety: Variety is the complement or counterpart
of harmony, introducing change, diversity, or dynamic
tension to the recurring visual elements of harmony.
Simply, think of recurring differences in the elements
used, such as differing line, differing value, differing
shape, differing size, differing texture, differing color,
and so on.

Emphasis/domination: The development of fo-
cal point(s) created through some type of contrast or
difference such as contrast of value, contrast of color,
or contrast in the degree of development or defini-
tion (Figure 1-28). You can also isolate a form to cre-
ate emphasis.

Movement/directional forces: The development
of primary and secondary visual paths of movement.
It is helpful to keep in mind the basic notion that in-
fluences our visual priorities. Our eyes are inclined to
try to join together things that are the same or similar
in some visual way. If, for cxample, there are a num-
ber of instances of a particular shape in a composi-
tion, our eye will move back and forth between those
repeated shapes in an effort o group or organize or
bring them together. The same idea holds true for
textures, values, and the like. Repetition of similar
clements is key to creating visual paths of movement
(Figure 1-29),
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Figure 1-27. Odd Nerdrum, Morwegian, Girl with Twig, 1991, Charcoal on lambswool paper, 48 * 39 inches. Arkansas Arts
Center Foundation Collection: Purchase, Collectars’Group Fund. 1991.042.002. © 2010 Artists Rights Society (ARS), New York/
BOMO, Oslo. Nerdrum uses recurring shapes/edges throughout his composition to create visual harmony, The curve of the
twig, which s significant in the tithe of the work, is repeated in the contours of the landscape, in the curve of the clath, in the
contour of the breasts, and in other places,
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Proportion: Consider the proportion (relative size
or amount) of one compositional element 1o another—
proportion of dark values to light values, proportion
of large shapes to small shapes, proportion of rough
textures to smooth textures, proportion of foreground
space to background space, proportion of positive
space to negative space, proportion of near elements
to far elements, proportion of stable shapes or masses
to unstable shapes or masses (Figure 1-30),

Economy: Economy involves the idea of sacrific-
ing detail for the sake of unity. Consider how you are
interpreting what you see, particularly in the negative
space or background information. You don't have to
include everything yvou see—you can simplify or edit.

Whether your interpretation of positive and negative
space or background information is literal (based on
actual visual information) or nonliteral (based on in-
vention), cansider the option to edit or simplify the
composition (Figure 1-31),

Unity: Very simply, does it all work together?

VARIABLE COMPOSITIONAL
ELEMENTS TO CONSIDER

Variable compositional elements address indetermi-
nate factors to be considered when composing or de-
signing a drawing. There is no right or wrong way to
consider these variables. What is important is to be
aware of these variables as they relate to the elements

Figure 1-28. Student work,
Vickie Marnich Reynolds.
This drawing investigates
four different compositions
created by shifting the tonal
fiocal point in each individual
study of a fabric bag with a
drawstring top.
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Figure 1-29. Richard Diebenkorn, American, 1922-1993, Stll-Life: Cigarerte Butts and Glasses, 1967, Black ink, conte crayon,
charcoal, and ballpaint pen on wove paper, 13%s % 16% inches. Gift of Mr, and Mrs, Richard Diebenkam, in honer of the
s0th Anniversary of the Natlonal Gallery of Art. Image courtesy of National Gallery of Art, Washington, DC. © Estate of Richard
Diebenkorn. Diebenkorn repeats rectangular shapes of various sizes, oval and reund shapes, and slender elongated shapes
throughout this still-life study 1o create a number of primary and secondary visual paths of movement.
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Figure 1-30. Georges Seurat, French, 1859-1891, Embroidery: The Artist’s Mather, 1882-1883. Conte crayon on Michallet paper.
12%s X 9% inches (31.2 ¥ 24.1 em). Purchase, Joseph Pulitzer Bequest, 1951; acquired from The Museum of Madem Art,
Lillie P. Bliss Collection {55.21.1). The Metropolitan Museum of Art, New York, Image copyright @ The Metropalitan Museum
of Art/Art Resource, NY. In this image of the artist’s mother, Seurat Appears to be considering the proportional relationship of
dark to light shapes, large to small shapes, and background to foreground area, The limited areas of streng light on the face,
chest, and hands help 1o emphasize her concentration on the act of sewing,




and principles of composition and to recognize that
you have choices and that you control these variables
to help you achieve desired results,

Size: Large or small, long or short, size is relative.
For example, a long line appears even longer when
juxtaposed with a short line, and a small shape ap-
pears even smaller when seen next to a large shape,

Position: The primary positions of forms or ob-
jects in space are horizontal, vertical, and diagonal, In
a given format, the positions of forms can be changed
in relation to one another. The relation of one form to
another may be parallel, perpendicular, diagonal, over-
lapping, end to end, and s0 on. The position of forms
can be changed in relation to the total format as well.

Direction: When the position of a form implies
motion, it is thought of as moving in some direction.
The direction of movement can be up or down, side
to side, on a diagonal, toward or away from you, back
and forth, over or under, and more.

Mumber: A single form may be repeated, added to,
or multiplied any number of times. A form can occur
once in a composition or many times.

Diensity: The density of a form is determined by the
number of units within its area. The units may be close
together or far apart. By increasing the density of a form,
we can increase its visual weight or its visual energy. For
example, by massing a number of lines {units) closely
together, a dense shape or form may be implied. If those
same lines are spaced farther apart, the density of the
implied form decreases and it carries less visual weight.

Interval: The interval is the space between forms.
There can be equal intervals, unequal intervals, small
intervals, large intervals, progressively smaller inter-
vals, progressively larger intervals, intervals forming a
pattern, and 5o on.

Proximity or nearness: The nearer forms or shapes
are to each other, the more we group them together. In-
dividual shapes can have enough proximity to create a
totally new shape by their tendency to group together.

Similarity: As forms or shapes correspond to one
another in shape, size, direction, value, texture, color,
or some other characteristic, we perceptually tend to
link or pull them together (Figure 1-32).

USING A VIEWFINDER: WHAT DOES
IT DO FORYOU?

+ Your viewfinder is your window to the world,
blacking out visual distractions and helping you to
focus your attention on what you are drawing, in
much the same way as the viewhnder of a camera,
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Figure 1-31. Student work, Amy Bailey. By keeping the
negative space sparse and economical, Bailey focuses our
attention on the subject of this powerful self-portrait.

= Your viewfinder reflects your actual drawing format
in the same proportions. (Example: an 187 X 247
drawing format is proportionately reflected ina
144" = 2° viewfinder, each having a ratio of 3:4).

= Your viewfinder binds and gives boundaries to
your negative space, defining specific shapes and
allowing you to observe these shapes outside of
and around the major forms that you are drawing
{ Figure 1-33).

« Your viewlinder provides constant verticals (along
the left and right sides) and horizontals (along
the top and bottom) against which 1o compare
observed angles.
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Figure 1-33. Student work. Kevin Wadzinski, in this
thumbnail study using a viewfinder, note the tonal
emphatis o0 negalive spaces around the figure,
which are defined and given boundaries by the
edages of the viewfinder,

Figure 1-32. Student work, Elizabeth

Tjoelker. A numbser of shapes and values in

this drawing are similar to each other, such
| asthe dark figurative shapes positioned
on the left and the linear shapes found
throughaut the compadition,

Your viewfinder enables you to “image” or visualize
how the forms will ill er accupy the paper surface.

four viewhinder helps you to determine whether

a vertical or horizontal orientation of your format
is best, depending upon which is most effective in
utilizing the entire format and establishing a strong
compaosition (Figure 1-34),

If you choose to crop your composition closely,
vour viewfinder helps you to focus on an isolated
passage (Figures 1-35 and 1-36),

Your viewfinder can be of further assistance to you
if you mark one-half and one-quarter divisions
alang the perimeters of the viewfinder, which are
then lightly repeated on your drawing format (Fig-
ure 1-37). This is helpful in locating landmarks that
you observe. These divisions help you to make an
effective translation of the information observed in
the viewfinder 1o the drawing format.

It is important to recognize that your viewfinder is

ineffective unless it reflects the same proportional di-
mensions as the format on which you are going to work.
There is a simple way to find the dimensions of a view-
finder for any rectangular format on which you wish to
work, You can determine the size of the viewhinder win-
dow based on the size of the full-size format, or you can
determine the size of the full-size format based on the
size of the viewlinder, Drawing a diagonal line from
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Figure 1-34. Student wark, Gypsy
Schindler. Even though the figure is
primarily vertical in this seated position, the

student uses a horizontal format to allow for Figure 1-35. Student work, University of Cincinnati. Elizabeth Reid. A close-
exploration of the forms in the spage around up and cropped view of peach crates provides an interesting and somewhat
the figure. abstract composition.

one corner to the opposite corner of any réctangular
shape and extending it allows you o then scale up the
rectangle or scale down the rectangle by building any
larger or smaller rectangle that also utilizes the same
corner-to-corner diagonal (Figure 1-38).

GEMERAL GUIDELINES
COMNCERNING COMPOSITION

Pay Attention to Both Positive

and Negative Space

Think of positive and negative space as puzzle pieces
locking together, sharing the same edges, dependent
upon one another. Would a cup still be a cup without
the negative or empty space inside of it?

Consider How the Forms Occupy the Format

The forms that you are drawing can dominate the for-
mat in terms of size, which creates a natural division
or break-up of negative space into tangible and identi-
fiable shapes (Figure 1-39). The forms can be smaller
in the format, forcing greater attention to the develop-
ment or activation of negative space (Figure 1-40).

Watch General Placement of the Forms

+ Consider directional thrusts and visual paths of
movement—think of them as stepping-stones that gy 1.36. Deborah Rockman, American, Dark Horse No. 5,

lead you through the composition. Elements that 1981, Colared pencil and charcoal on paper, 10 % 8inches.
are similar to each other in some way are visually Collection of Caral Fallis, The use of a viewhnder hefps 1o
attracted to one another, creating inipliﬂ] visual reveal an interesting and somewhat ambiguows view in this
paths of movement (Figure 1-41). The eye will figurative compasition. The human form takes on a different

character when aspects of the form are isolated from the rest
of the body.
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rectangle that has been proportionately reduced and
enlarged using a comner-to-comer diagonal,

Figure 1-39. Student work. The view of the plant is such
that & dormangies the compositon, maoving off the top, nght,
and kef1 sides of the drawing surface. As a result, the negative
Hpaces around the plant sre more dearly defined and are
emphiaiged by aisigning value 10 the negative shapes rather
than to the positive shapes.

ﬁgu:t 1-40, Student work. The smalber wle of lh-ullqu“- in this thumbnail
study requines that greater attention B paid todhe pace around the figure
in erder to moee ully activate the composition.
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Figure 1-41, Student work
(afver Edward Hopper). Dave
Hammar. The recurring
values of white, gray,

and black; the recurring
rectangular shapes; and the
recurring vertical elements
help to create visual paths
of movement.

move back and forth between them in an effort o
| join them together. Provide room in your place-
ment of objects for movement to occur,

With the human figure as subject matter, consider
psychological directional thrusts—the direction
of the gaze of the figure carries visual weight.
Consider this in the placement of the figure
(Figure 1-42).

+ Be aware that similar or like forms (shapes, values,
textures, patterns, colors, ete.) are attracted to
each other and the eye will move back and forth
between them in an effort to join them together
(Figure 1-43). How are they distributed through-
out your format? What visual path of movement
are you encouraging in the viewer?

« Avoid “shared edpes”—the edge of an abject and
the edge of the paper should generally not be the
sarme for any duration, as this creates an ambigu-
ous spatial relationship. Individual forms should
not share edges with one another it spatial clarity
is desired.

o
» Consider outermost contours in terms of sound or
= movement —quiet versus loud, active versus inac-
Figure 1-42. Student work. Erik Carlson, One consideration tive, Give these outermost contours the appropriate
in placing the figure closer to the right side of the page is the amount of reom they need to breathe and move

visual weight of the figure’s gaze a5 he looks toward the beft. (Figure 1-44),
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Figure 1-43, Stwdent work, Jack Snider, In this compositional study, there s
careful consideration for the distribution of repeated values and textures as a
way of encouraging visual paths of movement through the composition.

|
L |

R |
o

Figure 1-44. Student work. Michael Moore. The main forms of this still life
are shufted shightly 1o the left of the composition to account for the handles
of the spatula and pans thrusting into the space on the right.

+ Consider whether the shapes inherent in the
abjects you are drawing thrust out into the sur-
rounding space or remain close to the major mass.
How does this affect both placement and scale
(Figure 1-45)%

+ Avoid cutting your composition in half. Avoid
cropping forms at points of articulation (where
two parts come together) or cutting forms in half.
If eropping, strive for an unequal and dynamic di-
vision such as one-third to two-thirds or two-fifths
to three-fifths (Figure 1-46).

Consider the Kind of Space

You Wish to Establish

Consider vertical, horizontal, and diagonal paths of
movement (both actual and implied), and be aware
of the role they play in establishing different kinds
of space in a composition—shallow, deep, ambigu-
ous, and so on (Figure 1-47). When vertical and/for
horizontal elements dominate a composition, they
reinforce the two-dimensionality of the surface being
worked on, sceming Lo move across the picture plane
from side to side and top to bottom (Figure 1-48).
When diagonal elements dominate a composition,
they reinforce the suggestion of depth or space, seem-
ing to move into the piclure plane (Figure 1-49).

Consider Viewpoint in Your Composition

Don't assume that the most obvious viewpaoint is the
best viewpoint. Alternative and unusual viewpoints
offer visual excitement and an element of the un-
expected, Try viewing your subject matter from a
position well above or well below the subject mat-
ter, looking down or looking up (Figure 1-50). Try
viewing your subject matter from off to one side or
the other, rather than approaching it from a direct
frontal view.

Consider the position or location of your light
source, exploring unusual directional light sources—
try lighting your subject matter from below, from the
side, from above. Motice how the information changes
{especially patterns of light and shadow) based upon
the direction of the light source (Figure 1-51).

Consider Options for the Development

of Negative Space or Environment

+ You can respond to the actual information before
you, editing what seems unnecessary for your
compositional or expressive needs (Figure 1-52),



EaaENLIAL Shilba AL INELARALIVIN | O

o Figure 1-45. 5tudent work. Emily LaBue. In establishing

I- | compasitional placement and scale of forms, the stalks of

) ) the Beet extending to the left in this simple still life must be
{ considered in relation to the self-contained nature of the
other forms.

Figure 1-46. Student work. Jody Williams.
Im this cropped study of the figure, notice
that no forms are halved by the edges of
the compasition or cropped at a point of
articulation.

Figure 1-47. Student work (after Edward Hopper). Ralph
Reddig. The combination of strong diagonals and vertical
elements that diminish as they recede (creating implied
diagonals) pulls the viewer inte and through the limited
space of the train car's intesior. Recurrent shapes and values
support the visual movement through the compaosition.
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Figure 1-48. Student work. Gypsy Schindler, Even
though the figure is a three-dimensional form, the
strong repetition of vertical and harizontal elements
serves 1o reinforce the two-dimensicnality of the
drawing surface in this compoasition.

Figure 1-49. Student work, S¢ott Luce, Numerous diagonals
in this composition sugagest depth or space. Viewpoint 15 an
impoetant consideration because the same subject viewed
from a different vantage point would provide a number of
horizontal elements.

Figure 1-50. Student work. Mik Macaluso. In this psychologically charged
drawing. the viewer is positioned well above the subject, observing the
unfolding scenario from an omniscient perspective,
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Figure 1-51. Student work. Gypsy Schindler. Because of directional light,
compositional arrangement, and viewpaint, this drawing is as much about the
beautiful patterns of light and shadows as itis about the rocking chair itsedf,
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Figure 1-52. Michael Mazus, American, 1935-2009, Her Place £2: Study for Closed Ward Number 12, 1962, Brush and pen
and brown ink on paper, 16% X 13 inches. The Museum of Modern Art, Mew York, Gift of Mrs. Bertram Smith, Courtesy of
the Estate of Michael Mazur and Mary Ryan Gallery, Mew York. The Museum of Modermn Art, New York. Digital Image © The
Museumn of Modern AryLicensed by SCALA/AM Resource, MY, Mazur maintains a highly simplified negative space to focus
aur attention on the stark figure of the singular weman.
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Figure 1-53. Swdent work, Andrea Helm Hossink, The negative space
behind the figure is subdivided into rectangular shapes in response 1o a wall
and a small faceted ealumn,

Figure 1-54. Student work,
Minnesota State University-
Moorhead. Kevin Olson, The
negative space around the
figure is based on invention
ratheer than observation,
with the intention of
suggesting water or a
fluidlike atmosphere.

You can respond to the actual information before

you as a reference for the simple geometric divi-

sion of space (Figure 1-53),

+ You can develop a nonliteral space, a space that
focuses on mood or atmosphere (Figure 1-54),

+ You can invent a literal or imagined space or

environment based on a working knowledge of

perspective principles and sealing methods (Fig-

ure 1-55}),

THUMBNAIL STUDIES AS A METHOD
FOR EXPLORING COMPOSITION

It can be a daunting task to build a strong compaosi-
tion while taking inte account all of the variables that
should be considered. And there is never just one good
compositional option when observing and drawing a
still life, a landscape, a figure or figures, a room in-
terior, or any other subject matter, Depending upon
your viewpoint, lighting, the size of your drawing
surface, and many other variables, potentially many
strong compositions can be developed based on the
artist’s decisions and choices. Different artists will ap-
proach the exact same subject matter in different ways
and will compose their work differently.

Often times a student will develop a drawing that is
well executed and sensitively drawn but poorly com-
posed. Visual balance may be lacking. objects may be
cropped by the edge of the paper in awkward or in-
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Figure 1-55. Studentwark. Clarksen Thorp. This student’s exceptional understanding of perspective allowed him to
successfully invent a spatial, dreamlike environment in this investigation of childhood imagination and metamorphosis,

convenient places, or too much empty space may sur-
round the subject matter. There are countless ways 1o
diminish an otherwise strong drawing by composing
poorly. This indicates that there was no preplanning
for composition, no exploration of different compo-
sitional options.

Thumbnail studies or sketches are an invaluable
tool for exploring compositional options prior to be-
ginning a full-scale drawing. The advantages are nu-
merous. Thumbnail studies are by nature small, and
because of this they can be done rather quickly. They
allow you to explore several different options for com-
position without fear of failure. They are by nature
more generalized, providing simplified information
about placement and proportion of abjects; direction
of the light source; distribution of light, medium, and
dark tones; and more. They provide you with an op-
portunity to explore different formats such as a hori-
zontal, a vertical, or a square format. You can compose

a number of thumbnail sketches together on a larger
paper surface, or you can compose thumbnail sketches
in a sketchbook, or you can compose on whatever you
happen to have handy (Figures 1-56 through 1-58).

It is important that your thumbnail sketches reflect
the same proportions as the surface on which you are
going to draw. For example, if you are planning on do-
ing your finished drawing on an 18" X 24" surface,
then your thumbnails should reflect this same size on
a smaller scale. You can work 9 X 12°, 6" X 8", or
3" # 4", All of these dimensions are proportional to
an 18" ® 24" format. You can use these thumbnail di-
mensions both vertically and horizontally to explore
different compositions,

It is extremely helpful to lock at your subject
through a viewfinder when drawing your thumbnail
studies, as the viewfinder helps you 1o foecus in on what
you are drawing and block out unwanted information.
Your viewfinder should also reflect the dimensions of
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Figures 1-56, 1-57, and 1-58. Student work [1-58: Schoal
of Design, Basel, Switzerland). These sheets of thumbnail
compositional studies address both figure compositions and
stil-ife compositions. Some of the studies are 3 = 4 for 4 % 3)
inches and some are 6 X 8 (or 8 X 6 inches. Both vertical
and horizontal compositions are explored, and multiple
viewpoints of the subject maner ane investigated.

the surface you will be doing your finished drawing
on and should be oriented the same (either vertically
or horizontally) if using a rectangular viewfinder. If
you are looking through a square viewfinder and
sketching in a rectangular format, you are going to
have great difficulty getting the observed information
{what you see through the viewfinder) to correspond
to the drawing format. They simply will not corre-
spond. If you are looking through a rectangular view-
finder that is horizontal and sketching in a rectangular
format that is vertical, they will not correspond either.
Although this may seem like common sense, it is sur-

prising how often students overlook this. To reiterate,
it is very important that there is a proportional or di-
mensional correspondence between the viewfinder,
the thumbnail sketches, and the format used for the
finished drawing (Figure 1-59).

Soame artists like to do thumbnail sketches without
initially establishing the boundaries of the sketch. They
sketch their thumbnail studies, developing them to the
desired degree, and then they draw boundaries around
their sketeh in various locations o help them find a
composition that is pleasing o them. This is simply
a variation on the same processes just described. Re-
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Figure 1-58. Here you see the progression from what is seen through the viewfinder (left) to a page of small thumbnail
studies (center) 1o a full-size drawing based on a thumbnail sketch (right), Although this illustration shows all vertical or all
horizontal thumbnail sketches on a single page, you can include bath harizontal and vertical studies on a single page.

gardless of which process you use, spending the time
to preplan and to explore compositional options ahead
of time will save you a lot of potential frustration as
you prepare to begin a full-scale finished drawing.

The Golden Section

The study of composition often beging as theory in
your two-dimensional design courses and should
continue to be developed and reinforced in an ap-
plied sense throughout your fine arts education.
Along with informal systems and principles of orga-
nization, it is instructive and informative to investi-
gate the various formal systems of organization that
have withstood close scrutiny and the test of time.
The most prominent of these is the Golden Section.
Examples from art and nature showing the applica-
tion and presence of the Golden Section indicate the
prevalence and significance of this aesthetic device

and the underlying organization found in seemingly
random or chaotic structures. Although it can be a
bit overwhelming to the uninitiated with its strong
foothold in mathematics, Euclidian geometry, and
Pythagorean theory, proficiency in these subjects is
not necessary to a basic understanding of the Golden
Section and its role in nature and the arts. If you find
your interest is piqued and you wish to investigate
further, a number of resources are listed in the gen-
eral Bibliography and in the Supplemental Reading
for Design Principles. Following is a basic discussion
of the Golden Section.

What Is the Golden Section?

The Golden Section (also known as the Golden Meamn,
the Golden Proportion, the Golden Ratio, the Golden
Rectangle, and the Divine Proportion) is a system of
aesthetically pleasing proportions based on the division
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of space into parts that correspond to the proportion of
61810 1 or 1 to 1618, An approximation of this pro-
portion is expressed as three parts to five parts (3:5) or
five parts o eight parts (5:8). Expressed differently, the
smaller part relates to the size of the greater part in the
same way that the greater part relates to the size of
the whaole (the sum of both the smaller and greater part).
Numerically, this can be expressed approcimately as 3
parts relate to 5 pars in the same way as 5 parts relate to
§ parts, On any given line, there is only one point that will
bisect it into two unequal parts in this uniquely reciprocal
fashion, and this one point is called the point of Golden
Section (Figure 1-60). In fractions, the Golden Section
can be generally expressed as a % or % diviston of space,
but this is only an approximation that is used for the sake
of convenience, This principle can be applied to a line, 10
a two-dimensional plane, or to a three-dimensional solid,
and it i the only proportional relationship to incréase by
geometric progression and by simple addition simultane-
cusly. This "divine” proportion is credited by some with
various mystical properties and exceptional beauties both
in science and in art.
Evidence of the prineiple of the Golden Section is
found in the human body, in the capital letters of the
Latin alphabet, in various forms throughout nature
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Figure 1-60. The Golden Section. A rectangle whose
dimensions reflect the Golden Section is subdivided
vertically and hareontally at poinis of Golden Section 1o
create yet another golden rectangle. This subdivision can
recCour cver and aver again, creating increasingly smaller
gaolden réctangles. This paint of division can be applied to a
I, 10 & rectangular plane, or (o a thice-dimensional solid,

Figure 1-61. Eastern facade of the Parthenon, Courtesy of
Dewver Pictorial Archive Series, Dover Publications, Ine. This
Mlustration superimposes an approximation of the Golden
Section rectangle on the eastern facade of the Parthenon,
showing the presence of the Golden Section proportions in
the entire facade as well a5 in the entablature and pediment.

{including the structural formations of DNA, cer-
tain viruses, and quasi-crystals), and in architectural
structures and details {Figure 1-61). Based on a Eu-
clidean theory, Vitruvius worked out the Golden See-
tion in the first century BCE to establish architectural
standards for the proportions of columns, rooms,
and entire buildings, with the understanding that
individual variations were expected of the architect,
Historical masters such as Leonardo da Vinci, Piero
Della Francesea, and Leon Battista Alberti all were
aware of the significance of the Golden Section, and
evidence of its application can be found throughout
their work. More recently, the Golden Section pro-
vided inspiration for the cubists and was employed by
Georges Seurat, Juan Gris, Pablo Picasso, and other
renowned artists,

Statistical experiments are said to have shown that
human beings involuntarily give preference to pro-
portions that approximate the Golden Section. In an
October 1985 newspaper article distributed by the As-
sociated Press and printed in the Grand Rapids Press,
the following observations were made:

When a newborn baby first identifies its mother’ face,
it’s mot by color, shape, sinell or heat, but the way the eye-
brows, eyes, nose and mowth are arrauged in proportions
artists have known for centuries as the “golden ratio” says
a moted child psycliiatrist,

"It seems elear that mature has built a certain sense of
proportions it the leman organism it have survival



value,” safd Dr. Eugene . Mahon, "In other words, be-
cause its essential for children to get to know the imprint
of their mothers face, nature has not left it to chance.”

Those proportions, Mahon said, happen to be the
same as the famous proportion known for centuries by
artists and architects as the “golden ratio,” or "golden sec-
tion." The golden ratio has been proven by experiments
as particedarly harmonious and pleasing to the humian
senses, It is not surprising, therefore, if it catches even the
untrained eyes of & newborn, he said.

The Irish psychiatrist, whe is on the faculty of Colum-
bia Universitys Psychoanalytic Clinic for Training arnd
Research as well as the Columbia College of Physicians
and Surgeonms, presented his findings in The Psychoana-
lytic Study of the Child.

A mask constructed with two eyes, a nose and a
mouth enclosed in an oval that resembles the human face
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will hold the attention of the infant as much as the hu-
man face itself” Mahon said in an interview, citing his
ard others’ experiments,

A mask with features out of proportion to expectable
human anatormy, er the human face itself in profile, does
not attract the attention of the infant nearly as intently
as a human face. The distance from the top of the human
head to the eyebrows and the distance from the eyebrows
to the end of the chin are roughly 5 and 8, no matter what
unils af measurements are used. The distance from the tip
of the nose to the lips and the distance from the lips to the
ertcd of the chin also relate to each other as 5 and 8. In the
human face and body, we can find many combinations of
the golden seetion.”

The human preference for this particular proportion,
which abounds in nature, architecture and classical paint-
ings, has been known through the ages, the psychoanalyse
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Reclangle "AR" = 2 172" x 4™ (5:8)
Rectangle "BC" = 4" x 6 12" (§:13)

Figure 1-62. Construction
of a Golden Section
rectangle based on the
diagonal of a rectangle
compased of two squarnes,
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one side of square

k B

= Reclangle “AR" reflects the dimenslons of the Golden Seclion

= Rectangle "BC" reflects the dimenslons of the Golden Scellon |
* Reclangles ' AB" and "BC'"™ are reciprocal; the long side (B) |
of "AB" Is equal In length o the short side (B} of "BC"
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said. Examples of golden rectangles are found on paper
mroney, travelers checks and credit cards, he said.

CONSTRUCTING A GOLDEN RECTANGLE

The “ideal” proportions of a rectangle are determined
by the Golden Section, which explores projections of a
square within itself and outside of itself 1o create pleas-
ing and harmonious proportional relationships. Geo-
metrically, the Golden Section may be constructed by
means of the diagonal of a rectangle composed of two
squares (Figure 1-62). From the diagonal of a rectangle
composed of two squares {1 X 2), add or subtract the
length of one side of the square and place the resulting
length against (at a 90° angle to) the longer side of
the original rectangle. Adding the length of one side
of the square creates the longer side of the resulting
Golden Section rectangle (BC). Subtracting the length
of one side of the square ereates the shorter side of the
resulting Golden Section rectangle (AB). The ratio of
the twa sides of the rectangle works out numerically
o 518 1o 1, or approximately 5 to 8.

A second method for constructing a Golden Sec-
tion rectangle is based on the projection of a square
outside of itself (Figure 1-63). Starting with a square,
find the center point of the base of the square and from
this point draw a line to the upper left or right corner of
the square, Rotate this line left or right from the center
point of the base of the square until it aligns with and
extends the base of the square. Constructing an ad-

ditional vertical and herizontal line from this point of
extension defines the proportions of a Golden Section

Figure 1-63, Construction

rectangle. The Golden Section spiral results from ro-
tating the length of one side of the square within each
of the series of squares that result from the repeated
construction of successively smaller Golden Section
rectangles (Figure 1-64). The spiral, which is theoreti-
cally infinite, ultimately focuses on a point defined by
the intersection of the diagonals of both horizontally
and vertically oriented Gelden Section rectangles.
This is called the point of Golden Section.

A rectangle that reflects the proportions of the
Golden Section has four points of Golden Section,
regardless of the orientation of the rectangle (Figure
1-65). But any rectangular shape also provides four
poinis of Golden Section based on the diagonal of the
rectangle intersected at right angles by a line extended
from each of the four corners (Figure 1-66),

The Golden Section isunique in that its mathematical

equivalent represents the only instance in which a ratio
is the same or equal to a proportion. In other words, the
expression of the Golden Section as a fraction is equal to
the expression of the Golden Section as a ratio (Figure
1-67). It is often claimed that the Golden Section is aes-
thetically superior to all other proportions. A significant
amount of research and data supporting this claim has
been collected over the years, from both the scientific
community and from the arts community. Some re-
sources that provide in-depth information on particu-
lar applications or instances of the Golden Section and
other formal systems of organization can be found in
the Bibliography and in the "Supplemental Reading for
Design Principles” section of the Bibliography.

of a Golden Section |
reclangle based on the | A= 618 B=1 , A=.618 "
projection of a square . % : :
outside of itsedl,
ot Rectangles 618 x 1 and
1 % 1618 are reciprocal
Golden Rectangles
I‘ J
. 1
x A+ B= 1618

L

A+ D= LGIR
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Figure 1-64. A Golden Section spiral, The piral is created
by rotating the length of the side of each square, with

the squares becoming increasingly smaller. Theoretically,
this process can continue indefinitely. Motice that the

twio diagonals, which cross at right angles at the paint of
Golden Section, are the diagonals for every Golden Section
rectangle, both large and small, in the diagram,
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Figure 1-65. Every Golden Section rectangle, whether vertical or harizontal in orientation, has four points of Golden Section,
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Figure 1-66. Rectangles
that do not reflect the
proportions of the Golden
Section also have four
points of Golden Section,

- ——— e ———

Figure 1-67. The point of Golden Section

on a line is expressed equally as a fraction I (61H) {0

and a ratio, For example, the fraction of | I A i B {

% essentially represents the same point

of division as the ratio 5:8. Similarly, the I

fraction of %u represents the same point of |

division as the ratio 8:13. This illustrates the [

relatipnship between the point of Golden [

Section and the Fibonacci Series. These |
|
|
|

I5=58 | 1 1 # i i 1 1 ]
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are appreximatiens rather than precise
expressions because the eadlies fractions
and ratios in the Fibonacd sequence are less
precise reflections of the Golden Section.
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(1.618)

; A (618):B(1)=B(1):C(1.618)



THE FIBONACCI SERIES

The Fibonacci Series is a system of expanding size
relationships closely connected with the Golden See-
tion. In mathematics, the Fibonacei Series is known
as a summation serfes in which each number is the
sum of the two previous numbers. In the twelfth cen-
tury, Leonardo of Pisa, also known as Leonardo Fi-
bonacci (1175-1230), discovered that if a ladder of
whaole numbers is constructed so that each number
on the right is the sum of the pair on the preceding
rung, the arithmetical ratio between the two numbers
on the same rung rapidly approaches the Golden Sec-
tien {618 to 1 or 1 to 1.618, or phi). Beginning with 0
and 1, the first two whole numbers, each subsequent
number in the series is simply the sum of the previous
two. This numerical sequence, carried out a few times,
yields the following series of numbers, known as the
Fibonacci Series: (0, 1, 1) 2, 3, 5, 8, 13, 21, 34, 55, 89,
144, 233, 377, 610, 987, 1597, 2584, 4181, 6765, 10946,
17711, 28657 ...

Again, the Fibonacci Series (shown in bold) results
from the simple addition of each number and the pre-
vious number: 0+ 1=1,1+1=2,142=3,2+3=
5,345=8,5+8=13,8+13=2113+21=34,21+
34 = 55, 34 +55 = 89, 55 + 89 = 144, B9 + 144 = 233,
144 + 233 = 377, 233 + 377 = 610, 377 + 610 = 987,
610 + 987 = 1597, 987 +1597 = 2584, 1597 + 2584 =
4181, 2584 + 4181 = 6765, 4181 + 6765 = 10946, 5765
+ 10946 = 17711, 10946 + 17711 = 28657,

The ratio of each successive pair of numbers in
the series (2:3, 3:5, 5:8, 8:13, 13:21, etc.) increasingly
approximates and converges on phi (1.618 . .. ). Be-
ginning with 2, any number in this series divided by
the following one (e.g., 5 divided by 8) approximates
618, while any number in this series divided by the
previous one (e.g., 8 divided by 5) approximates 1.618
(see Figure 1-67). These are the proportional rates be-
tween minor and major parts of the Golden Section:
A1B(A)isto 1 (B)as 1 (B)isto 1.618 (C), or A:B =
B:C. Note that the expression of the Golden Section
as a fraction (% or %) approximates the same point
of division as the expression of the Golden Section
as a ratio (5:8 or 8:13). As you move higher up the
ladder of numbers, this relationship becomes increas-
ingly precise.

Further examples of a number divided by the previ-
ous number in the series include 3 divided by 2 equals
1.5, 5 divided by 3 equals 1.666. . .. 8 divided by 5 equals
1.6, 13 divided by 8 equals 1.625, and, further along in
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the series, 2584 divided by 1597 equals 16150338134,
Further examples of a number divided by the follow-
ing number in the series include 2 divided by 3 equals
£6666. .., 3 divided by 5 equals .6, 5 divided by 8 equals
625, 8 divided by 13 equals 6153846 . . . , and, fur-
ther along in the series, 6765 divided by 10946 equals
B5180339 . After the 40th number in the series, the
ratio is accurate up to fifteen decimal places.

In the study of phyllotaxis, which is the spiraling
arrangement of leaves, scales, and flowers, it has been
found that fractions representing these spiral arrange-
ments are often members of the Fibonacei Series,
which supports the notion that numerous instances of
the Golden Section can be found in nature. One of the
more striking examples of the Fibonacci Series in nature
is the sunflower. Botanists have discovered that the av-
erage-size sunflower head, whose seeds are arranged in
opposing spirals, shows exactly 55 seeds in a clockwise
direction and exactly 89 seeds in a countercloclwise di-
rection. Smaller and larger sunflower heads show the
same ratio of opposing seed spirals such as 34 1o 55 seed
spirals, and 89 to 144 seed spirals. Nautilus shells, apple
blossoms, daisies, artichokes, pussy willows, pineapple
skins, and pinecones show similar ratios in their natural
growth patterns. The proportions of the human body
conform in many ways to this ratio.

Line Variation and Sensitivity

Line as used by artists to indicate the boundaries and
edges of forms is the oldest known method for depict-
ing both animate and inanimate objects. Paleolithic
cave paintings from prehistoric times provide us with
evidence of early humang' use of line in their descrip-
tion of the various animals they hunted for food,
clothing, and tools. Throughout the long history of
drawing, line is the most direct and immediate way of
depicting a form or expressing an idea, and it contin-
ues to play a vital role in contemporary art. Line can
stand alone or play a supporting role to a wide range
of media, processes, and disciplines.

WORKING FROM GENERAL TO SPECIFIC

When you begin to construct a drawing using line, you
don't need to initially conecern yourself with line varia-
tion. Line variation becomes more significant after you
have blocked in objects with concern for their general
placement and proportion, their relationship to other
objects, and their relationship to the entire drawing
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surface. During this early stage in the development of
a drawing, your line work should prioritize the larger,
simpler aspects of the forms you are drawing and
should be gestural in nature. Reserve your attention to
details until after the primary structural components
are established through line. Even in this early stage
of the drawing when you are blocking in generalized
information, there will be some natural variation in
the line work as you move your drawing tool around
the paper searching for the general shapes and masses
that deseribe what you are observing. When you are
adequately prepared to incorporate details and more
specific information, you can begin to develop line
variation and sensitivity that addresses all aspects of
form, both the general and the specific aspects.

THE MEDIUM AND SURFACE

When thinking about line quality and line sensitivity,
two of the first factors that you should take into consid-
eration are medium and surface. What medium are you
using and to what surface are you applying it? Different
media respond in a variety of ways depending upon the
surface employed and the technigue used in applying
the media. For example, a dry drawing material such as
charcoal or graphite will generally yield a texture that
reflects the surface of the paper. If the paper is smooth,
the texture of the line will be relatively smooth. If the
paper is rough or textured, such as charcoal paper, the
line work will tend to reveal the texture of the paper.
A charcoal line drawn with significant pressure on a
textured surface may ultimately sink into the textured
surface, diminishing evidence of the paper’s lexture.

WHAT IS MEANT BY "SENSITIVE"” LINE?

Sensitive: Having the power of sensation; ready

and delicate in response to outside influences; able to
register minute changes or differences; degree of re-
sponsiveness to stimuli; having power of feeling; of
such a nature as to be easily affected.
Sensitive line is sensitive in its deseription of and re-
sponse to both inner and outer contours or edges of an
object. Sensitive line is able to register minute changes
or differences found along contours or edges. Sensitive
line is responsive 1o both subtle and not-so-subtle ac-
tivity found along contours or edges. Sensitive line has
the power to convey a strong sense of volume, mass,
form, weight, dimensionality, and space and can also
convey a strong sense of feeling.

Sensitive line, in addition 1o its responsiveness to
the information being described or interpreted, is also
sensitive in its own right, independent of subject mat-
ter. Whether it addresses a particular form or exists in-
dependently, it can display various qualities including
textured or smooth, dark or light, continuous or bro-
ken, curvilinear or rectilinear, heavy or delicate, thick
or thin, and so on. But ultimately sensitive contour
line can be described as having three main qualities—
weight, value, and texture. Sensitive line is capable of
describing a form with simultanecus regard for shadow
and light, for position in space (foreground, middle
ground, and background), and for perceived physi-
cal weight and the effect of gravity on a form (Figure
1-68). The shifting quality of weight, value, and texture
in line work invites various interpretations regarding
light source, spatial position, and weight or grounding

o e

- T

Figure 1-68. Swudent work,
This simple but beautiful
still-life drawing utilizes
linear chianges in weight
(thick to thind, value (light
to dark), and texture (soft
to sharp) to convey light
sounce, spatial position, and
weight or gravity of forms,




of abjects. The quality of line is determined by the art-
ists response to the medium being used, the surface
on which the medium is being applied, and the subject
matter with which the artist is concerned.

ACHIEVING LINE VARIATION
AND LINE SENSITIVITY

There are no specific “formulas™ for achieving line
quality and sensitivity. The kind of line employed by
the artist is a decision based on the artist’s personal
response to the form being drawn, and that response
is undoubtedly influenced by a multitude of factors.
Lines vary tremendously in character, and each type
of line has its own expressive potential.

Following are some examples of various ways to
approach the development of sensitive, descriptive
line as it concerns itself with edges or contours. The
examples focus on the development of tonal or di-
mensional line, which through its changes suggests
form, voelume and/or space, and weight or grounding
of an object.

Light and Dark or Light Source

This can include concern for both the effects of an ac-
tual light source or an imagined light source. Edges
bathed in shadow may be depicted with a darker,
heavier line, and edges washed in light may be de-
picted with a lighter, more delicate line (Figure 1-69).
It is important not to uniformly darken all edges in
shadow and uniformly lighten all edges in light, as
there are other factors to consider. An edge bathed
in shadow may also have numerous dips and swells
or other activity that also impacts the quality of line.
What is important here is the relative difference in line
quality. Complex contours bathed in shadow will have
variation in the line work, but the variation will occur
within the darker range of the value scale. The same
can be said concerning a complex contour bathed
in light. There will be variation in the line work that
acknowledges other factors besides light source, but
the variation will occur within the lighter range of the
value scale (Figure 1-70).

Weight and Tension

This method concerns itself not only with the actual
weight of objects as masses in space, but also with sur-
face tensicn resulting from internal or structural ac-
tivity. In relation to the human form, for example, the
effects of the skeletal structure and musculature on
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Figure 1-69. Student work. Jane Black. This linear drawing describes the
direction of the light source by utilizing lighter limes along edges that are
iluminated and darker lines along edges in shadow.

Figure 1-70. Student work. lohn Hale. The sensitivity of line variation in this
figure study conveys weight, volume, space, and an overhead light source.
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Figure 1-72. Student work. Jennie Barnes, The line along the contour where
the apple and beet fest on the ground plane is darkened to indicate contact
with another surface. The point of contact of the stem with the apple is also
emphasized through darker ine,

Figure 1-71. Student work. Cliff Towell. Weighted ling sleng
the model’s left leg and left elbow reinforces where the
medel’s weight is supparted, Line work is lighter and more
delicate at the bent knees to suggest the stretching and
thinning of the skin as bone and muscle strain against the
surface of the body.

the surface of the body are considered. Where weight
is supported, a darker or heavier line can be used. The
point or edge where one surface rests on or presses
against another surface can be emphasized through a
darker or heavier line, When the underlying structure
of the figure (bone or muscle) pushes or strains against
the containment of the skin, a lighter or more delicate
line can be used to suggest the “stretching” and “thin-
ning” of the skin, whereas a more flaccid area may be
suggested by the use of a heavier or darker line (Fig-
ures 1-71 and 1-72).

“Speed” of Contours and Edges

The quickness or slowness with which an edge or
contour seems ko move in space is considered and
influences the kind of line used to deseribe that
movement. If one thinks of the contours as a path or
roadway being traveled, contours that require more
careful negotiation because of complexity (slower
contours) would be suggested by an appropriately
darker or heavier line; contours that do not require
such careful negotiation (faster contours) would be
suggested by an appropriately lighter or more deli-
cate line (Figures 1-73 and 1-74).

High and Low Points, or

Dips and Swells, in Contours

This process. very simply, suggests that as contours
dip into or toward the major mass of a form (depres-
sions), they theoretically move away from light and
into shadow and can be suggested through use of a
darker or heavier line. Conversely, as contours swell
away from the major mass of a form (projections),
they theoretically move away from shadow and into
light and can be suggested through use of a lighter or
more delicate line. You can also think of a depression
into the form as a more flaccid edge, suggesting darker
line work, and a projection out of the form as a mare
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Figure 1-73. Student work,
Clarkson Thorp, Slower
contaurs, whene directional
changes occur or where
different edges mest or
overlap, are described with
a darker line that reinforces
the volume of the various
forms.

taut or stretched edge, suggesting lighter line work
(Figures 1-75 and 1-76).

Strength or Force of an Edge

When using line to define and describe edges, it is vital
to recognize that not all edges are equal in strength or
force. Most exterior edges, like the outermost edge of a
bulb of garlic or the outermost edges of a shoe or of the
human figure, are firm and definite. They are the result
of a form meeting negative space. But other edges, typ-
ically found in the interior of a form, can range from
firm to fairly gentle to extremely delicate, and the line
work used to describe these edges must reflect this dif-
ference. Think of the delicate edges found on the in-
terior of a garlic bulb as the surface curves and undu- —
lates. Think of the delicate creases on a boot formed by ~
the constant bending of the boot when walking. Think 5
of the delicate edges found on the interior surface of /L .

the human body based on the ripple of museles or ten-

don, the delicate projection of a bony landmark such
as the clavicle (collar bone), the hollows in the neck or F
the buttocks. When describing a more delicate or ten-
tative edge, it is important to vary not only the tone of (i
the line, but the thickness and clarity as well. Changing '/]f:’
your gripon the drawing tool and favoring the side over e

the point of the tool provides a way of gently building
up a softer, lighter, and less focused line, which is very

capable of deseribing more delicate interior edges. The ——————
appropriate combination of strong, crisp lines and soft, Figure 1-74. Student work. Jody Williams. Slower and faster
unfocused lines greatly enhances the sense of dimen-  contours of the figure are indicated by darker and lighter
sion and volume (Figures 1-77 and 1-78), lines, respectively.
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Figure 1-75. Student work. Rene Adrian Rogers. In this combined contour and cross-
contour study of the figure, surfaces or edges that dip toward the major mass of the bady
are darkened according to the strength af the dip, and surfaces or edges that swell away from
the major mass of the body are lightened accordingly.
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Figure 1-76, Student wark.
Lea (Momi) Antonio. The
deficate lightening and
darkening of line work in
this page of hand studies
describe the richness and
subtlety of contour and
surface variations in the
hands.
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Figure 1-77. Student work (after Albrecht Direr), Amy
Allison. The rich variety of edges and contours found in the
face are explored by working with a number of factors—
hard, mediurm, and soft deawing material; increased and
decreased pressure on the drawing tool; and shifts from the
tip of the drawing tool to the side of the drawing tool.

Spatial Sequence

This applies not only to the spatial relationships be-
tween various objects but also to the spatial relation-
ships found within a single object that is volumetric
or three-dimensional and takes up space. On a light
drawing surface, darker lines advance or come forward
and lighter lines recede or move back in space. This re-
laticnship is reversed on a dark drawing surface. Using
a full range of value, weight, and texture in your line
work, you can suggest full volume; a elear separation
between foreground, middle ground, and background;
and the grounding of forms upon the surface where
they rest (Figures 1-79 and 1-80). A wide, bold, heavy,
or thick line (weight) that is dark (value) and sharp,
crisp, and in focus {texture) will advance or come
forward in space. Conversely, a thin, delicate, wispy,
Iragile line {weight) that is light (value) and fuzzy, soft,

Figure 1-78. Student work. Kirk Bierens. Both firm and
delicate edges are described with great sensitivity in this
simple still-life arrangement of a human-made and a natural
form, The side of the drawing pencil is effectively used in
describing the espedially delicate contours found in the
interior of the gourd,

and out of focus (texture) will recede or move back in
space. While these describe the extremes of the spatial
qualities of line, there can be numerous intermediate
degrees of space that are described by line work that
utilizes more moderate degrees and combinations of
weight, value, and texture.

Degrees of Importance

This method implies the development of focal peints
in a composition through greater development of line.
Areas of greater or lesser importance are described to a
greater or lesser degree through line, creating dominant
passages or focal points in a composition (Figure 1-81).
The decision to lend greater or lesser importance to a
particular area is a subjective one based on your per-
sonal response.

Combining Different Methods

Although discussed individually, the preceding meth-
ods for achieving line sensitivity and variation need
not be considered separately in their application. Yari-
ous methods can and should be combined and made
to work together based on the needs and desires of the
artist (Figures 1-82 and 1-83).
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| Figure 1-80. Student work. Laurie Rousseau. The shoes in the foreground are
"1 drawn using a broader tonal range in the line work, while the shoes positioned
farther from the picture plane ane drawn wsing a limited tonal range.

Figure 1-79. Student work. Chris Schroeder, Because the
hands of the model and the book recede in space, the line
work used 10 describe them is lighter in tonal range 1o maore
closely identify these receding forms with the light value of
the background,

Figure 1-81. Henn de Toulowse-Lautrec,
French, 18864-1901, Study, c. 1893,
Charcoal, with colored crayons, on tan
wove paper. Height: 509 mim; width:

348 mm. Mr. and Mrs. Carter H. Harrison
Collection. 1933 880, Reproduction, The

Art institute of Chicago. Through the use }{,» [
of heavier and more emphatic line work g . |
te describe the figure in This drawing of a _ /{ {
lithographer. Lautres focuses dur attention i P |

on the man and his activity.
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Figure 1-82. Student work. Emily LaBue. The line variation in this still-life 15
stiedy shows concern for a variety of factors, including light source, speed i
af contours, both firm and delicate contours, weight distribution, points of A

articulation, and so on.

There will be instances when consideration for one
method, such as the effects of light source, will con-
flict with consideration for another method, such as
the speed of contours or weight and tension. In situa-
tions where one consideration would suggest the use
oflighter line (e.g., the bony projection of the elbow in
a bent arm would suggest a lighter line if you consider
the stretching of the skin and the tension of the bone
against the skin) and another consideration would
suggest the use of darker line (this same bony projec-
tion would suggest a darker line if you consider the
speed or complexity of this slower contour), you must
decide which consideration seems maost important,
and apply line variation accordingly.

DIFFERENT KINDS AND
FUNCTIONS OF LINE

Gesture line: Gesture line is a very rapid, generalized
line that is searching in nature and establishes basic size,
placement, and attitude of your subject matter. Gesture

Figure 1-83. Swdent work, Michelle Velez, Althaugh this

study of the skeleton is in progress, the development of the

lime work emphasizes light source, paints af articulation,
weight distribution, speed of contours, and 50 on.

line does not focus on contours or edges, but rather du-
plicates the movement of the eyes as you quickly scan
a figure or an object. It is not concerned with detail,
Although it is most often used in relation to the figure
and its inherent energy and potential for movement, it is
also valuable to apply gesture-drawing principles to any
subject matter {Figure 1-84). In addition to its prepara-
tory value, gesture drawing helps you to gain experience
in making rapid observations of overall figure or object
placement and proportion. For a more detailed discus-
sion of gesture drawing, see Chapter Four.

Contour line: Contour line is a single line, delib-
erately and slowly executed. It defines edges—edges of
planes and both interior and exterior edges. There is
typically no erasure work or correction in pure contour
line {Figure 1-85). Blind contour indicates that you look
anly at the subject being drawn, and not at the paper.

Madified contour line: Modified contour line
allows you to draw a bit more quickly, with only oe-
casional glances at the drawing surface to monitor
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Figure 1-84. Student work, This dynamic gesture
drawing of a tricycle captures the essential character
of this familiar object.

proportions, still focusing primarily on the subject be-
ing drawn. The work of Henri Matisse and Pablo Picasso
provides same good examples of simple contour line.
Cross-contour line: Cross-contour lines describe
an object’s surface between edges. Rather than follow-
ing the edges of planes, cross-contour lines move from
side to side across planes, deseribing dips and swells
and surface changes and enhancing the sense of vol-
ume and dimensionality (Figure 1-86). Henry Moore's
drawings are a good example of cross-contour line,
Classical line: Rooted in classical art, classical
line is disciplined, restrained, and precise. It is typi-
cally crisp and delicate in character, lacking significant
varkation in value or weight. It usually focuses on exte-
rior contours with minimal description of interior in-
formation and yet is capable of evoking a strong sense
of volume and dimension (Figure 1-87). The drawings
of Jean-Auguste Dominique Ingres provide an excel-
lent example of classical line,

Figure 1-85. Student work. Mike O'Brien. This simple and
concise contour ling drawing of the figure is consistent in
line weight, carefully describing all the various directional
changes obsenved in the contours.

Anatomical line: Anatomical line strongly denotes
the presence of the internal or underlying structure of
an object. Most often used in reference to the human
figure, it suggests the presence of structural or ana-
tomical factors, such as skeletal structure or muscle
structure, that directly or indirectly influence the ap-
pearance of the surface of the figure (Figure 1-88). The
figure drawings of Alex McKibbin and Egon Schiele
provide good examples of anatomical line.

Organizational line: Organizational lines act as
the underpinnings of a drawing and are most often
absorbed into the finished work without being espe-
cially evident in the end result. QOrganizational lines
can include axis lines indicating the major and mi-
nor directional thrusts of a form and lines indicat-
ing spatial relationships between foreground, middle
ground, and background forms. Organizational lines
are a construct, not actually existing to be directly
observed. Alberto Giacometti's work, however, relies
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Figure 1-86. Student work, Jennifer Malleaws-Schut, This
figrure study serves as an example of cross-contour line as
surface analysis, exploring the planes and surfaces found on
the interior of the figure.

Figure 1-87. Student work. Janelle Songer. This study is an Figure 1-88. Student work. Greg Nichols.
example of the delicate and precise character of classical line, This linear composition of hand swdies is
| especially attentive to anatomical factors,
such as thie heads of the metacarpal bones
N | and the phalanges (knuckles), the styloid
"'"l// -‘k : process of the radius (wrist bone), the
| i L% ;/-_‘i | tendonous extensions of musche on the back
| r""":;,;f . v A ) | of the hand, and the thenar and hypathenar
A% & & : | muscles visible on the palm side of the hand.
REE =2 ‘\\ - .
N |
y s ..—\.___\_“ - » -
U “'"—--. . L~ e
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Figure 1-85. Alberto Giacometti, Swiss, 1901-1966, Suilf Life,
1948, Pencil, 19% inches * 12% inches, Collection of the
Modern Art Museum of Fort Worth, gift of B. Gerald Cantor,
Beverly Hills, California. © 2010 Succession Glacometti/Artists
Rights Society (ARS), New York/ADAGE, Paris, Giacometti’s
drawings, bath figurative and non-figurative, consistently
utilize organizational line as an integral and visible element.

strongly on the enduring presence of organizational
line as an integral part of his figurative and nonfigura-
tive drawings (Figure 1-89).

Structural line: Structural line reveals the struc-
ture of an object by describing the various planes that
make up the object. Line can describe the edges of
planes (contour line), with structural line added 1o
indicate the main directional thrusts of these planes,
enhancing the sense of volume and dimensionality.
When clustered together, structural lines can also
describe value or tonal structure {Figure 1-90). The
drawings of Robert Smithson and Christo provide
some good examples of structural line.

Mechanical line: Mechanical line is objective as
opposed to subjective and remains constant in char-
acter, without significant changes in width or value or
texture. Its most obviows application would be found
in the field of architecture and architectural blueprints
or in technical drawings (Figure 1-91). The drawings
of Stuart Davis and 5ol Lewitt provide examples of
mechanical line.

Angular line: Angular line can be used 1o de-
velop a precise definition of contours that are not
typically considered to be angular in nature. It em-
ploys the use of a series of straight lines to interpret
a curved edge or contour, without the straight lines
being particularly dominant in the end result (Fig-
ure 1-92). The visual result provides a sense of full and
descriptive contours. Some drawings by Oskar Koko-
schka, Henri de Toulouse-Lautrec (Figure 1-93),
and Pablo Picasso provide examples of the use of
angular line, and an examination of any number of
historical and contemporary drawings will reveal
additional examples.

Decorative line: Decorative lines are typically
maore curvilinear than rectilinear and are generally
rooted in interpretation rather than objective obser-
vation. They convey a sense of spontaneity, ease, and
relaxation, moving gracefully and fluidly across the
page (Figure 1-94). The drawings of Henri Matisse
and Pierre Bonnard provide some good examples of
decorative line.

C.ﬂligraphic line: Calligraphic line resembles
handwriting and makes use of fluid, continuous
movermnent. Eastern artists developed the art of cal-
ligraphy, in which the tool, media, surface, and tech-
nique are all considered equally important, with ink,
brush, and paper serving traditional calligraphy, The
calligraphic line explores extremes of thick to thin,
heavy to delicate, long to short, The work of Japancse
artist Hokusai Is a beautiful example of calligraphic
line in drawing.

Eroken or implied line: Relying on the principle
of closure (a perceptual phenomenon in which the
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Figure 1-91. Student work. leff VandenBerg. Mechanical ling is employed in
this transparent construction study of a truck seen in two-point perspective.

Figure 1-50. Margaret
Lazzari, American, Scream,
2004, Conte on paper,

30 % 44 inches. Courtesy
of the artist. The use of
structural line in this
drawing functions in two
significant ways, reinforcing
the directional thrust of

a variety of planes in the
figures while also creating
tonal structure,

Figure 1-92. Student work. Jacquelin Dyer Deio.

The use of angular line (alsa knewn as straight-line
construction) in this study of a seated figure is especially
helpful in defining subtle directional changes in bath
interior and exterior contours,
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Figure 1-93. Henii de Toulouse-Lautrec, French, 1854-1901, The Model Mizzavong, <. 1862-83. Charcoal, with stumplng. on
cream lasd paper. Height: 610 mimy; width: 471 mmn, Me. and Mrs. Carter H. Harrison Collection, 1933.881, Repreduction, The Art
Institute of Chicago. Lautrec’s drawaing of a seated male figure shows a numbdr of passages that utilize anguilar line to describe
the moverment of contours, Note especiatly the model’s right foot, left knee, amd rght arm and hand.
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Figure 1-84. Student work. Mally
Borkowski, This exquisite marker drawing
{eriginal In color), invented from a variety
of sources, is characteristic of the fluid and
graceful movement of decorative line,

viewer participates by visually filling in the “missing
information™), broken or implied line is the mere sug-
gestion of an edge or contour as opposed to the explicit
definition of an edge or contour (Figure 1-95). The use
of broken or implied line creates an “open” shape (as
opposed to a "closed” shape), allowing a free exchange
between positive and negative space, The drawings of
Rico Lebrun and Egon Schicle pravide some goad ex-
amples of broken or implied line.

Altered line: Characterized by a reworking of line,
altered lines are smeared, rubbed, blurred, sofiened,
or erased to créate an imprecise line. Subjective in
nature, altered lines are capable of conveying motion
or movement or a sense of ambiguous form or space
because of their imprecision (Figure 1-96). The draw-

ings of Larry Rivers and Michael Mazur provide good
examples of altered line.

Agitated or angry line: Characterized by irregular
ar chappy strokes, agitated or angey line conveys the
same-—a sense of agitation, anger, tension, or a similarly
negative emotion (Figure 1-97). Rooted in subjective
interpretation rather than objective observation, and
considered the “opposite” of decorative line, agitated
ar angry line should be reserved for a fitting subject.
The drawings of George Grosz and Ben Shahn provide
good examples of agitated or angry line,

Process or searching lines: Process lines or search-
ing lines refer to the presence of the initial marks made
by the artist in seeking out correct or “true” edges and
contours (Figure 1-98). They are often considered to



Figure 1-95. Student work. Broken or implied lme is
utilezed in those areas where the contour s not engaged
in significant directional changes or overlapping. In this
drawing, implied line s found in the model’s upper chest,
boweer arm, and stomach area,

Figure 1-96. Student work. Jason Roda, Erasers are used to shift,
smear, blur, and soften nearly all the line work in this drawing of
amhropomarphized clothing.

be mistakes by beginning drawers and are erased,
leaving only a single line 1o describe an edge or con-
tour. If delicate process or adjustment lines are selec-
tively allowed to remain visible to the viewer, they can
add much vitality and life 10 a drawing and convey
a strong sense of the process and scarch involved in
drawing. Numerous examples can be found in both
historical and contemporary drawings.

Tonal or dimensional line: Although addressed
here as an individual kind of line, tonal or dimen-
siomal line is frequently an integral part of other func-
tions of line previously discu ssed and is |:n.1r|.:'q;u|nrl3-
importan in conveving a sense of dimension, space,

and grounding through line. Variation of the line,
specifically in the weight of the line (thick and thin),
the value or tone of the line (light and dark), and the
texture of the line {crisp and soft), is required. This
variation can address a wide range of concerns (as
discussed carlier) based on the artist’s response Lo the
information at hand. Tonal line as it explores contours
and edges can respond to the effects of illomination or
light source, 1o the strength or force of an edge, 1o the
“peaks and valleys” of form, 10 weight and/or tension,
1o the “speed” of cantours and edges, 1o the spatial se-

quence of forms, or 1o a combination of these factors
(Figures 1-99 and 1-100),
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Figure 1-97. Student work. Douglas Borton, This drawing of a screaming
man utilizes a dense network of agitated line work that becomes the ground
ar base tone for the more defined face,

Figure 1-99. Student work {after Hans Burgkmair the Elder).
Kerre Mykarmgp. This beautiful study of a master's portrait
drawing utilizes a broad range of tonal changes in the line
wark that suppart the illusion of dimensionality even in the
absence aof shading,

| Figure 1-38, Student work iSchoal of Design, Basel,
Switzerland), Multiple process lines in this study of chestnuts
provide delicate evidence of the search for proportions,

= L contours, plicement, and structure.
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Figure 1-100. Student work Kirk Bierens. This still-life study relies on
varigtions in the value and sharpness of line 1o describe many different
kinds of contours, textures, and edges.

Figure 1-101. Studentwosv School of Design, Basel, Switzerland). The
structure and contours ‘both interior and exterion) of various leaves is
inwestigated wiing & very sensitive and delicate application of straight-
line conitruction

STRAIGHT-LINE CONSTRUCTION

When drawing from observalion, you are going to
encounter all kinds of edges and contours that need
to be carefully recorded. When dealing with curved
contours, either simple or complex, it is important to
determine how the sequence of convex and concave
curves moves, and the positioning or location of these
curves, What is the length of a specific curve in rela-
tion to the entire contour? Where are the outermost
and innermost contours of a curve positioned? Where
do directional changes take place in terms of an out-
ward-moving curve beginning to move inward, or an
upward-moving curve beginning to move downward?
An inaccurate depiction of the contours can result in
an awkward or wunconvincing form, while an accurate
depiction pvadts a solid and sensitive visual descrip-
tion of the form.

In some instances, there may appear to be a ran-
dom quality in the way a series of curves moves. Con-
sider the way that ivy or grapevines grow, twisting and
turning with no apparent pattern, or the seeming ran-
domness of roots, or the unpredictable contours and
edges observed on curling or decaying leaves (Figure
1-101). Nature is full of these examples, and you can
explore these forms using straight-line construction.
Because of the tremendous variation in nature, you
may enjoy the opportunity to take some artistic liber-
ties in your interpretation without sacrificing the es-
sential character of what you are drawing,

In other instances, there is an underlying strue-
ture that is more rigidly adhered to, and an inaccurate
interpretation of curves and contours will result in a
drawing that is not believable. The human body is a
good example of this, along with objects that are more
predictable or uniform in their structure. For example,
the series of contour changes along the length of the
human body (regardless of its position) must take into
account human anatomy and the location of bones and
museles. Although not readily visible, anatomical influ-
ences have a tremendous impact on what we see on the
surface of the body (Figure 1-102). Likewise, a musical
instrument such as a violin has very specific contours
and structure. This “anatomy™ of the violin must be re-
spected il your drawing is going to accurately convey
the instrument, regardiess of the viewpoint you have.

Straight-line construction is a process by which
you investigate the curves and contours of a form by
translating them into a series of straight lines that
describe and emphasize those places where contours
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Figure 1-102. Student work. Straight-line construction is
used o investigate the senes of contours specific o this
particular figure and its position in space. Care has been
taken 1o comectly position contour changes so that they
coincide with the underlying anatomy of the figure,

shift, overlap, or change direction. This exercise forces
you te pay careful attention to the location of contour
changes, the subtlety or abruptness of these changes,
and the relationship of the parts to the whale.

There are a few ways you can approach this exer-
cise. You can start with a delicate gesture drawing, fol-
lowed by a broad-based straight-line analysis, working
from general to specific. Larger curves and contours
<an then be broken down into smaller curves and con-
tours. This helps you to maintain overall proportional
relationships as your drawing develops. You can also
move from a gesture drawing directly to a full straight-
line analysis of contours. Keep in mind that gesture
drawings are not always proportionally accurate, and
adjustments will need to be made as you more care-
fully ebserve the form you are working with.

It may be helpful to initially explore this exercise
using a form that has some angularity built into it

59

Figure 1-103. Student work (School of Design, Basel, Switzerland),

The subtle angularity and planes of the groupings of bananas

provide a good oppertunity for beginning to explore straight-line
construction. This particular study utilizes straight lines along some
edges and curvilinear lines along others, making for an informative

comparison between the bwo.

(Figure 1-103). This may help you to see the straight
lines more readily and prepare you tor the challenge
of dealing with mere curvilinear contours. If the form
you are analyzing is complex, be especially attentive to
defining the general size and placement of the major
components of the form before moving to o more spe-
cific straight-line analysis of the component parts. You
can emphasize points of intersection or directional
change by shifting the pressure on your drawing tool
and gently darkening these passages as a further vi-
sual reminder of their significance. It is interesting to
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note that, with a successful straight-line analysis, you
can erase or lighten everything but those places where
contours meet, change direction, or overlap, and the
form will typically remain readable and coherent.

A good straight-line analysis will be composed of
a variety of line lengths but will not necessarily en-
gage with minute contour changes or fine detail. This
exercise is intended to yield a more general analysis
of contours as a guideline for the structure and pro-
portion of what is being drawn and for an eventual
translation from a series of straight lines into fluid and
descriptive line work and line variation.

PLANAR CONSTRUCTION

Although not strictly an exploration of line, planar
construction is a natural extension of straight-line con-
struction and begins with the use of line. Just as con-
tours or edges can be analyzed through straight-line
construction, the surfaces of an object or form can be
analyzed using planar construction, a process that helps
us to understand the dimensional character of what we
are observing and drawing. While it is relatively easy
to identify the planar surface of houses, a pile of card-
board boxes, or a discarded collection of cinder block
bricks, it isanother matter entirely to identifv planes on
a form that is not specifically composed of flat planes,
and especially challenging to apply this exercise 1o an
object that has very rounded surfaces (Figure 1-104).
It requires a careful analyvsis of the structure of a form

Figure 1-104. Student
work (5chool of Design,
Basel, Switzerland), This
student study of assorted
vegetables beging to define
planes on some of the
spherical forms, which are
helghtened with hatching
and cross-hatching.

and an imaginative leap requiring interpretation and
abstraction in order to better understand that which
you are drawing, Mo two artists will analyze the planes
of a human hand, an old leather boot, or a grouping
of fruits or vegetables in precisely the same way. In es-
sence, what you are doing is visualizing how a series
of flat planes that join together can best describe the
directional changes on the surface of whatever you
are drawing, using lines to define the intersection of
planes and value to define the orientation of planes to
the light source.

It is always best, regardless of your subject, to look
first for the largest planes that make up the form,
progressing gradually to refining thoese larger planes
and identifying yet smaller planes that subdivide the
larger planes (Figure 1-105). This process makes use
of a general-to-specific approach. It can be helpful to
incorporate some cross-contour lines that explore the
topography of the form as a basis for locating shift-
ing planes (Figure 1-106), Work in a flexible medium,
as you will undoubtedly wish to make changes and
adjustments as your drawing progresses. A good di-
rectional light source can help you to identify planes
simply by noting where there is a transition from light
to shadow. When value shifts or changes in response
to dimension, it is a clue that the planes of the surface
are shifting as well.

When you have defined all the planes you wish to
define, you can then strengthen the illusion of dimen-

——
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Figure 1-105. Student work {Schoel of Design, Basel,
Switzerland). This beautiful and sensitive study of an apple
and apple slices combines straight-line construction,
planar analysis, and line variation as a means of bener
understanding the volume and structure of the forms. The
addition of subtle value structure helps to reinforce light
source and dimension,

sion by blocking simplified value structure inte the in-
dividual planes. Begin by first noting basic tonal shifts
between large planes. You may decide that you want
to initially assign a middle value to planes in shadow
and maintain the white of the paper for planes in light.
Once you begin to block in these tonal changes, you
will begin to see a more dimensional quality in your
planar analysis, and you will be able to assign a broader
range of values to the planes if so desired.

Working with Value Structure

Objects of all kinds are revealed to us by virtue of
light illuminating their surface. The quality of this light
can vary tremendously, from extremely faint light to
very strang light, from soft and diffused light to crisp
and hard light, from warm light to cool light. But

Figure 1-106. Student work (detail). Will Wonderlich. The
cross-contour analysis of the hand on the right helped guide
the student toward understanding planar shifis and planar
construction in the centrally positioned hand study.

without some light, the form does not reveal itself to
us visually. It is this form-revealing light that creates
value structure, and it is this value structure that we
respond to when drawing an object using tonal struc-
ture or shading.

Although extremely minimal or weak light sources
may not reveal a full range of value, general categories
of light and shadow determine what we respond to
when observing value structure. These categories are
highlight, light, shadow, core (of) shadow, reflected
light, and cast shadow (Figure 1-107). These six cat-
egories can initially be broken down into two distinct
areas—direct light and indirect light. Direct light,
which includes highlight and light, refers 1o surfaces
of an object that are in the direct path of a light source
and are consequently the brightest or lightest of the
entire range of values on a form. Indirect light, which
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Figure 1-107. This three-
dimansional form, lit with a
singular light source, shows
the six divisions of light and
dark and how they reveal
dimension==highlight,
light. shadow, core shadonw,
reflected light, and cast
shadow:,

categories of light and shadow is an important begin-
ning point in drawing value structure with accuracy
and sensitivity,

A GENERAL-TO-SPECIFIC APPROACH
TO BUILDING VALUE STRUCTURE

Ofien when an inexperienced drawing student be-
gins to address value structure or tonality in his or
her drawing, there is a tendency to focus first on de-
tail and the darkest areas of shadow, regardless of the
subject matter. This can result in a very spotty and
uneven drawing, with no sense of the underlying geo-
metric structure of forms upon which detail is based.
The heman head, for example, can be simplified into
a basic egglike shape, but it is the detail of the indi-
vidual features that often first catches the eye, Regard-
less of how accurately the features themselves may be

represented, if they do not relate earrectly to the basic
shape of the head, then a likeness is unlikely. If darkest
values are addressed initially, the subtleties of tonality

Figure 1-108. Student work. Megan Palmer, This dramatically it drawing
provides a beautiful example of the six divisions of light and shadow—
highlight, light, shadow, core shadow, reflected light, and cast shadow.

includes shadow, core (of) shadow, reflected light, and
cast shadow, refers 1o surfaces of an ub_lv;.'t.'t that are not
in the direct |:b;|.|:h of a |ighl source. These surfaces are
revealed and become visible only through bounced
or reflected light rays and are consequently never as
bright or as light as the directly lit surfaces of a form
{Figure 1-108), The ability to recognize these distine

and dimension may be lost (Figure 1-109).

Utilizing a general-to-specific approach can help to
keep your drawing unified and coherent and allows
for much more adjustment, when necessary, as your
drawing is developed, A general-to-specific approach
allows for a well-orchestrated drawing, with all paris
working Iug;:t]]a;r in a cooperative and complemen-
tary fashion. And identifying the basic distinctions
between direct and indirect light is an important ini-
tial step in waorking from general to specific.
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I-‘ig‘un 1-109. Student work. This in-progress portrait study
is focused on establishing large planes of light and shadew
prior to developing maore detailed tonal structure.

Imagine Building a House
Even with an understanding of the benefits of working
from general to specific, it is often difficult for an inex-
perienced drawer to apply the principles. The “house-
building” analogy has proven effective in illustrating
the application of the general-to-specific prineiple.
When a house is being constructed, there is a certain
arder in which things are done, with each step build-
ing upon previously completed steps. Each step in the
process is carried out for the entire structure before
moving on to the next step. Some of the steps include
building a concrete foundation, raising the studs for
the walls and roof of the structure, framing in the win-
dows and doorways, laying the floors, putting in the
plumbing and electrical wiring, putting up the drywall,
installing doors and windows, and so on. After these
general steps have been completed, the process slowly
maves toward more detailed or finished work, such as
laying carpet and other flooring, painting walls, hang-
ing wallpaper, installing cupboards, putting up switch
plates and socket covers, installing light fixtures, and
more. Clearly, the work progresses from g:ne’ral to
specific, from the largest and most general aspects of
the structure to the more detailed and specific aspects
of the structure. When one step in the process takes
place, it is completed for the entire structure before the
next step begins. When a house is built, the builders
do not go through the entire process, from construct-

ing the foundation to building the walls to painting, to
carpeting, and so on for one room and then begin the
entire process again for the next room. And although
the earliest, most generalized steps in the process are
absolutely vital in the development of the house, they
are not obvious or apparent factors in the end result.
Their significance remains relatively unseen.

This house-building process parallels the pro-
cess of utilizing a general-to-specific approach when
building a drawing and is especially relevant when
applied to the building of value structure or tonal-
ity. The largest, simplest planes of value are identified
first and are blocked in with a value that falls some-
where in the mid-light range of the value scale (Figure
1-110). This is best accomplished by using a drawing
tool [whether it be lead, graphite, charcoal, wash, ete.)
that is harder, such as a 2H or HB pencil, or a light- to
mid-light-value ink wash. As additional layers of value
are added that address variations within the larger,
simpler planes, and some simpler details begin to be
addressed, a gradual shift is made to softer drawing
materials, such as a 2B pencil, or to middle-value ink
washes (Figure 1-111). Finally, as full detail and dark-
est values are addressed, yet softer and darker drawing
materials can be utilized to yield a rich and complete
value range. This assumes, of course, that a full value
range is desived that describes the broad range of light
and shadow=—highlight, light, shadow, core shadow,
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Figure 1-110. Student work. Sharon Wissner-Tabaczka. Studying the folds
of drapery provides a good opportunity for developing a general-to-specific
tonal range. This drawing shows a variety of stages of tonal development
using a general-to-specific approach.

reflected light, and cast shadow. If, however, the de-
sired results are for a high-key drawing, then the soft-
est and darkest drawing media would not need to be
utilized, while a low-key drawing would encourage a
shift to softer and darker drawing media earlier in the

process.

USING VALUE TO ESTABLISH
AN EFFECT OR A MOOD

There are a variety of ways to use value structure in
a drawing. Initially, your goal may be to mimic the
value that you observe as closely as possible, and this
is a worthy and challenging goal. You may focus on
conveying the various surface characteristics of ob-
jects through value manipulation, such as a smooth
texture or a rough texture. You may wish to emphasize
cast shadows or soften the impact of harsh lighting, As
you become more skilled at recording value, you may
desire to manipulate value toward a more expressive
end, creating a particular effect or mood. The follow-
ing information describes some different uses of value
to create a desired result.

Chigroescure: Originating in the Renaissance and
rooted in Italian (meaning “light and shade"), chiar-
0sCuro is a representational use of value that uses a
full value range and an even, gradual transition from
light to dark to produce three-dimensional, velumet-
rie, and spatial effects (Figure 1-112).

Tenebrism: Also originating in the Renaissance
and rooted in ltalian (meaning “dark and gloomy™),
tenebrism is an exaggeration or emphasis of the ef-

Figure 1-111. Student
work. Layering of tone from
lightest to darkest results
in well-balanced tonal
structure. In this ink wash
drawing, the darkest areas
of emphasis are developed
in the later stages of the
drawing. This is especially
relevant in relation 1o cone
shadows and cast shadows,




Figure 1-112. Deborah Rockman, American, Dog, 1997,
Charcoal on paper and vinyl an glass, 29 = 23 inches.
Courtesy of the artist. Chiaroscuro produces a strong
illusion of volume based on a singular light source and the
distribution of a full tonal range.

fects of chiaroscuro producing strong contrast be-
tween light and shadow and creating a dark, dramatic,
or theatrical mood (Figure 1-113). Frequently the
miain subjects in tenebrism are lluminsted by a single
source of light, somewhat like a spotlight, creating ar-
eas of strong darkness and deep shadows in contrast
ta the light,

Plastic value: Value used to deseribe the illusion
of volume and space or plastic form, sharing charac-
teristics of chiaroscuro. Plastic value and chiaroscuro,
in their quest for the illusion of volume and space,
require special consideration for contrast, detail, and
edge. High contrast of value tends to advance spatially,
low contrast of value tends to recede. Greater detail
tends to give more dominance to an object, pulling
it forward in space, while less detail helps an object
to recede in space. Objects or forms with sharp, elean
edpes tend to advance, while softer edges tend to re-
cede (Figure 1-114).

Low-key value: Predominately dark values often
used to create an effect of gloom, mystery, drama,
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Figure 1-113. Joseph Stashkevetch, American, Crucigerous,
2003, Conte crayon on paper, 60 = 60.5 inches, Courtesy of Von
Lintel Gallery. Strong light and dark value contrast lend this
drawing a dramatic quality, Motice that some of the dark edges
on the fish merge with the dark negative space so that the edge
becomes lost. This is a charactesistic often found in tenebrism.

menace, heaviness, and the like (Figure 1-115). A
drawing done with low-key value uses variations of
value to describe volume and space, but these varia-
tions fall within the range of darker values.

Middle-key value: Predominately mid-range val-
wes used at the artist’s diseretion. A drawing done with
middle-key value uses variations of value 1o describe
volume and space, but these variations fall with the
range of middle values, emphasizing neither strong
darks nor strong lights (Figure 1-116).

High-key value: Predominately light values some-
times used to create an effect opposite of low-key
value, such as light-heartedness, delicateness, and so
on (Figure 1-117). ]-I:igh-k'.*g.' value uses variations of
value to describe volume and space, but these varia-
tions fall within the range of lighter values,

VALUE AND TEXTURE

Value is a significant component of texture, which is
defined as the tactile (con be touched and felt) sur-
face character of different objects, such as a smooth
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Figure 1-114. Joseph Stashkevetch, American, Bristitng Rocks, 2004. Conte
crayon on paper, 20 = 40 inches. Courtesy of Vion Lintel Gallery. Plastc value
15 emphasized through the spatial use of contrast, detail, and edge quality.
The rocks in the feregrownd are composed with full value contrast, attention
12 texture and detail, and clean, sharp edges. The background rocks are
composed using reduced value contrast, diminished texture and detail,

and softer edges.

Figure 1-115. Student work Sheila Seib. The appropriate use of low-key
value in this drawing emphasizes the somber and disturbing mood conveyed
By thie Subpedt matter,

Figure 1-116. Student work. Matt Maxwell. This student
chase 1o use middle-key value structune for this semewhat
bizarre and funiny self-portrait of a figure in an interior
environment, Middle tone and light values dominate with a
pronounced absence of dark values.

ceramic vase, a rough piece of fabric, smooth or wrin-
kled human skin, fur on an animal, foam on the top
of a glass, corrugated cardboard, bark on a tree, and
the like. Additionally, texture can refer to the surface
character of an object that is visible but not tactile
{cannot be felt), such as stripes or some other pattern
on fabric, the variations of color in the fur of a dog or
a cat, the crackle pattern on a glazed ceramie surface,
faux surfaces on walls or floors, and similar character-
istics. Texture is also inherent in the different materi-
als that we use to draw and is further influenced by
the surface 1o which we apply these materials and the
way that we apply them. Some papers are mare heavily
textured than others, and a line of soft charcoal drawn
across a surface will yield a different kind of texture
than an ink line drawn across the same surface. This
same charcoal line will result in different textures de-
pending on whether it is pulled heavily across a sur-
face or pulled more gently across a surface.



Figure 1-117. Deborah Reckman, American, Potential for
Disaster: Razing the Children W, 2005, Graphite on paper.
Image: 10 x 8 inches, paper: 29 x 23 inches. Collection of
Diane Griffin. This drawing of a six-week-old infant utilizes a
high-key value range and extremely subtle vexture to convey
the fragile and delicate nature of this sleeping baby.

Light souree is a significant element in revealing tex-
ture, A form that is lluminated directly from the front,
where the light source could conceivably be coming
from our own eyes as we look at the object, will gener-
ally subdue texture and make it less apparent. Raking
light is defined as light that rakes across the surface ata
strong angle, illuminating one side of a form and leaving
the opposite side in varying degrees of shadow. Raking
light will generally reveal texture more strongly than
direct light will (Figure 1-118). Texture that is highly
visible on the lit surface of an object will diminish in
strength as that same surface slides into shadow be-
cause there is a lack of direct light to reveal the texture.

There is a simple experiment that you can do 1o
emphasize the role that directional light plays in
revealing texture. You will need a clamp-on light
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Figure 1-118. Student work. Yvette Cummings. An
overhead light source raking across the face of the model
reveals a tremendous amount of Information concerning
the major planes of the figure’s face as well as more subtle
information such as wrinkies and other surface variations,

and a roughly textured wall or other surface. Stand
directly in front of the wall and shine your light di-
rectly om the wall. Note the appearance of the wall.
You may notice some texture, but probably not a lot.
Mow take your light and begin to move it 1o the side,
shining your light on the wall at an angle. As you in-
crease the angle of the light to the wall (raking light),
vou will observe that the amount of visible texture
increases significantly and is greatly enhanced. This
simple experiment reveals the role that light plays in
revealing form and surface texture.

Some Different Kinds of Texture

Actual texture can be felt with your fingers. It is
the actual “feel” of an object, such as rough, velvety,
smooth, soft, bumpy, fuzzy, and so on (Figure 1-119).
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Simulated texture cannot be felt with the fin-
gers, but rather is suggested in a drawing through
the artist’s response 1o value changes that describe
texture and through the use of materials. Simulated
texture attempts to replicate the appearance of ac-
tual texture (Figure 1-120).

Uniform texture is the overall texture in 2 drawing
that results from the texture of the paper or other sur-
face on which the drawing is done. This overall texture
is in part defined by the media used in the drawing
and by the way it is applied. Uniform texture can be
minimized or disguised by rubbing or smearing the
drawing media on the surface (Figure 1-121).

Figure 1-119. Student work
{detail). Brandon Belote.

This mixed-media drawing
incosporates fabric and other
materiaks that create an
actual taune (ene that can
be felt when touched) on the
surface of the drawing,

Invented texture is just that—invented. It is texture
in a drawing that is not based on the appearance of the
actual texture, It may be texture created by hatching or
cross-hatching, texture created by the use of washes,
or texture created by stroking the side of a conte stick
over the surface of a cold press paper. Most impor-
tantly, it is not concerned with creating the llusion of
actual texture,

Frottage, although not a kind of texture, is a tech-
nigue that relies on texture for its results. Frottage is a
rubbing or transfer technique made by laying a piece
of paper onto a textured surface (thinner paper works
best) and rubbing graphite or conte or charcoal or

Figure 1-120. Stwudent
wiork. Aaron Adams. This
graphite drawing creates
the illusion of actual
concrete texture through
the manipulation of the
medium. Although the
vanious texiueres cannot
actually be felt, thereisa
strong visual sense of them.




some other dry media across the surface of the paper to
create a positive impression of the texture underneath
(Figure 1-122). High spots will pick up more graphite
or conte, and low spots will pick up less. Larger sur-
faces to be transferred are more easily done using the
broad side of a stick of drawing material, while small
surfaces (such as a coin) can be transferred wsing a
graphite or charcoal or conte pencil.

FOUR THINGS TO LOOK FOR WHEN
IDENTIFYING VALUE STRUCTURE
OM A FORM

The Light Source

It is important to identify the light source, and for
beginning drawing students it is most helpful to keep
your light source as singular as possible. Ask your-
self: What direction is the light source coming from?
How strong is the light source? How does this affect
the light and shadows found on the objects being

Figure 1-121. Student werk. Doug Stahl, The textine

of the paper used im this drawing (coquille paper} is
dominant throughout the drawing, uniformly visible over
the entire surface,
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drawn (Figure 1-123)7 A good way to observe the im-
portance of the direction of the light source is to do
a simple experiment. Take a clip-on light and illumi-
nate the subject being drawn, then slowly move the
light to different positions, observing how the pattern
of shadow and light shifis as the direction of the light
source changes.

The Shape of Areas of Shadow and Light
What is the shape of the shadow in its largest, simplest
form, and how does that shape relate to the object in
its entirety? Ask yourself: Where is the shape located?
How large or small is it in relation to the surrounding
area? How does it relate to other shapes of value on
the object in terms of size and position and darkness
or lightness (Figure 1-124)?

Conversely, what is the shape of the light in its juxta-
position with the shadow? Observing the shape of areas
of light helps to more clearly define the adjacent areas of

Figure 1-122. Student work. Wen Yen Tseng. A piece of
corrugated cardboard was laid beneath the drawing surface
and a rubbing was made (frottage) to transfer the texture
the drawing. The texture is most evident on the left side of
the drawving.
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Figure 1-123. Deborah Rockman,
American, Birch, 1996, Graphite on gessoed
paper and vinyl on glass, 23 = 29 inches.
Cowrmesy af the artist. The pattern of light
and shadow in this drawing is determined
by the strong light source falling on the
specific form of the dog. The light source is
posttioned above and well to the right.

Figure 1-124, Robert Schultz, American, AlofT I, 2006, Graphite on paper, 20.25 » 15,375 inches, Collection of Mary Alice Wimmer,
Even with the relatively delicate value range, large shapes of value in this beautifully rendered drawing of the figuee are clearly
defined and distinct from the thapes of ight. Notice the great varigty of subtle value changes found within the larger, simpler
shapes. Exampies of this include the shadow shape that begins on the head, face, and neck and sweeps down onto the chest and
abdemen ar the shadows that shroud the lower legs. Importantly, the value in the shadow areas, even the delicate vones, is darker
than the value i the bt areds. The light source is positioned above and to the right of the figure.




shadow. It is also helpful to think of light and shadow
as puzzle pieces that lock together and are interde-
pendent. Because the emphasis is on identifying and
drawing areas of shadow in an additive drawing pro-
cess, there is a tendency for the uninitiated to ignore
the relationship between shapes of light and shapes of
shadow in response to a particular light source.

Variations of Value Within Larger

Shapes of Value

Once the largest, simplest areas of shadow have been
identified and blocked in, begin to note the subtle vari-
ations found within that larger shape. A large shape of
shadow, for example, will often contain smaller pas-
sages of somewhat lighter and darker values (see Fig-
ure 1-124). It is especially helpful to understand the
six divisions of light and shadow to help identify these
subtler variations. An awareness of highlight, light,
shadow, core shadow, reflected light, and cast shadow
is useful in identifying variations and in making sense
of them.

Edge Quality of Shapes of Value

What do the edges of the shape of value look like? Is the
edge quality the same throughout the shape? Probably
not. Does the value end abruptly on one edge and make
a gradual transition to a different value on another
edge? Is the edge of a value hard or soft or somewhere
in between? Does the character of the edge change as
you move along it, or does it remain constant? Is an
edge so soft that it is difficult to determine where the
value actually ends or begins (Figure 1-125)2

VARIQUS METHODS FOR APPLYING VALUE

There are a variety of techniques or methods for ap-
plying your drawing media te create value or shad-
ing. All methods yield slightly different results, but
all can be used to create the illusion of volume and
space. Variations in the results of these techniques can
accur based on the drawing material being uged and
the character of the rmaterial {a hard or soft graphite
or charcoal, a sharpened or a dull pencil, a thick or a
thin marker, a ballpoint pen, etc.), based on the way
the material is held in the hand, based on the pressure
applied, based on the surface to which the material is
applied, and other variables.

Continuous tone: Continuous tone is used to cre-
ate smooth tonal structure that flows subtly and flu-
idly from one value to the next. There is little or no
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evidence of process, meaning that strokes or marks
are imperceptible or not readily apparent. Continuous
tene typically results in a highly realistic or “photo-
graphic” effect in a drawing (Figure 1-126).

Hatching: Hatching refers to the use of lines or
strokes of varying lengths that are grouped together to
form value. The spacing between the strokes can vary,
creating greater or lesser density that in turn creates
lighter or darker tone (Figure 1-127). There are three
different kinds of hatching,

Parallel hatching: In parallel hatching the lines
or strokes are uniformly aligned, parallel 1o cach

Figure 1-125. Student work. A subtractive drawing process allows ane to
identify and construct shapes of both light and shadow by erasing areas of
light and adding darker tomes to a middle value ground. Ca reful examination
reveals that both shapes of light and dark vary tremendauwsly in ther

edge character, transitioning from extrémely crisp to extremely soft a5 the
character of the drapery fold changes in refation to the light source,
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Figure 1-126. Lance Moon,
American, Patriarch II,
2005, Graphite on paper,
20 X 16 inches. Courtesy

of the artist. This graphite
drawing uses continwous
tone with no visible
evidence of process, This
results in a highly realistic or
photegraphic effect. Note,
too, the beautiful ilusion of
vexture in the depiction of
the hair on the arms and the
snakeskin scaling.

other without regard for the planar structure of
the object.

Contour haiching: In contour hatching the lines
or strokes follow the curvature or planar direc-
tions of the object. The strokes may curve on a
curved plane or may be straight as they follow a
flat plane.

Cross-hatching: [n cross-hatching, layers of par-
allel hatching change angles or direction as they
are overlaid, rapidly building value range. The
directional change can be minimal or as much as

20 degrees,

Stippling: Ofien reserved for pen and ink or mark-
ers, stippling refers to the application of dots of value
laid down one at a time, The density of the dots deter-
mines the resulting value,

Mark making: Mark making refers to the applica-
tion of marks that vary in their weight, value, texture,
length, and direction. Their density determines the re-
sulting value { Figure 1-128).

Subtractive drawing: Sublractive drawing begins
with the application of vine charcoal, compressed
charcoal, or graphite to a white piece of paper. The
material is then rubbed into the paper with a solt rag
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or cotton cloth. The intention is to create an overall
base fone that is approximately & middle value. This
is the starting point for your drawing, and it requires
that you approach your observation of value a little
differently than you do when working with an addi-
tive drawing process.

An additive drawing process typically invalves
drawing on a white or light plece of paper, and this
tends to make us far more aware of shadows (their
shape, their size, their placement, etc.) than of light.
Although not ideal, the light tends to be whatever is
lefi after we've added our shadows. But in subtrac-
tive drawing, we have to create both the light and the
shadow and so we are mare attentive to both.

In subtractive drawing, you use erasers Lo remove
or subtract the base tone, creating varying degrees of
light, You also add additional media to create shad-

Figure 1-128, Student work, Vickie Marnich Reynolds, Mark-
making and use of the grazer to alter the marks dominates
the surface character of this drawing. The manipulation of
the marks is handled efficiently, resulting in tonal structure
than effectively describes a variety of dimensional forms.

Figure 1-127. Taylor Mazer,
Amaerican, View From Parking
Garage #1 (detaill, 2009, Ink
on paper, & X 18.5 inches,
Courtesy of Byrneboehm
Gallery, Grand Rapids, ML
This artist uses extansive
pen and ink hatching 1o
define buildings and foliage
in this study af a city skoyline,
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ows that are decper in value than the base coat with
which vou started. The base coat acts as an interme-
diate value, providing the transitional tone between
light and shadow (Figure 1-129).
It iz helptul 1o think about compatibility of materials.
For example. if you create a base tone using vine charcoal
or compressed charcoal, vou can build a broader tonal
range by adding more vine charcoal and/for compressed
charcoal, If vou build vour base tone with graphite, you
will probably want to continue using graphite to build
vour tonal range because graphite and charcoal are not
always very compatible. Conte is not especially effec-
tive for subtractive drawing because il is more difficult
to erase. When working subtractively, you can use your
erasers and vour dark media in a variety of wavs, includ-
ing continuous tone, hatching, or mark making,

An Alternative Subtractive Process

Another version of subtractive drawing utilizes a less
traditional approach but has the potential to yield
beautiful tonal results. The process begins with the
preparation of the paper surface. A heavier-weight pa-
per works best. Tape all edges of the paper to a firm
surface, such as tempered masonite, to help minimize
rippling. Apply a generous coat of white acrylic gesso
to the paper surface. Use a relatively stiff brush to cre-
ate visible brush strokes in the gesso. You can brush
the gesso in random directions, or brush vertically or
horizontally. The resulting brushstrokes will be visible
in the end result.

Allow the first coat of gesso to dry thoroughly, and
then apply a second coat, again determining the char-
acter and direction of the brushstrokes you want. A
third coat of gesso should not be necessary as long as
your paper is thoroughly covered. Allow the second
coat to dry thoroughly and you are ready for the next
step of paper preparation.

Using a broad, soft stick of graphite, generously coat
the entire surface of the gessoed paper with graphite
by laying the stick on its side and, with firm pres-
sure, dragging it across the surface. Stroke the stick of
graphite in a variety of directions to deposit as much
graphite as possible. Dampen a soft rag with mineral
spirits (make sure you have adequate ventilation) and
rub it into the surface, dissolving the graphite into a
rich, uniform gray-black tone. If your first dissolved
coal does not provide a deep value, apply more graph-
ite and again dissolve it with mineral spirits. When
the surface of the paper is uniformly covered with dis-
salved graphite and the mineral spirits is dey, you are
ready to begin the drawing process.

You can begin the subtractive process with or with-
oul linear guidelines. If you want to sketch your com-
position on the prepared surface, you need to use a
white or light drawing tool so your lines will be visible
on the dark surface. White charcoal or white conte or
white pastel will work. You will use sandpaper to re-
move the graphite and expose the underlying gesso to
describe the areas of light that you observe on your
subject matter. Fine sandpaper will yield more subtle
results, while coarser sandpaper will produce a rawer
surface (Figures 1-130 and 1-131).

Begin by sanding lightly with a small piece of sand-

paper, pressing the sandpaper against the surface with
the tips of your fingers. Dampening your fingertips
will help you 1o hald on 1o it As you continue Lo sand
the surface, creating areas of light, your sapdpaper will

Figure 1-129. Student work. Jamie Combs. A mid-value base tone of vine
charcoal prepares the surface for subtractive drawing, A variety of erasers

wiere used 1o remove the ving charcoal base, creating a range of light that

dluminates varows foems and f_aspch{,:ﬂll:.- the sheoud arownd the woman.



begin to Al up with graphite. Wipe your sandpaper
0N Q rag or on }'uurjt:nns Or 50me -utlmr CI.I!GI'I surfﬂcc
to remove the excess graphite, and continue to sand.
When your sandpaper wears out, you can use a new
plece. For a very subtle removal of graphite, you can
uze some medium-grade steel wool, It will not create
a strong area of light, but it is good for creating some
subtle atmospherie effects.

The more you sand in a particular area, the lighter
the value will become as you remove more graphite
and expose the white gesso beneath it. But be aware
that if you sand teo much and reach the raw paper
beneath the gesso, the sandpaper will begin deposit-
ing graphite back onto the surface rather than remov-
inng it If you desire to work back into your drawing to
sharpen an edge or reestablish a value that became too
light, you can use graphite pencils or an ebony pen-
cil, both of which are compatible with the dissolved
graphite surface.

There is often an issue with glare when using this
process. Graphite tends to create glare, especially with

Figure 1-130. Student work. Vicki VanAameyden, The use
of coarser sandpaper in this subtractive drawing yields a

relatively rough surface and highlights the texture of the
gessoed ground beneath the graphite,
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very dark tones. Spraying your drawing with a matte
spray fixative will reduce the glare, but be sure to care-
fully follow the instructions for using the fixative.

Toned Paper

Working on toned paper (paper that is toned when
you purchase it) requires the use of both black and
white drawing media. It is similar to subtractive draw-
ing in that you begin your drawing on a toned surface.
But since the tone cannot be erased, lighter values are
created by applying white drawing media in various
degrees {(white charceal, white chalk, or white conte),
and darker tones are created by adding black drawing
media (Figure 1-132).

As is the case with traditional subtractive drawing,
the toned surface functions as an intermediate value,
providing a transitional tone between the lighter values
and the darker values, With this technique, it is impar-
tant not 1o let the white and black media mix together.
‘This can create a bluish tone that is out of characrer
with the more neutral tones and can be distracting,

Figure 1-131. Deborah Rockman, American, Father and
Child {detail), 1987. Graphite an gessoed paper, 25 X 18
inches, Private callection, The use of iner sandpaper refines
the surface texture, resulting in more delicate transitional
tones while still revealing the texture of the underlying
gessoed surface,
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Figure 1-132. Student
work. Jon Vanderburg.
White and black drawing
maedia ane skillfully applied
to the toned paper surface
in this study of drapery.
The neutrd] paper 1one is
wsed as a transitional value
between added dark and
lighit valuwes.

Figure 1-133. Deborah Reckman, Amencan, Dark Harse No, 1, 1981, Colored
pencil and charcoal on paper, 10 < Binches. Collection of Dr. and Mus. Joseph
McConaughy, In this cropped figure stedy on toned paper, black colored
pencl and white charcoal are used, These are gencrally not compatible

diawing media, but since they do not mix on the drawing surface there is no
L with compatibl iy

Since the media do not directly mingle, you do not
have to be as concerned about compatibility and can
use one media for the lighter tones and a different
media for the darker tones. For example, you can use
white colored pencil for light tones and charcoal for
dark tones or white charcoal for light tones and black
conte for dark tones (Figure 1-133).

With both subtractive drawing and drawing on
toned paper, there are different ways to approach
value development. Some artists like to build all the
dark tones first, and then build the light tenes. Other
artists like to work back and forth between light and
dark tones, and still others prefer to build the light
tones first and then proceed to the dark tones. What is
ultimately impaortant is that the value structure is bal-
anced, with all tones relating correctly to each other.

EXERCISES FOR PROMOTING A
GENERAL-TO-SPECIFIC APPROACH

When drawing from observation, such as from a still-
life arrangement or from the human figure, it can be
a difficult task to overlook the seductive details af
form that initially attract the eve. But the importance
of overlooking detail in the early stages of value or
tonal development cannot be overemphasized. It is
one thing to understand the concept on an intellec-
tual basis, but an entirely different experience when
attempting to apply the concept to an actual drawing,
Omne simple suggestion is Lo squint as you bt'giti to
observe value struciure, This soltens details and al-



lows you to abserve broader, generalized groupings
of tone.

Two particular exercises are recommended to rein-
force the principle of general-to-specific as it relates to
the process of abservation and recording these obser-
vations. The first exercise is theoretical in nature, and
the second is more practical. Both are helpful in dem-
onstrating the effectiveness of a general-to-specific
approach through a hands-on drawing experience.

Projecting an Inverted, Out-of-Focus

Image as a Drawing Reference

For this exercise, a slide of a black-and-white draw-
ing or photograph with a fairly clear division of value
structure is most effective. You can also use an image
on & computer monitor as your resource for this exer-
cise, applying a Photoshop blurring filter as directed.
Still lifes, landseapes, or figurative images are all suit-
able options. While teachers often introduce this ex-
ercise, if you have access to a slide projector or know
how to use Photoshop you can investigate the process
on your own, While it is helpful if you are not aware
of what the image is prior to or during the drawing
process, this is not possible if you are choosing the im-
age with which you wish to work. It is also helpful to
invert the image while deing your drawing to make it
less familiar or recognizable.

Determine the basic format of the image you are
working with—vertical, horizontal, or closer to a
square. This will help you determine which way to
position your drawing paper. | recommend that vine
charcoal be used in the early to middle stages of the
drawing because of its flexibility and the ease with
which it can be erased and adjusted. As your draw-
ing nears completion, compressed charcoal sticks and
peneils can be used to address darker values and in-
creasingly greater degrees of detail.

Observe the image upside down and severely out
of focus so that it is essentially a soft blur of shapes
of limited value range. Inverting the slide creates un-
familiar shapes that facilitate careful observation and
diminish the tendency to make assumptions about
what you see. Don't position yourself too far off to one
side or the other of the image, as this will result in dis-
tortion. Begin the exercise by drawing as accurately as
possible exactly what you see¢ in the out-of-focus im-
age, recording the vague, soft-edged shapes of delicate
value that result from the image’s lack of focus. Every
few minutes, focus the image a bit more by either ad-
justing the projector’s focus or changing the Photo-
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shop filter settings. This reveals increasingly greater
amounts of information, including the emergence of
new shapes, an increased range of values, and increas-
ingly sharper edges on the shapes of value,

Each time the image is brought into greater focus,
you will continue to refine the information in yeur
drawing. again trying to duplicate what is observed.
At this point you should be paying attention to the
size and position of shapes in relation to the total im-
age area, the size and position of shapes in relation to
each other, and the actual value of the shapes and their
tonal relationship to each other. Rags can be used to
soften and blend shapes of value, and an eraser is vital
for making changes and corrections as you become
aware of errors in size or placement or value. The
eraser alse becomes important when a shape that was
initially soft-edged begins to take on sharper edges
due to increased focus. The image will remain fairly
abstract in the early and middle stages of the exercise
and will take on more specific form in the final stages
of the exercise.

As the image draws closer to being completely
focused, you may be tempted to turn your head to
observe the image in its correct orientation. This is
discouraged so as not to interfere with the pure ob-
servation of shapes. Only after the image has been
completely focused and your final observations have
been made and recorded should both the drawing and
the image be turned right side up. At this point you
will be able to evaluate how well you recorded the in-
formation, as inaccuracies will become readily appar-
ent when the drawing and the image are compared.
Following the completion of the exercise, remember
the information that you began with and the draw-
ing process that brought you to the completed im-
age—working from general to specific and observing
shapes and placement independently of subject mat-
ter. This exercise can be done in a number of different
time frames, depending upan how quickly you wish to
move through the experience and upon the complex-
ity of the image.

A Sustained Approach to Gesture Drawing

The preceding exercise is very valuable in demonstrat-
ing the basic idea of a general-to-specific approach
while drawing, but it is somewhat artiicial. When
you are observing actual three-dimensional informa.
tion as a source for drawing and tonal development
you will not have the luxury of being able to throw
the information out of focus and then slowly bring it
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back into focus, although squinting can help. The fol-
lowing exercise is another way to explore the benehts
of working from general to specific while referring to
an actual three-dimensional object. Although the ex-
ercise described here is specific to the human figure as
subject matter, vou can tailor it to address a variety of
different subject matters.

This exercise is a variation of the traditional three-
minute linear gesture drawing of a human figure, and
it involves extending the gesture to a five-or-six-min-
ute study during which the additional time is used 1o
record simplified tonal structure on the figure, It is
important that the light source be singular and fairly
strong in order to facilitate the observation of simple
tonal divisions. It is alse very helpful, as mentioned
earlier, to squint when trying to observe value in a
simplified form during this exercise.

To encourage a rapid, generalized approach to
value, work with the broad side of a stick material,
such as charcoal, conte, or graphite stick, about 17 10
1% long. Ink wash may also be used if applied with
a brush broad enough to discourage detail but small
enough to control (Figure 1-134). A linear gesture
can be completed first to provide a framework. The
remaining time is devoted to observing and record-
ing the simple division of value, with the paper tane
(white or off-white) used to describe all liv surfaces,

Figure 1-134. Honoe
Daumier, French, 1808-
1879, Don Ouwicore and
Sancha Panza, ¢. 1850,
Black chalk and gray wash
on wove paper. Sheet:

7% = 11%inches (20 =
29.8 cm), Rogers Fund, 1927
(27.152.1). The Metropolitan
Kuseumn of Art, New York,
Image copyright = The
Metropolitan Museum

of Art/Ar Resource, NY.
Charcoal and ink are
combined to investigate
simplified tonal structurne in
Daumier’s gestural drawing
of Dan Quixote and Sancha
Panza. Note the abience

of detail in favor of Lerge
planes of light and shadow.

and a drawn tone (approximately middle-gray) used
to describe all shadowed surfaces. Remember that de-
tail, such as that observed in faces, hands, and feet, is
relatively unimportant in this particular exercise and
can be highly simplified (Figure 1-135).

It is important to remind yourself that in actual-
ity there are many different degrees of both light and
shadew on the figure, but in this exercise the intention
is to simplify and generalize as a means of reinforcing
the general-to-specific approach. Keep the added tone
{which signifies planes or surfaces in shadow) in the
middle value range so that it remains “open” and trans-
lucent. There is sometimes a tendency to make the value
nearly black, which ultimately flattens and denies vol-
ume. When it is done suecessfully, you may be pleasantly
surprised at the additional descriptive properties inher-
ent in the application of the most basic value structure.

CONTROLLING SOME VARIAEBLES
OF VALUE STRUCTURE

» When dealing with half tones or middle values
{belonging clearly to neither dark shadow or bright
light), consider this: Half tones associated most
strongly with lit surfaces should be drawn [ighter
than they appear to be, and half tones associated
maost strongly with shaded surfaces should be
drawn darker than they appear to be.




= Think of value in terms of two distinct groups—
areas of shadow and areas of light. Simplify your
value structure, Do not allow these two separate
areas to overlap or get mixed up. In general, any
value associated with lit planes or surfaces should
always be lighter than any value associated with
planes or surfaces in shadow.

» The greatest contrast of value should occur be-
tween general massed areas of light and general
massed areas of shadow.

+ If possible, keep the balance or proportional rela-
tionship of values (light, medium, dark) uneven
or irregular. If possible, avoid an equal amount of
light, medium, and dark values to create a more
interesting composition and to allow one value
category to dominate your composition,

Figure 1-135. Student work. Carolee Heynen. Detail is
sacrificed in faver of emphasizing the large, simplified
planes of light and shadow in this &-minute sustained
gesture drawing. Generalized tonal structure is translated
into approximately three values—dark, medium, and light
[paper tome),
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The Illusion of Space and
Depth on a Two-
Dimensional Surface

METHODS FOR INDICATING
SPACE AND DEPTH

When attempting to convey a sense of space or depth
on a flat or two-dimensional surface, you should care-
fully consider certain variables. These variables, when
applied with awareness of their potential to empha-
size or deemphasize space, can substantially increase
or decrease the illusion of depth or distanee in your
drawing. These variables include size, baseline or po-
sition, overlapping, sharp and diminishing detail, con-
verging parallels, and linear perspective,

Size: Large forms suggest nearness, while smaller
forms suggest distance. Two objects or forms that are
in reality exactly the same size will appear different
in size when one object is positioned closer to us or
when one object is positioned farther from us (Figure
1-136). Limiting size variation decreases the sense of
space, while expanding on size variation increases the
sense of space.

Baseline or position: Baseline refers to the imagi-
nary point at which an object makes contact with a
ground plane. The position or spatial location of
objects is judged in eelation to the horizon line (eye

Figure 1-136, Student work. Jody Williams. The graduated
size and placement of these standing male figures create a
strong illusion of depth and space.

9
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level). The bottom of the picture plane or drawing for-
mat is seen as the clogest visual point to the viewer,
and the degree to which a form “rises” on the page
toward the horizon line or eve level indicates increas-
ing depth or receding spatial positions (Figure 1-137).
This relationship is reversed when we are dealing with
forms that are floating above the horizon line or eye
level; clouds are a good example of this. As a cloud
is positioned lower on the page, closer to the horizon
line or eve level, it is perceived as being farther away;
as a cloud is positioned higher on the page, farther
from the horizon line or eye level, it is perceived as
being closer (Figure 1-138). Varving the baseline or
position of objects increases the sense of space, while
a lack of variety of baseline or position decreases the
sense of space.

Overlapping: If one object covers part of the vis-
ible surface of another object, overlapping occurs and
the first abject is assumed to be nearer. The object that
is most visible or complete is perceived to be nearer
than the object that is partially hidden due 1o over-
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lapping. Keep in mind that overlapping can contradict
the spatial indicator of diminishing size if a smaller
form overlaps a larger form (Figure 1-139). Minimal
instances of overlapping decrease the sense of space,
while numerous instances of overlapping increase the
sense of space.

Sharp and diminishing detail: Close objects ap-
pear sharp and clear in definition, while objects at
great distances appear softer and lacking in defini-
tion, focus, and detail. Close objects will reveal more
texture, while distant objects appear to have less tex-
ture. Minimizing differences in clarity and detail will
decrease the sense of space, while maximizing differ-
ences in clarity and detail will increase the sense of
space (Figure 1-140).

Value contrast: Close objects will reveal a fuller
value range (higher contrast), while distant objects
will reveal a limited value range with a reduction in
strong darks and/or strong lights (low contrast). High
contrast advances, while low contrast recedes. This
is related to the concept of atmospheric perspective.

Figure 1-137, Wayne Thichaod, American, Uniitled (Lipsticks), 1972, Pastel on paper, 16 = 20 inches,
Photograph countesy of the Allan Stone Gallery, New York, NY. Art 0 Wayne Thiebaud/Licensed by VaGA,
Mew Yark, NY. Thiebawd's study of tubes of lipstick provides an excellent example of shifting baselines as
an indicator of the spatial position of farms, As the tubes of lipsticks are pasitioned higher on the drawing

surfage, they appear 1o be farther back in space.
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Figure 1-138. Deborah Rockman, American, Skyscope No. 2, 1990, Oil pastel on gessoed paper, 48 X 30
inches. Collection of Calvin College, Grand Rapids, MI. Contrary to forms on the ground plane, clowds or amy
ather forms that are above our eye level are perceived as farther away as they approach the botten of a
composition and are perceived as nearer as they approach the top of a composition.

Figure 1-139. Student work. Clarkson Tharp. The many Figure 1-140. Student work. This drawing, the result of
instances of overlapping in this still life help to reinforce looking down on one’s own body, uses changes in contrast
the illusion of space or depth. Note that there are many and detail to reinforce depth and space, The forms in the
examples of spatial contradiction as smaller forms repeatedly  foreground are sharp and clear, with detail and full value
averlap larger farms. contrast. The forms in the background are softer in focus,

with less value contrast and detail.
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Minimizing value contrast will decrease the sense of
space, while maximizing value contrast will increase
the sense of space.

The notion of value contrast in relation to space is
often misunderstood. If objects are receding into a light
space, value contrast will diminish toward the light end
of the value scale, with fewer dark values (Figure 1-141).
If, however, objects are receding into a dark space, value
contrast will diminish toward the dark end of the value
scale, with fewer light values (Figure 1-142).

Converging parallels: Any set of parallel lines {a
railroad track, for example) will appear to converge or
meet as they move back in space and away from the
viewer toward the horizon line, This idea is closely re-
lated to linear perspective (Figure 1-143). A minimal
rate of convergence will diminish the sense of space,
while an increased rate of convergence will heighten
the sense of space.

Linear perspective: A geometric/mathematical
system 15 used for converting sizes and distances of

Figure 1-141. Student work. As the plant
farrns movve from the foreground to the
background on this white drawing surface,
the value range diminishes toward the light
end of the value scale, joining the distant
plant forms more chosely with the light

P peT Tone.

Figure 1-142. Student work. Stacy
Cossolini. As the farms in this still life move
from the foreground toward the dark
background, the value range diminishes
toward the dark end of the value scale,
joining those forms more closely with the
dark background values,
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known objects into a unified spatial order, consistent
in scale, and assuming a view from a single, fixed posi-
tion at a particular moment in time. Linear perspec- i
tive, discussed more thoroughly in Chapters Two and l"""t" |
Three, is generally used to enhance the sense of space. i

DIFFERENT KINDS OF SPACE

Mot all drawings are concerned with creating a sense
of depth ar deep space, although most often a begin-
ning student will create flat or shallow space by default
or will unintentionally mix different kinds of space in
a single drawing. You will benefit by knowing how
to create a variety of types of space in your work and
will probably need to give special attention to learn-
ing how to convey a strong and uniform illusion of
space or depth. Some different kinds of space include
decorative space, plastic space, shallow space, deep or
infinite space, and ambiguous space. Figure 1-143. Student work, Susan Naum. This charcoal

Decorative space: A dq‘:p‘thigs& surface or a space drawing shows a clear understanding of perspective. The
that exists across the picture plane (up and down and ~ 4se of converging parallels throughout the drawing helps 1o
side to side) rather than into it. Distances between im-  define and clarify the space of the barn's interior.
ages or elements can be measured across the picture
plane rather than fnte the picture plane. Decorative
space is essentially two-dimensional space.

Shallow space: Sometimes called “limited depth”
because the artist controls the visual elements so that
nothing appears to move very far beyond or into

Figurne 1-144, Rabert
Rohm, American, Untitled,
1975, Graphite pencil on
paper, Sheet: 20 % 26%
inches (508 X 67.9 ¢cm).
Whitney Museum of
American Art, New York.
Gift of Or. Marilynn and
Ivan C. Karp, 75.50.In
Rohm's exguisitely rendered
drawing of a weathered
brick wall, there is little
sense of movement into
the picture plane, creat ing
shallow space.
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Figure 1-146. Georges Seurat, French,
1859=-1891, Place de la Concorde. Winter
{Place de ia Concorde, l'hrvee), c. 18811883,
Come crayon and chalk on Michallet
paper, 9% * 125 inches (23.2 < 30.8 cm).
Sotomon R Guggenhelm Museumn, New
York, Gift, Solemean R Guggenheim, 1941,
41.721. Although there is a strong presence
of vertical and horizontal elements in
this winier scene, Seurat’s use of implied
diagonals and atmospheric perspective
sugoests a deep twilight space.

Figure 1-145. Student work. Nicole Yarroch. This
emationally charged charcoal drawing depicts plastic space,
or the fllusion of a space that appears to move into and
beyond the picture plane, Note the use of underlighting for
dramatic effect,

the picture plane. Shallow space makes minimal use
of spatial indicators and can be compared 1o the re-
stricted space of a box or a stage (Figure 1-144).

Plastic space: A space that seems to extend beyond
or into the surface of the picture plane by creating
the illusion of depth and volume. Images or elements
have relationships of depth as well as of length and
width. Plastic space is essentially the illusion of three-
dimensional space (Figure 1-145).

Deep or infinite space: An illusion of space that
has the quality of endlessness found in the natural
environment, also referred to as “atmospheric per-
spective” [Figure 1-145). Size, position. overlapping
images, sharp and diminishing detail, converging
parallels, and perspective, discussed earlier, are tradi-
tional methods for indicating deep space.

Ambiguous space: A combination of different
kinds of space, creating no single kind of space. Am-
biguous space combines elements of dimension and
flainess and uses spatial indicators in an intentionally
contradictory way o créeate a Vague ar uncertain space
(Figure 1-147).
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The Technique of Scaling
to Determine Accurate
Size Relationships

Scaling is a process based in perspective principles that
determines the accurate size relationships of forms in
an illustonistic three-dimensional space. Although it is
helpful to have a fundamental understanding of per-
spective principles (Chapter Two) to effectively apply
scaling, it is included here because of its significance
to drawing and because it is a skill that can be learned
in the context of basic drawing essentials without a
background in technical perspective.

In the illusionistic space found on a 2-D surface,
forms and figures and objects may be represented in
various sizes and positions, indicating that they are
closer to or farther away from the viewer. If we con-
sider an interior space, this might include the figure,
pieces of furniture (such as chairs, sofas, lamps, and
tables), doorways, windows, counters, cupboards,
walls, and more. If we consider an exterior environ-
ment, this might include the figure, buildings, autos,
trees, telephone poles, fences, houses, and more, If the
environment is in front of you so that you can abserve
it directly, sighting can help you to accurately record
size or scale changes and angles that reflect accurate
perspective. 16 however, you wish to imaginatively
move forms around in space or to add information
that is not directly observable, an understanding of

Figure 1-147. Student
work. Andrea Helm Hossink,
This drawing combines
apacity, transparency,
dimension, and flatniess,
creating an intentionally
ambigueus o vague space,

scaling and basic perspective principles allows you to
do this successfully.

The process of scaling establishes a “corridor of
convergence” that determines the change in appar-
ent size or scale as a given object is moved to different
positions within the illusionistic three-dimensional
space of a drawing. Scaling also maintains an accurate
size relationship between all the different elements
within an illusionistic three-dimensional space (Fig-
ure 1-148). Although the examples provided focus on
the figure, scaling can be applied to any objects that
have measurable height.

ESTABLISHING SCALE SUCCESSFULLY

Scaling can be explored in a simplified fashion, which
may be more appropriate if you are not familiar with
perspective, or it can be explored in greater depth,
which requires that you have familiarity with perspective
principles. Scaling has a lot in common with sighting. In
theory the two processes would yield similar results if
used to establish size, scale, and placement relationships
between various objects found in different spatial loca-
tions—foreground, middle ground, or background.
Sighting provides a simpler. less technical method
for exploring scaling, but it is for the most part depen-
dent on direct observation. To wse sighting., begin by
drawing an observed object in the foreground, middle
ground, or backgronnd of your composition, and es-
tablish where your eve level is positioned in relation
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Figure 1-148. Student
wark. Robera Weldon.
This drawing repeats
miultiphe figures at various
positions in space using a
single pose of the figure.
By moving around the
figure, vanous viewpoints
are provided, and scaling is
used to determine accurate
relationships of placement
and height.

to the object. It is helpful to draw a delicate line repre-
senting your eye level if it falls within the parameters
of your drawing surface. This object, both its size and
placement, will determine the relative size and place-
ment of all additional observed objects in your com-
position, By sighting the object first established in your
drawing. you can relate it to all other observed forms
in terms of their comparative size and placement.

A more elaborate form of scaling, requiring an
understanding of perspective principles, allows for a
more in-depth exploration that is not dependent on
direct observation, If you wish to explore scaling in
greater depth, you must predetermine the same fac-
tors that must be predetermined in any perspective
drawing—scale, eye level, and station point.

Scale or Unit of Measure

A scale of 17 = 1° indicates that | inch of measurable
length or width in the most foreground area of your
picture plane represents 1 foot in actual dimensions.
Scale is a variable, depending on what you are drawing,
but once scale is established for a particular drawing, it
remains constant for that drawing and is also signifi-
cant in indicating both the height of the eye level and
the position of the station point for that same drawing,

Height of Eye Level or Horizon Line
The height of vour eve level (EL) in a drawing is de-
termined by the measurable distance on your picture

plane from the ground line (GL) to the eye level or ho-
rizon line (HL), which are synonymous (Figure 1-149).
1f the measurable distance from the ground line (which
represents the intersection of the picture plane and the
ground plane) to the horizon line is 7 inches, and the
established scale is 1" = 1°, the eye level is then estab-
lished at 7 feet. This tells us that everything in the draw-
ing is represented as it would appear viewed from 7 feet
above the ground. A low eye level, such as 1 foot ar 2 feet,
suggests a “worms-eye view while a higher eye level
suggests a “birds-eye view” An eye level of 5 or & feet
represents an average eye level for a standing adult.

Station Point

The station point established in a drawing indicates
the distance of the viewer from the picture plane. The
station point is determined by the distance between
vanishing point left (VPL) and vanishing point right
{(VPR) in two-point perspective or by the placement of
special vanishing points left and right (SVPL or SVPR)
in one-point perspective. If your scale is 1" = 17, and
vour VPL and VPR are 18 inches apart on your draw-
ing surface (9 inches each from the central vanishing
point [CVP]), your station point is determined by one-
half of the distance between the VPL and VPR or by the
distance from the CVI 1o either the VPL or the VPR,
In this example, the station paint is 9 feel (represented
by a measurement of 9 inches and a seale of 17 = 1°),
telling us that everything in the drawing is represented
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A Figure 1-149. This drawing
showes the establishment
-1 of scale, ground line,
SCALE: | UNIT = 1° L
BB Iz eye level or herizon line,
STATION POINT: =T vertical measuring line,
[ and vanishing paints that
determine the station point
e or pasition of the viewer.
L& The VML can be positioned
— ) aelVE, oo, P | inavvariety of places. Herefit
HL is placed centrally.
-6
| L s
| 4
| -3
| I 2
VML L g
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as it would appear if the viewer was positioned 9 feet
away from the picture plane (see Figure 1-149).

The station point is an important distinction in
both scaling and perspective drawing, because the po-
sition of the viewer as symbolized by the station point
determines how information will appear. For example,
if you view a box er a chair or some other object fram
10 feet away, it looks a certain way. If the form you are
viewing remains where it is but you move closer to it
or farther away from it, its appearance changes. If you
are looking at a box, you may notice that you see less
of the top of the box and the shape is slightly different
if you are farther away, and you see more of the top of
the box if you are closer. It has not changed its actual
dimensions, but it does appear to be different. This
change in appearance based on how near or far you
are from a form applies to anything you can observe.
Remember that all three factors—scale, eye level, and
station point—must remain constant while drawing.

THE PROCESS OF SCALING

When scaling, you have to start somewhere. At the very
least, you should begin by establishing the eye level/
horizon line in your drawing, as well as the ground line,
which is drawn below the horizon line. You should also
determine scale so that you understand what a mea-
surable inch on your paper represents in “real life”

In order to make this process as user friendly as
possible, [ suggest that once you have established the

scaling environment described earlier, you then lightly
draw a vertical line that originates at the ground line
and extends up through the horizon line and toward
the top of the paper. You can draw this vertical line
anywhere you want in your drawing—in the center
of the page or to the right or left of the page. This is
your scaling key or vertical measuring line (VML) and
should be marked with the units of measure that you
establish as your scale. For example, if you establish a
scale of 17 = 17, then you mark 1" increments on your
measuring line and number them sequentially with the
base of the measuring line as 0, the first mark above it
as 1, the second mark as 2, and so on. If you establish
a scale of %" = 1°, then you mark %" increments on
your measuring line and number them sequentially as
described. This vertical measuring line will guide the
development of your drawing but can be erased when
you are finished with your drawing (see Figure 1-149).

Determine where you want your first figure or
other form to be positioned in your drawing. If this
first object is positioned with its base on the ground
line, its size will correspond dieectly to the measur-
ing line increments. For example, a figure or a tree
or a lamppost that you want to be 6 feet tall would
be the same height as the mark that denotes 6 feet
on the VML (Figure 1-150). If, however, you want to
draw your first object above the ground line (which
indicates that it is positioned farther back in space).
then you must determine its size in the drawing by
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building off the VML, This is achieved by drawing
a “corridor of convergence” from the VML to any
point on the horizon line. For example, if you want a
&’ corridor of convergence, you draw a line from the
base of the VML (point zero) to a chosen point on
the horizon line (a special vanishing point or SVP),
and then draw anether line from the 6' mark on the
VML to the same special vanishing point on the
horizon line (Figure 1-151). This corridor of con-
vergence becomes increasingly smaller as it moves
back in space toward the horizon line. Anything
with a vertical height that fits within this corrider
of convergence represents a 6 object positioned ac-
curaiely in the foreground, the middle ground, or
the background.

Once you determine a height for a particular ob-
ject using a corridor of convergence, you can then
slide that form horizontally to the left or right to es-
tablish an additional form, since sliding to the left or
right does not move it farther forward or back in space
{Figure 1-152). If you begin to get confused, remem-
ber this: If you know where you want a form to touch
the ground plane and you know how tall you want the

form to be, then draw a line from the base (point zero)
of the VML through the desired point of contact with
the ground plane and extend it until it meets the ho-
rizon line, creating an SVE Then identify the desired
height on the VML and draw a line from this point
ta the same SVE The object you wish to draw will fit
vertically into this corridor of convergence, rising up
from the bottom line of the corridor of convergence
to the top line of the corridor of convergence (Figures
1153 and 1-154).

Multiple corriders of convergence that reflect dif-
ferent vertical heights can be drawn to various SV Ps
positioned on the horizon line. Once a form has been
correctly established with a specific height, you can
then scale additional forms from this form or refer
back to your VML or key for guidance (Figure 1-155).
A single corridor of convergence can also guide the
size of objects having varying heights. For example, if
you havea 10’ corridor of convergence, you can create
a 20" height by stacking the 10" height on top of itself,
or you can add half of the 10" height to itself to create
a 15" height, or you can use half of the 10" height to
create a 5° height, and so on (Figure 1-156).

Figure 1-150. Any form
that originates on the

ground line will reflect the | i
measurements established
on the vertical measuring o SCALE: 1 UNIT = 1/2° (2 UNITS = 17} v

HORIZON LINE (EYE LEVEL) = 5'
line. In this case, the figure’s e 4

height corresponds to the f .
&-foot mark on the VML
The VML can be positioned
amywhere in the scaling
environment—cn the left “
of right side of the page, in
the center of the page, or
anywhere else—as long as
it originates at the ground
lirve.,

&%
3
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Figure 1-151. The corridor
of convergence is drawn
from the WML 1o a special
vanishing point positioned

SCALE: 1 UNIT = 1/2° (2 UNITS = 17 v
HORIZON LINE {EYE LEVEL) = 5 o li'leeg.n.e owebeateon
lime. In this instance, the

corridor represents a
&-foot height moving back
in space. We know that
the second figure, drawn
within this corridor, is 6

.. feet tall because its height
o A " correspends to the cormidor

of convergence.

Figure 1-152. Sliding the
hetght of the male figure
to the left of right resulis
in no movement fonward
SCALE: 1 UNTT = 1/3° (2 UNTTS = 17} v or backward in space, The
HORIZON LINE (EYE LEVEL) = § adided female figure is
approzimately & feat tall
because she fits into the
horizontal extension of the
&-foor male figure. Daoned
limes indicate horizontal
scaling.
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Figure 1-153. Anew
corridor of convergence,
4 feet in height, is
established from the VML
on the right using the same
special vanishing point

as the original comidor of
convergence. It should
be noted that a different
special vanishing point
can also be used and will
yield the same results. A
yourng bay who is 4 feet
tall has been added to the
COmpasition.

Figure 1-154. Two more
figures are added 1o

the composition using
herizontal scaling. The nude
man in the foreground is
horizontally scaled from
the original man and is

also 6 feet tall. A crouching
man is horizontally scaled
from the young boy, and
his crouching height is 4
feet tall. You may notice
that his left knee and right
foot extend below the
horizontal scaling lines.

This is because his height is
measured through the head
to the ground plane, and
some of his body extends
in frent of and behind this
point, falling lower and
higher on the picture plane,
respectively.

SCALE: 1 UNIT = 1/2° (2 UNITS = 17}
HORIZON LINE (EYE LEVEL) = §°

AR

SCALE: 1 UNIT = 1/2° (2 UNITS = 1) wa
HORIZON LINE (EYE LEVEL) = §°

el
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Figure 1-155. Any form

that has been correctly

scaled can be used as

a point of reference for

i I . scaling additional forms. In
HORIZOM LINE (EYE LEVEL) = 5 i bl it

: tall crouching man in the

foreground is the origin

i for another 4-foat corridar

of convergence using a

different special vanishing

point A secend 4-foot-tall

young bay is pesitioned

farther back in space

In this new corridor of

convErgence.

Figure 1-158. Another
cormidor of convergence,
" 10 feet tall, is drawn from
thie VML on the left to a new
v Eﬁiiﬂhlﬁﬁ ;ﬁiﬁéﬁiﬂlﬁ- 1) we special vanishing paint. A
tree ks drawn in this comidor
” | of convergence that is
| approximately twice the
k. height of the corridor of
convergence. Contequently,
. * we can determine that the
< — = tree is approximatealy
. == : I{'w or wr z!{ ™ 20 feet tall.
P Z E
" -
] Eﬁ____ ___._L.I"i b h"-.i‘I I /" 1 = 0
¥ b I|' i ..#i i“{:?: e
= y EE I\
- T o e e e S - T LR R J
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GENERAL GUIDELINES FOR SCALING

+ The scaling guide or vertical measuring line/\'ML
{also called the key) originates at the ground line
and moves vertically up the drawing format, It
is perceived as being as far forward as possible,
directly on the picture plane, and it reflects actual
measurable heights (Figure 1-157),

» All scaling makes direct or indirect reference to
this VML or key.

« A higher eyve level should be placed nearer the top
of your drawing format; a lower eve level should be
placed nearer the bottom of vour drawing format.

= Scaling can occur diagonally either forward or
backward, indicating that the depicted object is
closer to or farther from the picture plane—this
calls for the use of 5VPs to establish corridors
of convergence (Figure 1-158), Scaling can also
occur vertically or horizontally, indicating move-
ment up or down or sideways rather than forward
or backward in space—this does not call for the
use of 5V Ps because there is no size change when
scaling vertically or horizontally. Think of stacking
one form on top of another or sliding it from left

to right. It does not change in its apparent size but
rather simply moves up and down or side to side
(see Figure 1-154).

Special vanishing points (5VPs), which are used
1o establish corridors of convergence for aceurate
scale, can be placed anywhere on the horizon

line, including placement on an extension of the
harizon line or beyond the drawing surface, There
is no limit to the number of SV Ps you can use (see
Figure 1-155).

Any form that is accurately scaled from the origi-
nal VML or key can then be used to scale addi-
tional forms (see Figure 1-156).

When applying scaling, identify first where you
want the point of contact with the ground plane for
the object or figure, and scale up from this point
of contact, which is called the baseline. In this
weay, what you draw will be firmly planted on the
ground plane. If you wish to make a form appear
to float abeve the ground plane or position it on an
elevated surface, you would simply apply vertical
scaling (Figure 1-159),

SCALE: 1 UNIT = 102° (2 UNITS = 1) s
HORIZOM LINE (EYE LEVEL) = 5"

Figure 1-157. This drawing

shows another example of

| a scaling environment with
a 5-foot horizon lingfeye

| level There are two vertical

| meadring lines, both
reflecting the same scale of
o units equaling 1 foot.
Only one VML is necessary,
but having one on both
sides of the drawing surface
allews more flexibility

i in drawing corridars of

- -
Eﬂl'l'-'Engﬂ(E'.
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+ Ifusing vanishing points (which are necessary if
you are attempting to draw any cubic-based objects
like houses or walls or tables or chairs), the farther
apart your vanishing points are, the farther away
you are symbolically placing the viewer from the
picture plane. This generally ereates a more real-
istic or naturalistic viewpoint and is less dramatic
than il the viewer is positioned close to the picture
plane, indicated by vanishing points that are closer
together (Figure 1-160).

« You may use multiple sets of vanishing points (VPL
and VPR) to reflect various rotations or positions of
things drawn in perspective as long as each set re-
mains the same distance apart on the horizon line. Figure 1-158. Student work. Donald Barkhouse 11, Scaling farward

from one of the background figures will yield the same results as

scaling back from ane of the foreground figures. Scaling works in
either difection to determing the accurate size of forms moved to
various positions in the illusionistic space.

+ Do not draw anything below the ground line because
this suggests that you are drawing things that are
seen in front of the picture plane rather than through

. = e r— o — = -—— -1 ———= S — —

e

e

Figure 1-155. Lucas van Leyden, Dutch, 1494-1538, Ecce Harna, 1510, Engraving; first statis, Sheet: 1136 = 17" inches

(28.9 % 456 cmi). Harris Brisbane Dick Fund, 1927 (27,54 4). The Metropelitan Museum of Art, New York, Image copyright © The
Metropolitan Museum of Artfart Resource, WY, Van Leyden'’s mastery of spatial illusion is evident in this exploration of one-
point perspective and scaling techniques. The height of every structure and every iigure can be determined based on their
refationship to the predetermined height of a figure or vertical structure in the foreground, When placing figures or forms

on elevated surfaces, you must account for the height of the surface onwhich the figures are placed. Scaling can be used to
determine the height of anything, including archivectural structures,
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Figure 1-160. The bailding
added to this drawing was
drawn using vanishing
points left and right (VPL
and VPR, All construction
lines and ather labeling
hawve bien deleted 1o
Hlusstrate the full effect

of scaling, The building

is approximately 13 feet
tall, and the dooreay s
appraximately 7Y: feet tall,

D e — e e e

and on the ather side of the picture plane. Any form
whose height extends below the ground line would
consequently be cropped at the ground line.

Creating an Effective Still Life

Still lifes are generally considered to be an effective
subject for introducing and reinforcing the processes,
methods, and techniques of drawing that are based
on direct observation. In examining what constitutes
a good still life, a variety of considerations are taken
into account.

You will probably be drawing from still lifes of
some kind in your introductory drawing courses. And
still lifes may be something that you continue to pur-
sue in more advanced work. In introductory draw-
ing courses, you will most likely be drawing from sill
lifes that your instructor sets up. However, homework
assipnments that require a still-life arrangement or
an individual interest in the genre of still life warrant
some discussion about what to consider in setting up
and lighting a still life from which to draw.

WHAT KINDS OF OBJECTS
SHOULD BE INCLUDED?

While nearly any object that one can see is potentially
a good subject for drawing, vour instructors will gen-
erally consider the level of the drawing course and the

specific ideas being focused on in setting up a class-
room still life.

For introductory-level course work, it is impor-
tant to begin with objects that are somewhat limited
in their complexity, allewing you te build your skills
in eye-hand coordination and to develop more con-
fidence before tackling more complicated objects. It
is also wise to utilize a variety of kinds of objects as
they provide different characteristics that encourage
the development of different skills. While not all pos-
sible still-life subjects are casily categorized, there are
three basic categories under which many objects fall.
When possible and when appropriate to the focus of
a particular drawing session or assignment, you are
encouraged to use elements from all three categories
when setting up your still life (Figure 1-161).

Regular Forms

First is what is referred to as regular or symmetrical
forms that are typically human-made or mechani-
cal in nalure and are somewhat predictable in their
structure. Although not always strictly symmetrieal,
regular forms often require more careful analysis to
capture a sense of the familiarity and function of the
object. Their relationship 1o or basis in geometric sol-
ids (cubes, spheres, eylinders, cones, wedges, e1c.) is
typically more apparent than in irregular forms, Ex-
amples include bottles, vases, tools, utensils, shoes,



hats, and a wide variety of objects that can be found
in mast households (Figure 1-162). The advantages
of including regular forms in a still life {(with con-
sideration for degrees of complexity) are numerous.
They provide ample opportunities for you to utilize
axis lines around which to guide the construction of
symmetrical or nearly symmetrical objects, they of-
ten provide ellipses (circles seen in perspective) that
require repeated freehand drawing experiences to
gain proficiency, they provide opportunities to draw
regular or predictable curves and contours freehand
{without the aid of mechanical guides or templates),
and they remain constant in appearance over an ex-
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tended period of time without decaying or shriveling
or changing in appearance dramatically.

Irregular Forms

Second is what is referred to as irregular or natural
forms that are typically organic or derived from na-
ture. Irregular forms range from extremely simple
abjects, symmetrical or nearly symmetrical, to highly
complex objects with or without apparent predict-
ability or formal organization, Their relationship te
geometric solids may be clear and direct (an orange
or an apple is clearly spherical) or may be vague ar
lacking entirely (the tangled mass of roots found in

Figure 1-161, Student work, Maryann
Davidson. In résponse to a homework
assignment, this still life incorporates
regular forms (candlestick and pitcher),
irregular forms (fruits and vegetables),
and the cubic form upon which the
candlestick rests.

Figure 1-162. Student work. Lea (Maomi)

f 7 Antonio. This linear still life focuses primariky
1 il on regular farms such as the wine bamle,
i the pitcher, the wine glass, the teapot,
. L P . and the coffee cup, These forms provide
T ' ' ““‘n] geod opportunities to explote transparent
i (— \ construction, which is evident in the drawing.
g, L i
g _‘__,./ £ A
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a root ball is difficult to associate with a geometric
solid). Examples include the entire range of fruits and
vegetables and any other forms found in nature, from
driftwood to bugs to boulders 1o trees 1o all variations
of plant and animal life (Figure 1-163). Animal skulls
and other skeletal parts provide an especially rich and
interesting resource for drawing. Although some of
these natural objects may have an element of sym-
metry or near symmetry, they are still distinet from
regular forms in their natural origins.

The advantages of including irregular forms in a
still life (again with consideration for degrees of com-

plexity) are multiple. They discourage you from styl-
izing or simplifying information, as this will render
them much less convincing: they provide a rich re-
source for line variation and tonal structure because
of their infinite range of edge and surface character;
and yvou can physically manipulate them for wvari-
ety and interest in a way that regular or mechanical
forms often cannot be manipulated. You can slice an
apple, peel an orange, break off cloves from a garlic
bulb, partially peel a banana, snap a twig in two, and
generally observe and record changes in many natural
forms over a relatively short period of time as they de-
cay or dry or mold or shrivel.

Cubic Forms

Third is what is referred to as cubic-based forms that
are generally composed of primarily flat planes and
straight edges. Cubic forms include any kind of box or
bexlike structure, such as a book, and any object that
is composed primarily of flat planes (Figure 1-164).
While they can provide surfaces upon which to place
other objects, varying the height of different abjects
in your still life and creating object relationships, they
most importantly provide you with drawing experi-
ences that test your knowledge of basic perspective
principles such as convergence, diminution, and con-
sistent eye level.

ADDITIONAL CONSIDERATIONS
FOR STILL LIFES

How a still life is lit is extremely important. Adequate
lighting. both on the still life and on the drawing sur-
face, is important in order for you to be able to see
information without visual confusion or eyestrain.
When exploring line variation or value structure or any
other concern that relates to tonal structure, it is im-
portant as a beginning drawer to keep the light source
as singular as possible. A consistent light source, not
oo strong or weak, is most effective in defining and
revealing volume and dimension. While experimenta-
tion with different locations of the light source is ad-
visable—overhead, side lighting, under lighting—and
helps you to understand the significance of directional

lighting, a singular and raking light source is generally
best for object definition,

Raking light was addressed earlier in this chap-
ter in relation to texture. To further explore raking
light in relation 10 a three-dimensional object, try

Figure 1-163. Student work. Jubenal Rednguez. An animal skull provides an
interesting oppartunity to explore wregular fgrms i a stll life, The addition
of the cubic form coversd with stiped fabric creates a simple yet challenging
range of subjects for explonng proportion. contour, perspective, valug
structure, and more.
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Figure 1-164. Student
work. Jeff VandenBerg.
This still life focuses almost
exclusively on cubsic
forms. A combination of
careful sighting and an
understanding of two-point
perspective is required

to achieve the accuracy
evident in this study of
boxes and box flaps ina
variety of positions.

the following informative experiment. You will need
a clip-on light with an indeor flocdlight bulb and a
three-dimensional object that ideally has some surface
variation. First, shine the light directly on the object
from the front (from where you stand) and notice
how the light source does not reveal much or any di-
mension. Value structure is limited. Next, begin to
mave the light source over to one side or the other, or
move it up or down so that the light angles or rakes
across the surface of the object. You will observe that
with raking light, far more information is revealed
and the true character of the object becomes more
apparent.

Placing your still life on a white or light-colored
cloth or sheet helps to enhance reflected light, which
plays an important role in helping to describe and de-
fine volume. Because reflected light can easily elude
you in your early investigations of tonal structure, it
is helpful to make it easily visible. Striped cloth can
also add some pattern and interest to a still life. In-
corporating drapery with folds into a still life not anly
provides options for more complex and unified com-
positions but also provides an element of softness as
well as additional opportunities to explore line work
and tonal structure.

In addressing a still life, whether in class or as a
homework assignment, make sure you ground the ob-
jects you are deawing by clearly indicating the surface
upon which the objects rest. Table edges can be shown
in their entirety or can be cropped by the edges of the
drawing format, In addition to grounding objects,

showing the surface upon which objects rest provides
another visual element for breaking up space and en-
hancing compesitional interest.

THE MEANING OF STILL-LIFE OBJECTS

An apple is just an apple—or is it? A variety of still-life
objects, including an apple, provide you with oppor-
tunities to draw different kinds of shapes, objects, and
textures, and these can range from simple to complex.
But it is not just the visual characteristics of these ob-
jects that are significant, There is also the potential for
reading the objects and their interaction with other
objects as symbolic or associative, communicating
meaning that extends beyond the literal meaning. So
yes, an apple can just be an apple. But it can also be a
symbuol for abstract ideas or concepts, conveying more
than simply “what it is”

Some symbolic forms or objects are more readily
recognized and easily understood, while others are
more obscure or have the potential for multiple mean-
ings. For example, some obvious symbols in Ameri-
can political culture include the donkey as a symbol
for the Democratic Party, the elephant as a symbol for
the Republican Party, the eagle as a symbol for Amer-
ican strength and freedom, and the flag as a symbol
for the United States of America. It should be noted,
however, that outside of the world of politics, don-
keys, elephants, and eagles all carry other potential
symbolic content.

Other symbols that we encounter every day are
meant to have more universal meaning and are not



Figure 1-165. Student work, Phil Scally. The bird in this
mized-media drawing carres symbolic meaning thatis
emphasized by the fact that the man clutching the bird
begins to sprout feathers on his body and books fearfully
berhind him, The bird may be a crow or a raven, bath of which
have strong symbolic assodiations that vary depending upon
the culture or tradition from which the symbolism is derived,

intended 1o be read as anything other than what they
are—symbols. These symbaols provide no real poten-
tial to shift back and forth from a literal meaning to
a symbolic meaning. They simply mean what they
mean. Some examples of universal symbols include
the symbols that mark restroom doors indicating that
they are for men or for women or are unisex, the sym-
bol for handicap accessibility, the symbol for biohaz-
ardous waste, the symbaol for radiation or radicactive
materials, the symbol for recycling, the no-smoking
symbol, and numerous symbols found in airports and
along highways to assist people traveling in countrics
where they do not read or speak the language.

Different cultures or thought systems often assign
different and varied symbaolic meaning to the same
object or shape or color. For example, the color white
is often associated with purity and is worn at baptisms
and weddings in many Western cultures, but in some
Eastern cultures, white is the color for mourning and
funerals, while red is the color associated with mar-
riage. An apple can symbolize knowledge or wisdom
{as can an open book), while in Christian symbology,
the apple symbolizes temptation. Animals in general
have many varied symbolic meanings. In Jungian
thought, animals symbolize the unconscious areas of
the mind, while in broader symbalic terms, dogs as
specific animals symbolize loyalty, domesticity, and
vigilance. A rabbit can symbolize fertility and lust or
timidity. A lion represents power, courage, and nobil-
ity. A lamb represents meekness and purity, while in
Christianity both the lion and the lamb can represent
Christ. Birds are generally seen as a positive symbaol
and can represent flight and freedom from gravity, But
a raven is often seen as a negative symbol, a compan-
ion of the dead (Figure 1-165).

A rose can symbolize beauty and perfection. A red
rose symbolizes romantic love and passion, while a
vellow rose symbalizes friendship. Ivy can represent
dependence and attachment. Water represents life and
is also a symbaol of the unconscious. Flowing or mov-
ing water can represent change (Figure 1-166). A calm
surface on a lake or a sea can carry very different sym-
bolic meaning than a stormy lake or sea, The moon
represents the feminine as well as the realm between
the conscious and the unconscious. The stages of the
maon are also associoted with the stages of human de-
velopment and life. A spider web can represent strength
and resilience or a trap or something o be avoided. A
dark and stormy sky can symibolize impending dan-
ger or wrmoil, A door represents transition and meta-



morphosis, a way to get from one place to another. A
closed door can symbolize secrecy, imprisonment, or
exclusion, while an open door can symbaolize freedom
and discovery. A cube symbaolizes stability and perma-
nence, while a sphere represents perfection and eter-
nity. Rope can symbolize binding and limitation or
freedom, depending upon its context,

Various symbelic properties can be applied 1o just
about anything you can draw. Some symbaolic proper-
ties may be more universally understood, while others
may be specific to a certain culture or religion or my-
thology or historical peried. A symbol’s meaning can
be shifted by the context in which it is found, and this
provides you with an opportunity to assign your own
meaning to something already laden with well-known
symbelic associations. An object with certain sym-
bolic properties can be depicted as broken or decayed,
shifting the symbolic meaning. For example, a wilted
flower can mean something very different than that
same flower alive and thriving. An animal’s symbolic
meaning can be subverted if that animal is depicted as
dead or dying. An empty chair carries different mean-
ing than an occupied chair. An empty vessel can be
interpreted differently than a full vessel. When you
have the apportunity to select your own still-life sub-
jects, consider the conceptual impact of your choices
(Figure 1-167).

How a composition is lit also has the potential to
change the meaning since different qualities of light
also carry symbaolic significance. A drawing of a still
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Figure 1-166, Student
work, Jamie Combs. Water
functions symbolically

in this drawing of two
women attempting to

fill containers with water
using only their hands as
thie water slips between
thieir Angers. There is also
symbaolism in the activity
depicted, which seems to
be an exercise in futility,

Figure 1-167. Swdent work, Jessica Serfass. This drawing
appropriates the work of Michelangelo, showing the Delphic
Sibyl consulting her prophetic scroll, Motice the hourglass
and the small figure of a rider on a horse, derived from The
Four Horsemen of the Apacalypse by Albrecht Durer. Both the
hourglass and the horse and rider make reference to the
passing of time and imminent death. The man on the leftisa
contempararny version of Father Time,
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life or a room interior or a landscape or a cityscape
that is dominated by dramatic dark tones and long,
deep shadows conveys a very different mood than that
same subject deawn with soft, uniform light. The view-
point taken in a drawing carries symbolic significance
as well. A figure viewed from a very low eye level, tow-
ering over the viewer, places the viewer in a submis-
sive position with the figure in a dominant position.
This same figure, if drawn from a high eye level with
the viewer looking down on the figure, places the fig-
ure in a more submissive position and the viewer in a
more dominant position. These differences carry sym-
bolic or conceptual potential {Figure 1-168),

USING PHOTOGRAPHIC REFERENCES

Artists use photographs as reference for their work for
a variety of reasons. They may have a specific interest

in photorealism, which explores the impact of the cam-
era and photography on the way images are recorded,
Many artists use photographs to capture information
that may change over time or to capture a fleeting light
source. Artists may use photographs as a rapid substi-
tute for sketching to record something that they will not
have access to in the future. Artists use photographs to
document figures or models that they want to draw or
paint. This may be because they have limited access to
the model, the pose is too difficult for the model to hold
for any length of time, or they can't afford to pay the
model for extended modeling sessions. Photographs
may be taken 1o record detailed information. Artists use
photographs as a reference for many different reasons.
A photograph is not particularly useful as a ref-
erence tool if it is a bad photograph, and there are a
variety of ways that a phatograph can be bad. It can

Figure 1-168. Stephen Halke, Amencan, A Marter of Will, 2000, Charcoal on pagrern, 25.5 < 36 inches. Courtesy of the artist.
Thas drawang reguires the viever to consider a number of elements. It appears 1o be nighttime. Does the Nght come from the
moon of from another sousce? 1s the man dead, injured, or sleeping? What is the lion's intention? Is he protecting the man,
disturbed by the man's plesende, of prepadning to attack the man? What does the lion's hody language and expression canvey?
How does the title of the work influence your understanding of the drawing?



be poorly focused (which makes it very difficult to
discern any detail information), everexposed (which
washes out information in areas of light), or under-
exposed (which washes out information in areas of
shadow). Both overexposure and underexposure limit
the tonal range in a photograph,

Many students become overly dependent on a
photo they are using as a reference, attempting to
duplicate every aspect of the photo, even a photo of
poor quality. There is often evidence of a flash, cast-
ing flat, dark shadows on surfaces near the subjects
and washing the forms in light, which ultimately flat-
tens the volume. Poorly exposed photos often result in
drawings with washed-out areas of light or flat areas of
shadow and a degree of flatness that is characteristic
of amateur photographs. If a color photograph is be-
ing used as reference for a black-and-white drawing,
there is the challenge of translating color into a full
tonal range.

When using photographs as reference, it is impor-
tant to consider the ways in which elements drawn
from photo references relate to elements drawn from
direct observation. Ideally you want all the elements in
your drawing to wark well together, and this requires
that you are attentive to the potential differences be-
tween photographic and directly observed references.
If, for example, photo-based references have a differ-
ent light seurce than what you are drawing from direct
observation, conflict will oceur. Photographs also have
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a tendency to flatten information, and you may have
to work especially hard to create a uniform illusion of
volume in your drawing when combining actual and
pheto-based references. You may alse find the Inter-
net especially seductive in terms of reference images,
but more often than not, images downloaded from the
Internet are not very useful for providing any refined
or detailed information, either because they are too
small or because the resolution is poor. The image
may look clear and detailed on the computer moni-
tor, but printing it will reveal its relative usefulness as
a resource, You also have to be sensitive to issues of
copyright when using the computer as a resource for
visual references.

Ultimately you have the most contral if you take
your own reference photos when necessary. It is im-
portant to have some basic skills in photography with
respect to lighting, exposures, and depth of field or
focusing, even when using a digital camera. Digital
cameras should be set to record the highest quality
image in terms of size and resolution. It is helpful to
take different exposures to capture light and shadow,
and it is also helpful to take detail shots of more com-
plex objects. If the photo is only intended to serve as
a general guide for size and placement of objects and
information and is not serving as reference for tonal
structure, you can use a flash. Photographic references
can be very useful and helpful, but their character and
quality need to be taken into account.
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Spatial Thinking
and Visualization
THE ESSENTIAL PRINCIPLES OF PERSPECTIVE DRAWING

tive (Figure 2-2), which is based on perception and
observation of forms in space and is a more intuitive
exploration of perspective theory. Frechand perspee-

An Introduction to Perspective
WHAT IS PERSPECTIVE?

two-dimensional illusion of a three-dimensional

subjeet or three-dimensional space. Information,
whether observed (empirically based) or imagined
(theoretically based). is translated into a language or
system that allows three-dimensional forms and space
to be illusionistically represented on a two-dimensional
surface,

Although Brunelleschi is credited with the dis-
covery or creation of perspective theory during the
Renaissance in ltaly, it is Albrecht Diirer, a German
artist, who is best known for his exploration of per-
spective theory, and his prints and drawings illustrate
this theory.

Pcrspcctivt drawing is a system for creating a

DIFFERENT TYPES OF PERSPECTIVE

Perspective theory is often scparated into two parts—
technical or mechanical perspective (Figure 2-1),
which is based on systems and geometry and is the
primary focus of this chapter, and freehand perspee-

Figure 2-1. Mate Heuer,
American, Bath, 2006.
Graphite on paper,

30 » 44 inches. Courtesy
of the artist. This bwo-point
perspective drawing, done
from imagination, explores
a wide variety of technical
PEFSPECTE Droceiied,
including two-point

cube construction. cube
multiplication, inclined
planes, meaiuring lines,
and miore.

tive relies 1o a significant degree on the process of
sighting to judge the rate of convergence, depth, angle,
and so0 on.

Technical or mechanical perspective utilizes draft-
ing tools such as T-squares, compasses, and triangles,
while freehand perspective generally explores perspec-
tive principles without the use of technical toals. While
it is useful to study perspective in its most precise form
with the aid of drafting tools and a simple straight-
edge, it is also useful to explore these same principles
in a purely frechand fashion, which allows for a more
relaxed application.

In studying perspective, it also becomes impor-
tant to make a distinction between linear perspec-
tive and atmospheric perspective. Linear perspective
addresses how the shapes, edges, and sizes of objects
change in appearance when seen at different posi-
tions relative to the observer—off 1o one side or the
other of the observer, directly in front of the observer,
close to the observer, far from the observer, above the
observer, below the observer, and any number of in-
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Figure 2-2, Student work.
Laurd Gajevsski, The rural
setting represented in this
drawing provides a great
wvisual resource for freehand
investigation of one- and
twao-paint perspective as well
a5 avmospheric perspective.

finite variations (Figure 2-3). Atmospheric perspee-
tive describes other characteristics seen in objects that
are some distance from the observer. A veil of atmo-
spheric haze affects and decreases clarity, contrast, de-
tail, color, and so on. Atmospheric perspective, which
is not mathematically or geometrically based, is a
powerful complement to linear perspective, and when
used together the illusion of three-dimensionality and
space can be powerful (Figure 2-4).

This chapter focuses primarily on linear and tech-
nical perspective and their emphasis on changes

Figure 2-3. Student work. Aaron Rossell, This gridded
drawing explores nine different views of an interior space,
Although the perspective is accurate, each drawing relies on
atilved horizon line, creating a sense of disorientation,

Figure 2-4, Student work, Minnesata State University-
Moorhead. Steve Nowatzki. Two-point perspective and
atmospheric perspective combine to emphasize dimension
and space in this drawing of two chairs that seem to be in
conversation with each other, Motice that the more distant
chair is depicted with much less detail and tonal contrast
thain the chair in the fereground is,
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in apparent size as a foundation for understanding
and exploring freehand perspective. Understanding
perspective is critical in developing the skill of visu-
alization, which is the process of constructing an il-
lusionistic image of a subject that cannot be or is not
drawn by direct observation (Figure 2-5). It is based
on theoretical circumstances, allowing ene to con-
struct a form based on imagination, without the sup-
port of direct observation.

BASIC PRINCIPLES
OF LINEAR PERSPECTIVE

There are a number of different methods for drawing

in perspective, which becomes readily apparent in

paging through the wide range of books that address

the subject. All of the methods, however, assume some

shared principles:

= A perspective drawing creates the illusion of real-
ity by relating the observer ar viewer, the picture
plane, and the object or objects being drawn.

The observer or viewer is in a fixed position and
sees with one eye, like a camera. The position of the
viewer, or the viewer’s eye, is called the station point.

The surface an which the drawing is made is called
the picture plane and is assumed to be an imagi-
nary plane placed between the observer or viewer
and the object(s) observed. It is perpendicular to
the abserver’s line of sight.

The horizon is assumed to be at an infinite distance
from the observer, so that parallel lines meet or
converge at the horizon and abjects on the horizon
appear to be points. These points of convergence
are called vanishing points.

Objects drawn in perspective are reduced to lines,
representing edges and planes. These are then
observed for degrees of diminution (how the lines
and planes diminish as they recede in space).

The eube is the most basic form in perspective, hav-
ing uniform height, width, and depth, and it is used
as a perspective unit to measure height, width, and

Figure 2-5. Kiel Johnson, American, Ship Up or Shape Out, 2006, Graphite and ink on paper, 76 « 48 inches, Courtesy of
Hyperbolestudios com. This highly inventive drawing depicts an absurdly dense and crowded waterfront area with security
Camieras keeping careful watch, Although the image suggests a flurry of activity, a human being is nat to be found anywhers,
Johnsoms strang understanding of perspective allows him to create this scenario purely from imagination and to take liberties
with expressive distontions of perspective principles.



depth concurrently. In theory, the perspective cube
can be multiplied and divided into any combination
of height, width, and depth to provide an underly-
ing structure for drawing any object.

PERSPECTIVE AND SIGHTING

It is interesting to note the relationship between per-
spective principle and theory and the practice of sight-
ing, which is discussed in depth in Chapter One. While
the strict application of perspective can result in a con-
vincingly illusionistic depiction of three-dimensional
forms in space, the careful application of sighting
technigques can result in an equally convincing depic-
tion (Figure 2-6). Sighting techniques generally have
more relevance than technical perspective when deal-
ing with forms that are less apparent in their relation-
ship to geometric solids, such as the human figure,
Technical perspective is more applicable when deal-
ing with forms whose relationship to geometric solids
is more apparent—buildings, architectural structures,
furniture, and other forms that are obvious variations
on a basic cubic structure.

There are some clear parallels between perspec-
tive methods and sighting methods, with perspective
methads based on a more technical approach, and
sighting methods based on a more freehand approach.
Devices that aid in checking the relative size and posi-
tion of the parts of a subject or multiple subjects help
tie together what the artist sees (visual perspective)
with the theories of linear or technical perspective.

+ The concept of diminution and scaling methods in
linear or technical perspective are roughly equiva-
lent to sighting techniques for determining relative
proportions (visual perspective).

+ The location of vanishing points along the horizan
line and degrees of foreshortening and conver-
gence in linear or technical perspective are roughly
equivalent to the process of sighting for angles in
relation to the fixed elements of verticals and hori-
zontals (visual perspective).

LIMITATIONS OF LINEAR PERSPECTIVE

Although the principles of perspective are based on
precise geometric and mathematical systems, perspec-
tive is a system with limitations. It is important to ree-
ognize these limitations when exploring perspective:

= A fixed viewing position or fixed position of the
head is implied in perspective, even though in
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actuality, we typically move our viewing position
and/or our head in any number of directions when
observing the world around us.

+ The application of perspective principles yields an
image that is based on monocular rather than bin-
ocular vision. Monocular vision means that we are
observing the world through one eye only, while
binocular vision means that we are abserving the
world through two eyes simultanecusly.

» There are boundaries or limitations of the pleture
plane in perspective that are not a part of actual
observation of the world around us. One example
is the cone of vision. When approaching these

Figure 2-6. Student work. Scott Luce, In this study fora
hemework assignment, students were instrected to draw a
two-point perspective view of their living environment using
only sighting to discowver angles, rates of convergence, and
pmuar:io-mt relationships,
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boundaries in a perspective drawing, distortions
will begin to occur in the resulting drawing. But in
actual observation, we are able 1o make perceptual
adjustments that correct these distortions.

In perspective drawings, the horizon line is ideal-
ized in that it is always parallel to the ground line
ar ground plane, which we know is not always the
case in the real world.

= There are some distortions that occur in the ap-
plication of perspective principles that do not
coincide with the real world. For example, using
strict perspective techniques in a drawing for du-
plicating a precise cube as it recedes spatially will
eventually result in a cubelike form that no longer
describes a precise cube. The degree of error in-
creases as the duplicate cubes move farther away
from the original cube upon which the duplica-
tion is based.

Being aware of some of the limitations from the
outset allows vou, as a student of perspective, to make
adjustments at vour discretion, Even with the limita-
tions of the system, an understanding of perspective
and its most basic principles is vital to spatial thinking
and the ability to visualize spatially. Experience sug-
gests that, without an understanding of perspective,
this ability to think and visualize spatially is one of the
most difficult things for a student of drawing to ac-
complish successfully.

RECOMMENDED SEQUENCING
FOR MAXIMUM COMPREHENSION

In understanding perspective processes and their ap-
plications, each new technigue or concept introduced
typically builds upon technigues and concepts already
presemted. A broad and working knowledge of per-
spective requires comprehension of one skill before
moving on to the next skill. For example, il you do
not understand cube muliiplication processes, you
will not be able to explore with success the process of
transparent construction. If you do not understand
ellipse construction, you will be unable to eifectively
represent various geometric solids. If vou do not un-
derstand the scaling process. vou will be unable 1o ex-
plore muliple forms in their correct size relationship
to each other.

To faciltate case of comprehension, the follow-
ing list is given as supgesied sequencing for studying
perspective processes and concepts. Although some

argument can be made for variations in the sequenc-
ing, experience suggests that studying information
in this particular order will facilitate more effective
comprehension.

« What is perspective?

» Review of materials list

= Perspective terminology and definitions

» One-point cube construction

« Two-point cube construction (estimation of depth)

Estimating cube depth in two-point perspective
One-point gridded ground plane

= Two-point gridded ground plane using measuring
line, “fencepost,” and converging diagonals methods

« Scaling methods for cubes and other forms (see
Chapters One and Two)

» Multiple and sliding sets of vanishing points

= Cube multiplication using the “fencepost” method
and the measuring line method

+ Cube division using the “X"ing method and the
measuring line method

= Ellipse construction in relation to cubes
« Precise 30°/60° cube construction

« Precise 45°%/45° cube construction (center and off-
center)

= Alternatives for constructing a 45%/45° cube

« 30%60° gridded ground plane

« 45°/45" gridded ground plane

+ Measuring lines for regular (equal) and irregular
(unequal) cube division

«+ Inclined planes, including stairways, rooftops, and
box flaps

= Geometric solids derived from cubes and ellipses

= Transparenl construction based on geometric
solids

« Three-point perspective made simple

SUGGESTIONS FOR EFFECTIVE
PERSPECTIVE DRAWING

Before beginning initial exercises in perspective draw-
ing, it is wise to consider some suggestions that are
broadly applicable 1o all perspective drawings and are
imtended to facilitate the making as well as the reading
of & perspective drawing.



Determining the Variable Elements

of Perspective Drawing

On each drawing a key should be provided that in-
dicates information that remains fixed or constant
in that particular drawing and provides a means of
checking the accuracy of the drawing (Figure 2-7).
Three elements must be indicated in the key—scale,
eye level, and station point—with a fourth optional
element, the size of the key cube or “mother cube,”
which should accurately reflect the scale used in the
drawing. All four of these elements are variables to
be determined by the artist at the outset of a draw-
ing. Once these variables are determined, which in
turn establishes the perspective environment, they
must remain constant for that particular drawing. In
the following review of these elements, we will elabo-
rate on definitions given in the section on perspec-
tive terminology.

Regarding scale, if you are drawing on a standard
picce of 187 » 24" paper, and you wish to explore forms
that relate to human scale, then a scale of 1" = 1" is quite
convenient, If, however, you wish to explore forms that
are well beyond human scale, such as large buildings
or skyscrapers or airplanes or space stations, your scale
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must reflect this. In this case, 1 inch could equal 10 feet
or more, Scale is a variable determined by you.

Regarding eye level (EL), if you wish to explore
a worms-eye view or a relatively low eye level, then
place your eye-level line closer to the bottom of the
page to accommeodate this viewpoint, If you wish to
explore a bird's-eye view or a relatively high eye level,
then place your eye-level line closer to the top of the
page to accommodate this viewpoint. You may even
choose to place your eye-level line beyond the con-
fines of the drawing surface.

Establishing the height of the eye-level line in your
drawing requires that you place your ground line
(GL) appropriately. The ground line represents or
symbolizes the intersection of the picture plane and
the ground plane, If, for example, you wish to work
with an eye level of 6 feet in your drawing, and you
have determined a scale of 1" = 1°, then place your
ground line & inches below the eye-level line to effec-
tively establish the height of the eye level.

Station point (SP) indicates how close to or far
from the picture plane the viewer is positioned. This
is important information because the proximity of the
viewer to the picture plane determines, in part, how

Figure 2-7, A perspective
environment shown
here is ready to receive

a perspective drawing.

vanishing points (indicating
station point), eye level or
horizon line, ground line,
cone of wision, and units

fav
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forms will appear. Like the other three elements, the
station point cannot be moved or adjusted during the
construction of a drawing.

Assuming that a cubes position does not change
and s relationship to the picture plane does not
change, how that cube appears in a perspective draw-
ing is different if the viewer is very near to the pic-
ture plane than if the viewer is farther away from the
picture plane. For example, imagine a cube resting on
the ground plane. With the viewer positioned near the
picture plane, more of the top face of the cube is vis-
ible than if the viewer is positioned farther from the
picture plane {Figure 2-8).

The station point, in one-point perspective, is indi-
cated by the distance between the central vanishing
point (CVP) and special vanishing point (SVP) left
or right. For example, with a scale of 1" = 1" and a
desire to place the viewer 6 feet from the picture plane,
vou place an 5VP 6 inches to the left and 6 inches 1o
the right of the CVE The SVP then acts as a guide in
determining the depth of a true cube in one-point per-
spective when seen from a position 6 feet away from
the picture plane.

The station point, in two-point perspective, is in-
dicated by the distance between vanishing point left
(VPL) and vanishing point right (VPR). Half of that
total distance, in relation to the established scale, in-
dicates the station point. For example, with a seale of
1" = 1" and a distance of 18 inches between VPL and
VPR, half of that distance (9 inches) establishes a sta-

tion point of 9 feet. This tells us that for this particular
drawing. the viewer is positioned 9 feet away from the
picture plane. If you wish to place the viewer closer to
or farther from the picture plane, simply move the VPL
and VPR closer together or farther apart accordingly.

The key cube. or “mother cube™ as it is sometimes
called, is an optional element that may be included in
a drawing as a reference point. It reflects the scale in-
dicated in the key of the drawing, and for this reason
the key cube should always be drawn with the leading
edge or leading face in the nearest foreground, resting
on the ground line. In this way we know that the key
cube is in contact with the picture plane, positioned
as far forward as possible, and that its leading edge or
face is a measurable reflection of scale.

Before advancing 1o a more in-depth slud:.' of per-
speclive, it is vital that you have a clear undr:r,u{anding
of these elements and the role they play in determin-
ing the character of a particular perspective drawing.
Without a clear understanding. it is ditficult or impos-

sible to progress to the study of more complex pro-
cesses of perspective drawing.

Keeping Things Simple

In your beginning investigations of perspective, it is
advisable to consider working initially with a stan-
dardized format, While it is important that you un-
derstand the significance of scale, eye level, and station
point and the steps for establishing these variables, it is
beneficial at first 1o standardize them when checking
for accuracy or errors. As understanding increases,
the opportunity to work with different scales, eye lev-
els, and station points reinforces comprehension and
clearly illustrates the impact they have on end results.
However, if extreme scales, eye levels, and station
points are attempted prematurely, confusion and er-
ror usually result.

Figure 2-8. This photograph illustrates how the same cubse
viewned from the same eye level can appear very different
based on the position of the vanishing points, which
indicates the distance of the viewer from the picture plane,
The top image shows the cube viewed from a position
closest to the picture plane, while the middle and bottom
image show the cube viewed fiom farther away.



In the study of technical linear perspective, a de-
gree of accuracy and precision is required. Verticals
must be vertical, horizontals must be horizontal, lines
of convergence must meet at a shared point, and so
on. There are ways to ensure a greater degree of ac-
curacy as a beginner, particularly if you are attempting
to explore technical perspective with a limited num-
ber of tools. Although a T-square and a triangle are
recommended, there are ways to work effectively in
the absence of these tools:

» Warking on nonphoto-blue gridded or graph
paper, which comes in a variety of sizes, provides
visible guidelines for keeping horizontal and verti-
cal lines true without visually interfering with lines
drawn in lead or graphite.

+ Keeping drawing pencils sharpened or working
with a fine lead mechanical pencil will facilitate
crisp and precise lines. Sharp pencils will also
provide a higher degree of consistency and preei-
sion when using a ruler to draw a line between
two points. A dull, fat lead will deposit a line
along a straight-edge differently than a sharp lead
and will make it more difficult to connect two
points accurately.

Using a nonskid ruler will help to ensure that a
carefully placed ruler will remain in place as you
pull your pencil along the length of the ruler. Ifa
cork-backed ruler is not available, placing a strip
of masking or drafting tape along the back of the
ruler will help to prevent sliding. Make sure that
the tape used is narrower than the ruler itself, so
that the tape does not interfere with the true edge
of the ruler.

Ceonstruction lines are an integral part of any per-
spective drawing, although when a more refined
drawing is desired they may be deleted from the
end result. Most exploratory work will include
construction lines as a way of indicating process
and providing a means of checking for inaccuracies
or érrors in process. By decreasing the pressure on
the drawing teol and using harder leads, construc-
tion lines can be kept as delicate as possible to
prevent viseal confusion and everload.

PERSPECTIVE MATERIALS LIST

30"-36" metal T-square, ruled

18" ruler fpru:l’u:r:th]}.r metal)

Drawing pencils—4H, 2H, H, HB, B, 2B, 4B
45° triangle—12" ar 8"
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30°/60* triangle— 12" or 87

Protractor

PFink Pearl erasers

Kneaded erasers

Roll of drafting tape—1%4", %", or 1" (not masking
tape)

Compass with minimum 6" span

Lead sharpener or sanding pad

Pad of gridded or graph paper, nonphoto blue,
11" ¥ 14" or larger

18" X 24" pad of smooth white Bristol drawing
paper

Eraser shield

Drawing board large enough to accommodate
drawing paper {commercial or homemade)

Y dowel stick, 127 long

Viewfinder, 214" X 23", 28" X 31", 2" X 29",
"X 4"

Optional Items

Technical pencil, .5 mm maximum, HE drop lead
Small roll of string

Roll or pad of tracing paper

Drafting brush

Assorted colored pencils (Verithin by Prismacolor)

The Terminology of Perspective

It should be understood that many of these terms will
not be fully comprehended without direct, hands-on
experience with the concept being described. Rather
than an alphabetical arrangement, they are organized
roughly in the order in which they may be encoun-
tered in a progressively in-depth study of perspective
principles.

PRIMARY WORKING TERMINOLOGY

One-point perspective (1-PTh A drawing s in
one-point perspective when one “face” or plane or side
of a cube or cubelike form is parallel to the picture
plane, facing the observer directly. The left and right
sides and the top and the bottom of the cube all con-
verge on a single vanishing point located on the hori-
zon line or eye level. In other words, all edges that are
perpendicular to the picture plane converge on a single
vanishing point, All vertical edges (perpendicular to
the ground plane and p-rr-‘r:“;‘f to the picture ]Jlﬂl'l{:l
are represented as vertical lings in your drawing, with
no evidence of convergence, One-point perspective is
also referred to as parallel perspective.
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Two-point perspective (2-PT) A drawing is in
two-point perspective when ne face or plane or side of
a cube or cubelike form is parallel to the picture plane,
but rather all planes are at an oblique angle to the pic-
ture plane. This means that the front or leading edge
of a cube is closest to the observer or 1o the picture
plane, All vertical edges {perpendicular to the ground
plane and parallel 1o the picture plane) are represented
as vertical lines in vour drawing. with no evidence of
convergence. The top, bottom, and four side planes of
the cube converge on two different vanishing points
located on the horizon line or eve level, Two-point
perspective can be combined with one-point per-
spective. Two-point perspective is also referred to as
oblique perspective.

Eve level (EL): The eve level always represents the
height of the viewer or observer in a perspective draw-
ing. As the height of the artists eve changes (the dif-
ference between sitting or standing), so does the eye
level of the drawing. Eve level is synonymous with
horizon line, which is the place in reality where earth
and sky appear 10 meel. The eve level is an important
reference line in every perspective drawing. The hori-
zon may be blocked from view by tall buildings, or it
can be placed beyond the limits of the page. Regard-
less, in every perspective drawing there exists an eye
level (horizon) that appears as a horizontal line drawn
across the picture plane or across an extension of the
picture plane. The placement of the eve level is a vari-
able determined by you.

Horizon line (HL): In perspective drawing, the
horizon line is synonymous with the eve level.

Scale: Scale is the size of the subject in a drawing
in relation to the actual size of the subject in reality, IF
the scale of a drawing is 17 = 1°, then every 1 inch on
the picture plane represents 1 fool in reality. Seale isa
variable determined by vou.

Station point (5P): The station point is either the
actual or the imagined location of the observer in a
perspective drawing. Based on the assumption in per-
spective that the artist’s position and direction of sight
do not change during the making of the piciure, the
station point cannal be moved during the construc-
tion of a drawing. The station point is a variable de-
termined b vou,

Picture plane (PP): The picture plane is an imagi-
nary, transparent flat surface, infinite in size, on which

the drawing s made. The picture pl:mu is located be-
tween the subject being drawn and the observer. The
drawmg surface {paper) is synonymaous with the pic-

ture plane in perspective theory, representing a por-
tion of the infinite picture plane,

Ground plane (GP): The ground plane is the
surface upon which objects rest. The mast obvious
example of a ground plane would be the surface of
the earth or the actual ground in an exterior space
ar the floor of a room in an interior space,

Ground line (GL): The ground line represents the
intersection of the picture plane and the ground plane.
The ground line is always drawn parallel to the eye
level or horizon line. The measurable distance from
the ground line to the horizon line tells us what the eye
level of the observer is in relation to the scale estab-
lished for the drawing, If the scale is 1" equals 1, then
a measurable distance of 5 inches from the ground line
to the horizen line tells us that the eye level is at 5 feet.

Cone of vision {COV): The cone of vision repre-
sents a limited area that can be clearly seen at any one
time by the observer and remain in focus, It can be vi-
sualized as an imaginary three-dimensional cone with
the vertex of the cone positioned at the station point
or the location of the ebserver. The cone of vision is
represented by a circle that passes through vanishing
points left and right in two-point perspective and spe-
cial vanishing points left and right in one-point per-
spective. Trying to draw objects beyond or outside of
the cone of vision results in pronounced distartion.

Vanishing point (VP): A vanishing point is where
two or more parallel receding lines appear to con-
verge. The vanishing points for all horizontal parallel
receding lines are always located on the eye level or
horizon line.

Central vanishing point (CVP): The central van-
ishing point is the point of convergence (meeting
point} for all lines or edges perpendicular to the pic-
ture plane. A central vanishing point is used in one-
point perspective and is located directly in front of the
observer’s station point, at the intersection of the ob-
server’s line of vision and the eye level (this intersec-
tion forms a 90° or right angle).

Special vanishing peint (SVP): Special vanishing
points are vanishing points that are established for
measuring foreshortenced lines or edges or planes and
for other construction purposes, A special vanishing
point is formed where one or more diagonal measur-
ing lines intersect the eye level or horizon line, There
is no limit 1o the number of SV Ps that may be found
on the eve level/horizon line.

Auxiliary \'ﬂnisl:ing point (AVE): .r"l.l:lxﬂiikl:q* wan-
ishing points are for parallel lines or edges on receding



diagonal or inclined planes, such as angled box flaps
or rooftops or stairways. Auxiliary vanishing points
are never on the eye level, but rather are located at the
appropriate position along a vertical extension of a
vanishing point located on the eye level. This vertical
extension is referred to as a trace line or vertical trace.
AVPs are also sometimes referred to as trace points.

Vanishing point three (VP3): Vanishing point
three is the vanishing point for receding vertical lines
or edges or planes. This occurs only in three-point
perspective, when the observer is positioned at a very
low eye level, looking up (a worms-eye view), or at a
very high eye level, looking down (a bird's-eye view),
which causes the picture plane to tlt.

Measuring line (ML): A measuring line (also
called horizontal measuring line [HML]) is used for
direct scale measurements in a drawing. A measuring
line must be parallel to the picture plane. As an exam-
ple, the ground line can be used as a measuring line.
In one- and two-point perspective, vertical lines in the
drawing can also be used as vertical measuring lines
{VMLs}, as they too are parallel to the picture plane.

Diagonal measuring line (DML): Diagonal mea-
suring lines are used in one-point perspective to de-
termine the actual depth of a true, equal-sided cube
and in one- and two-point perspective to determine
consistent scale for cubes in relation to the key cube
or “mother cube” (scaling). Diagonal measuring lines
always converge at a special vanishing point (SVP) lo-
cated on the eye level/horizon line.

RELATED TERMINOLOGY

The following terms, although not specific to formal
perspective theory, are vital to the understanding of
perspective,

Foreshortening: Foreshortening is the apparent di-
minishing of the length of lines or edges or planes to
create the illusion of depth. Lines ar edges or planes
appear progressively shorter as their angle to the pie-
ture plane increases, Therefore only lines, edges, or
planes that are parallel to the picture plane show their
true or actual length.

Convergence: Lines or edges that in reality are
parallel to each other appear, in perspective, to come
together (converge) or meet as they recede from the
observer toward the horizon line, A classic example of
this is railroad tracks appen ring to converge at a single
vinishing point on the distant horizon line,

Position or base line: The closer an object is to
the viewer on the ground plane, the lower its appar-
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ent position on the drawing paper. Objects lowest
on the page are considered to be closest to us and
in the foreground, followed by objects in the middle
ground and objects in the background. This applics
to objects at or below our eye level; the relationship
is simply reversed for objects above our eye level
(floating).

Owerlap: Overlap is a device that defines which ab-
ject is forward or in front of another. Without utilizing
any other aspect of perspective principles, placing ene
object partially in front of another generates a sense of
depth and spatial order in the picture,

Diminution: Objects and forms appear o be-
come smaller as they recede or move away from the
observer.

ADDITIONAL USEFUL TERMINOLOGY

Convergence: To move toward a commaon point or
toward one another; to come together or meet.

Perpendicular: At a right angle (90°) te a given
line or plane.

Parallel: Extending in the same direction, equally
distant apart and never meeting.

Diagonal: At an angle to a given line or plane.

Vertical: Moving straight up and down.

Horizontal: Moving side to side. level with the
ground plane,

Plane: A flat surface that may be level or may be
tilted.

Square: A rectangle with four equal sides.

Rectangle: A four-sided plane with all right angles
and with opposite sides that are equal in length.

Circle: A closed, curved plane in which every point
is equal distance from a fixed point within the curve.

Ellipse: A circle whose plane is tilted; a circle seen
in perspective; an oval.

Axis: A real or imaginary straight line that goes
through the center of a form.

Cube: A saolid object with six square sides of equal
size.

Pyramid: A solid object with o square base amd
four equal triangular sides that slope toward each
other and meet to form a paint al the wop.

Cylinder: A solid or hollow wbe-shapaed obgect
with straight sides and two equal-size circular endds,

Cone: A form with a flat, circular base and a uni-
formly curved surface that narrows apwand in diam-
eter, finally narrowing o a point.

Sphere: A round, three-dimengional form., like
a ball.

11
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Vessel: A hollow utensil, such as a cup, vase, or
pitcher, used as a container most often for liguids,

Right angle: An angle of 90°,

Acute angle: An angle less than 90°.

Oblique: Having a slanting or sloping direction,
course, or position,

Diameter: A straight line that bisecis a circle inte
two equal halves.

Circumference: The distance around the outer-
maost part of a circle.

Vertex: The point where two lines meet to form
an angle, or the point that is opposite the base of a
shape.

Tangent point: A single point of contact along a
line, touching but not intersecting,

Perspective and Cubes

As mentioned earlier, the cube is the most basic form
in perspective, having uniform height, width, and
depth, and it is used as a perspective unit o measure
height, width, and depth concurrently. In theory, the
perspective cube can be multiplied and divided into
any combination of height, width, and depth to pro-
vide an underlying structure for drawing any object.
Consequently, it is very important that you understand
both freehand and technical construction of cubes as
a foundation for further study of perspective.

—— e e =

CONSTRUCTING A CUBE IN
ONE-POINT PERSPECTIVE

1. Determine what conditions must prevail in order
1o use one-point perspective. One plane or face of
the cube or cubelike form must be parallel to the
picture plane (PP} or plane of vision (Figure 2-9).

2, Establish scale for the drawing (eg. 1" = 1"}

3. Draw the horizon line or eye level (HL/EL). If you
think you want a relatively high eye level, place your
horizon line closer to the top of the page. If you
think you want a relatively low eye level, place your
horizon line closer to the botiom of the page.

4. Locate the central vanishing point (CVP), typi-
cally located in the middle of the horizon line in
one-point perspective.

5. Locate special vanishing points left and right
(SVPL/SVPR). The placement of the SVPL and
SVPR in relation to the CVP is determined by the
chosen location of the station point (SP), which
tells us the distance of the observer from the
picture plane.

For example, if your scale is 1" = 1', and your
SVPL and 5VPR are each located 5 inches from
the CVP, then you are establishing that the sta-
tion point {the position of the observer) is 5 feet
away from the picture plane.

Figure 2-9. This drawing ’/
shioners the process of

CONSIrUCTing & cube in one-
point perspective. ! /




The location of the SVPL and the SVPR is
used in conjunction with a diagonal measuring
line (DML) to determine the actual depth of a
true cube in one-point perspective.

6. Lightly mark horizontal units of measure along
the eye-level line that correspond to the estab-
lished scale.

7. Determine the location of the ground line (GL)
based on a chosen height for the eye level or
horizon line. Place the ground line by measuring
the vertical distance from the horizon line to the
ground line in relation to the established scale.

For example, with a scale of 1" = 1" and a cho-
sen eye level of 4% feet, the ground line would
be drawn 4% inches below the horizon line. The
ground line can be no farther below the horizon
line than the distance between the central vanish-
ing point and SVPL or SWPR without viclating
the cone of vision.

&. Lightly mark vertical units of measure from the
ground line to the horizon line and above that
correspond to the established scale. These can be
used later for applying scaling techniques and are
an abbreviated form of a key cube.

9. Determine the cone of vision (COV) by lightly
drawing a circle whose center is at your CVP and
whose circumference passes through SVPL and
SVPR. The diameter of the cone of vision would
equal the distance between SVPL and SVPR.

The radius of the cone of vision would equal the
distance from the CVP to either SVPL or SVPR.
All cubes must remain within the COV,

10. Draw the front face of a cube (which is an exact
square) on the ground line according to the
desired scale. For example, with a scale of
1" = 1’ and a desired 2-foot cube, the initial cube
face would sit on the ground line and measure
2 inches X 2 inches. Make sure that this initial
square cube face is constructed of true vertical
and horizontal lines that are at right angles to
each ather,

11. Draw a line of convergence from each corner of
the face of the cube to the central vanishing point
(CVP).

12. Extend a diagonal measuring line (DML) from
either bottom corner of the cube face to the op-
posite SVP. The point where the DML intersects
the line of convergence for the base of the cube
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face indicates the true depth of the cube by defin-
ing where the back face of the cube begins to rise
vertically.

13. Using this point of intersection, build the back
face of the cube as an exact square parallel to the
front face of the cube and connecting to all lines
of convergence. Your cube is now complete and
precise. This cube becomes the key cube (K), or
the “mother cube,” which determines the scale
for all subsequent cubes in the drawing.

Mote that all edges parallel to the picture plane or
plane of vision and perpendicular to the ground plane
remain vertical in your drawing. All remaining edges
of the cube converge on the CVE

When drawing multiple cubes, remember to ini-
tially draw all cubes transparently in order to clearly
establish the base of the cube and to help you deter-
mine if any cube is trespassing on any other cube or
accupying the same space on the ground plane (Fig-
ure 2-10).

CONSTRUCTING A CUBE IN TWO-POINT
PERSPECTIVE BASED ON ESTIMATION
OF CUBE DEPTH IN RELATION

TO CUBE HEIGHT

1. Determine what conditions must prevail in order
to justify the use of two-point perspective. No
planes of the cube or cubelike form are parallel to
the picture plane (PP) or the plane of vision. An
edge of the cube {place where two planes meet)
is closest to the picture plane, and this edge is
referred to as the leading edge (Figure 2-11),

2. Establish scale for the drawing (e.g. 1" = 17).

3. Diraw the horizon line or eye level (HL/EL). If
you think you want a relatively high eye level,
place your horizon line closer to the top of the
page. 1f you think you want a relatively low eye
level, place your horizon line closer to the bottom
of the page.

4. Locate the central vanishing point (CVP), typi-
cally located in the middle of the horizon line in
two-point perspective,

5. Locate vanishing points left and right (VPL/
VPR). The placement of the VPL and VPR
in relation to the CVP is determined by the
chosen location of the station point (SP), which
tells us the distance of the observer from the
picture plane.
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Figure 2-10. This drawing I
shows the results of :
stacking and sliding ' 5
traniparently drawn cubes L~
in one-point perspectiveto | 5 y— ¢ — e
create “elevator shafis” Mote | o } \\ P
that corresponding vertical ! R
and horizontal edges of ! EiL/HL VPR
each cube remain constant, | : =
indicating that all cubes are | :
the same size. PrL T
' i I L
71/ [\
| b \
| \
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For example, if your scale is 17 = 1°, and your then equal the distance between VPL and VPR. All
VPL and VPR are each located 5 inches from the cubes must remain within the COV unless adjust-
CVP (10 inches apart total}, then you are estab- ments are made to correct the resulting distortion.
lishing that the station point (the position of the 9. At this point, methods for constructing an
observer) is 5 feet away from the picture plane. exact cube in 30°/60° two-point perspective and
6. Lightly mark herizontal units of measure along 45°/45" two-point perspective can be explored,
the eye-level line that correspond to the estab- and separate instructions are available in Chapter
lished scale. Three. The following additional steps for two-

point cube construction, however, are based on
visual estimation of true cube depth in relation to
the height of the leading edge of the cube. Guide-
lines for accurately estimating the proportions of
a cube are provided below.

7. Determine the location of the ground line (GL)
based on a chosen height for the eye level or
horizon line. Place the ground line by measuring
the vertical distance from the horizon line to the
ground line in relation to the established scale.

For example, withascaleof 1" = 1"and a 10. Draw the leading edge (front edge) of the cube
chosen eye level of 4 feet, the ground line would on the ground line and within the COV. This is
be drawn 4 inches below the horizon line. The a vertical line. The height of the leading edge isa
ground line can be no farther below the horizon random decision unless a specific size is desired.
line than the distance between the central vanish- 11, Extend lines of convergence from the top and
ing point and VPL or VPR without violating the bottom of the leading edge to both VPL and
cone of vision. VPR (four separate lines of convergence). This

&. Lightly mark vertical units of measure from the is a good time to check for distortion if you are

approaching the limits of the cone of vision in
the placement of your leading edge. Distortion
occurs when the angle found at the front base
corner of the cube isless than a 90% or right

ground line to the horizon line and above that
correspond to the established scale. These can be
used later for applying scaling techniques and are
an abbreviated form of a key cube.

Determine the cone of vision (COV) by lightly angle.
drawing a circle whose center is at your CVP and 12, Watch for distertion, and continue building the
whose circumference passes through VPL and cube by estimating the depth of cach foreshort-

VPR The diameter of the cone of vision would encd plane based on the visual clues prmrided_
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Figure 2-11. Constructing
a cube in two-point
perspective invalves an
awareness of the guldelines
for accurately estimating
cube deprth. The dotted
lines indicate an adjustment
0 a cube that was originally
drawn too shallow from

front to back.
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13. In estimating the depth of foreshortened planes,
consider the placement of the cube in relation
to the VPL and VPR. As a cube approaches
the VPL, the rate of convergence and degree of
foreshortening for the lefi-hand plane inerease,
resulting in a visually shortened plane. Con-
versely, the rate of convergence and degree of
foreshortening decrease for the right-hand plane
in relation to its proximity te the VPR, These
relationships simply reverse as a cube approaches
the opposite vanishing point. A cube placed half-
way between VPL and VPR will have two equally
foreshortened planes.

The closer the foreshortened plane of a cube
is to a vanishing point, the shorter its length will
appear visually. The farther away the foreshort-
ened plane of a cube is from a vanishing point,
the longer its length will appear visually.

No receding edge or plane may be greater in
measured length than the length of the leading
edge. In two-point perspective, the leading edge
is always the longest edge of a true cube.

14. When cube depth has been estimated, indicate
by drawing a vertical line between the lines of
convergence drawn from the bottom and top of
the leading edge, Repeat this procedure for both
the right-hand and left-hand planes.

15. From each of these two vertical edges, draw lines
of convergence to the opposite vanishing point
from both the top and the bottom of the vertical
edge. Where these lines of convergence intersect
indicates the location of the back vertical edge of
the cube. Your cube is now complete. This cube
becomes the key cube (K), or the “maother cube,”
which determines the scale for all subsequent
cubes in the drawing.

MNeote that all edges parallel to your plane of vision or
picture plane and perpendicular to the ground plane
remain veriical in your drawing, All remaining edges
converge on either VPL or VPR.

When drawing multiple cubes, remember to ini-
tially draw all cubes transparently in order to clearly
establish the base of the cube and to help you deter-
mine if any cube is trespassing on any other cube (Fig-
ure 2-12}.

ESTIMATING CUBE DEPTH

IN TWO-POINT PERSPECTIVE

In studying cubes in two-point perspective, you can
use precise methods for cube construction as described
in relation to 45%45% and 30%/60° cubes, or, if absolute
precision is not required or desired, you can draw cu-
bic forms based on estimation of cube depth. Follow-
ing are some guidelines for accurately estimating cube
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Figure 2-12, Stacking
transparently drawn cubes
in pwo-point perspective
creates & structure that is
often refermed to a5 “elevator
shafis”even though it can
repoesent any number

of structures from small
scale (a stack of children's
building blocks] to large
scale (a skyscraper or a stack
of shipping cratesh, Note
that corresponding vertical
edges of each cuba remain
constant, indicating that all
cubes are the same size.
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depth and avoiding distortion in a variety of positions
within the perspective environment (see Figure 2-11).

Respecting the Cone of Vision
The cone of vision must be respected to avoid cube
distortion. If a cube’s leading edge falls outside of the
cone of vision, even partially, cube distortion will oc-
cur at the leading corner of the cube. The cube will
appear to be "dropping” too suddenly. or, in the case
of a cube that is positioned above the ground plane
{floating), it will appear to be “rising” too suddenly.
There is a clear way of identifying this kind of dis-
tortion. Very simply, if the leading corner of a cube
measures less than 90°, less than a right angle, it is
distorted. It must measure 90° or greater. Either its
position within the perspective environment needs to
be adjusted, or the vanishing points need to be slid
slightly to adjust the cone of vision and consequently
correct mild distortion.

Proximity to Vanishing Points

Left and Right and Proximity

to the Central Vanishing Point

In estimating the depth of foreshortened planes in a
cube, consider the placement of the cube in relation to
the VPL and VPR, As a cube approaches the VPL, the
rate of convergence and degree of foreshortening for the
leti-hand plane increase, resulting in a visually shorn-
ened plane. Conversely, 1he rate of Convergence and de-
gree o fury whiir tening l:jl..'l.' rease fur the rJH]‘.i-]‘. and FL‘II"!{'

in relation to its proximity to the VPR, These relation-
ships simply reverse as a cube approaches the opposite
vanishing point. A cube placed halfway between VPL
and VPR, directly above or below the central vanishing
point, will have two equally foreshortened planes.

The Leading Edge of a Cube

The closer the foreshortened plane of a cube is to a
vanishing point, the shorter its length will appear vi-
sually. The farther away the foreshortened plane of a
cube is from a vanishing point, the longer its length
will appear visually.

In estimating the length of foreshortened planes
and edges. it is important to note that the leading edge
of a cube is the most forward edge and is a true vertical
unaffected by foreshortening. Because we know that a
cube consists of six ¢qual planes with all edges equal
in length, it follows that no receding edge or plane
may be greater in measured length than the length of
the leading edge. In two-point perspective, the leading
edge is always the longest edge of a true cube,

Using Perspective Grids

A grid, when not seen in perspective, is a series of lines
parallel and perpendicular to one another that indi-
cate units, usually squares, of uniform size. The units
of this grid, when presented in perspective, provide
an accurale reference for the size, scale, placement,
angles, and proportions of various objects,



Perspective grids can serve a number of very useful
purposes, either as a drawn environment in which to
practice constructing a variety of perspective forms,
such as cubes, “elevator shafts” of stacked cubes, el-
lipses in vertical and horizontal planes, geometric
solids derived from cubes, and more, or as a precise
guide when objects andfor spaces to be drawn are
mare elaborate or complex.

Perspective grids can be drawn in one-point or
two-point perspective. In two-point perspective, they
may be based on a foreshortened horizontal square
seen from a 45%/45° view or a 30°/60° view. If less pre-
cision is acceptable, the grid may be based on an es-
timated foreshortened square without relying on the
technical approaches required to create a precise fore-
shortened square. Perspective grids can be enlarged,
multiplied, divided or subdivided, stacked, layered,
and used again and again.

When working with a grid based on a foreshort-
ened square, you will note that as the grid extends
toward the limits of the perspective environment (as
defined by vanishing points left and right and the cone
of vision), distortion is more pronounced. This can
be addressed in advance by adjusting/increasing the
space between vanishing points left and right, effec-
tively enlarging your cone of vision and your working
space as necessary.

CONSTRUCTING A GRIDDED GROUND

PLANE IN ONE-POINT PERSPECTIVE

1. All preliminary information should be established
and drawn, including scale, eye level/horizon line,
ground line, station point, central vanishing point,
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special vanishing points left and right, units of
measure along the horizon line that reflect your
scale, units of measure along a vertical measur-
ing line that reflect your scale, and cone of vision
{Figure 2-13).

2. Construct a one-point cube below the CVP and
within the cone of vision, following the instruc-
tions provided for one-point cube construction
earlier in this chapter. To most fully utilize your
perspective environment, you can position your
cube 5o that it rests on the ground line. Erase all
parts of the cube except the base plane, which
serves as the first foreshortened square in your
gridded plane.

3. Draw a horizontal measuring line (HML) extend-
ing to the lefi and right of the front edge of the
foreshortened square. If the cube base rests on
the ground line, then the ground line functions
as the HML.

4. Mark off increments along the HML that equal
the width of the front edge of the cube base. From
these increments draw lines of convergence back
to the CVE Extend the back edge of the original
cube base to the left and right, creating the back
edge for all foreshortened horizontal squares in
the front row.

5. Draw a diagonal measuring line through the
foreshortened square on the far left or right of the
front row to the opposite special vanishing point.
Remember that the diagonals for all horizental
planes of cubes in a one-point perspective ¢nvi-
ronment will converge on a common point (SVP)
on the herizon line.

| Figure 2-13. Shown here is
e | the process for constructing

L
et 1
| agridded grownd plane
| P | imone-point perspective.

If each section of the grid
represents 1 square foot,

| the ground plane would
measure 9 feet wide by 18
feer deep. The outermost
sguares in the front row of
the grid are outside of the
cone of vision, and distortion
begins to be evident,
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6. Draw a horizontal line through the points where the
diagonal measuring line (DML) intersects each line
of convergence. These horizontal lines define the
depth for each new row of foreshortened horizontal
squares in a one-point gridded ground plane,

By utilizing the DML to the SVPL or SVPR, you
can extend the gridded ground plane all the way to
the horizon line. Note that the width of each square
remains the same in any horizontal row of squares and
that each horizontal row appears shallower from front
to back as it recedes in space. Note that if the grid ex-
tends beyond the cone of vision, distortion will occur.
Using the gridded ground plane as a guide, you can
construct corresponding walls and a ceiling, in effect
constructing a gridded room interior or a gridded box
interior (Figure 2-14).

CONSTRUCTING A GRIDDED GROUND
PLANE IN TWO-POINT PERSPECTIVE

1. All preliminary information should be established
and drawn, including scale, eve level/horizon line,
ground line, station point, central vanishing point.
vanishing points left and right, units of measure
along the horizon line that reflect your scale, units
of measure along a vertical measuring line that
reflect your scale, and cone of vision.

2. Construct a two-point cube below the horizon
line and within the cone of vision, following the
instructions provided for two-point cube con-
struction earlier in this chapter. You may construct

a cube using cube estimation to determine the
height/width/depth relationship, or you may
construct a precise cube using one of the methods
autlined for 45°/45° cube construction or 30°/60°
cube construction in Chapter Three. To maost fully
utilize your perspective environment, you can po-
sition your cube so that its frant or leading corner
touches the ground line. Once it is completed,
erase all parts of the cube except the base plane
and its lines of convergence to VPL and VPR,
which serves as the first foreshortened square in
your two-point gridded ground plane.

At this point, you may develop your grid by employ-
ing cne of three approaches: the measuring line method,
the fencepost methad, or the method that relies on the
fact that all individual squares in the grid have a diago-
nal that converges on a commaon SVP (special vanish-
ing point) located on the horizon line. It is interesting
to note that, although all three methods are legitimate,
each will yield slightly different results. As the grid units
approach the outer limits of the cone of vision and dis-
tortion becomes more pronounced, the differing results
of the three methods become increasingly evident.

To Continue Using the Measuring Line Method

1. Draw a herizontal measuring line (HML) extend-
ing to the left and right of the front ar leading
corner of the foreshortened square. If the leading
corner touches the ground line, then the ground
line functions as the HML (Figure 2-15).

Figure 2-14. A one-point

griddisd Structure can

represent struciures

of various sizes and

dimensions, such as the

interior of a box or a room

interior, If each section of L

\

the geid in this ilfustration
represents 1 square foot, the
stiucture would measure

6 1all % 6" wide * 9" deep,

If each section of the gnd

ripresents 10 square

feet, the stiuctune would

represent dimensions of

L £ NN

607 = 60" = 90
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Bemember that your HML, like your horizon 4. Draw DMLs from each additional increment to

line, can extend infinitely to either side and may
extend beyond the edges of your drawing format if
necessary.

. Mark off equal increments along both sides of the
HML from the point where the leading corner
touches the HML. These increments should be
small enough to accommodate the number of units
in your grid, but large enough to prevent error and

its respective SV established in step 3. Where the
DML intersects the lines of convergence for the
original foreshortened square indicates the depth
of the right and left foreshortened sides of each
additional square or unit in the grid. From these
points of intersection draw lines of convergence to
the left and right ¥Ps to create your E,r':d.

inaccuracy. These increments represent the depth To Continue Using the Fencepost Method
of the foreshortened square (originally the cube 1. Find the center of your foreshortened square

base) and each additional square in the grid.

. From the first increment to the left and right of
the leading corner, draw a diagonal measuring line
{DML) through the back corner of each foreshort-

by drawing two corner-to-corner diagonals and
noting their point of intersection. Draw lines of
convergence through this center point to vanish-
ing points left and right (Figure 2-16).

ened side and extend it to meet the horizon line, 2. Use the fencepost methed for cube multiplication

creating two separate 5V Ps.

as it applies to horizontal planes. Draw a line from

Figure 2-15. Shewn here

LE]

is the construction of a
two-point gridded ground
plane using the (horizontal)
eagurimg line methed. This
ground plane is drawnin a
30°/60° orientation 1o the
picture plane.

&L/ ML

&
&

Figure 2-16. Shown here
is the construction of a
two-point gridded ground
plane using the fencepost
method. The upper

left drawing shows the

L4 fencepost method applied

e vertical plames that ane
not seen in perspective. This
ground plane is drawnina
45%/45° grientation 1o the
picture plane.

aL




120  DRAWING ESSENTIALS

the back of each forward edge through the center
of the oppaosite edge and extend it until it inter-
sects an original line of convergence. Where these
rwo lines intersect indicates the depth of cach
additional grid unit. Repeat this process until you
have the desired grid.

To Continue Using the “Converging

Diagonals” Method

Remember that the front-to-back diagonal for all

aligned horizental planes of cubes in two-point per-

spective will converge, when extended, on a com-

mon point (SVP) on the horizon line. If the cube is a

45%/45" cube, the front-to-back diagonal will converge

on the CVP.

1. Draw the front-to-back diagonal for the foreshort-
ened square and extend it until it meets the ho-
rizon line. This establishes your SVE, the point at
which all front-to-back diagonals will converge in
a two-point gridded ground plane (Figure 2-17).

2. From the left and right corners of the foreshort-
ened square, draw a DML to the SVP established
in step 1. The point at which the DML intersects an
original line of convergence indicates the location
of the opposite corner of a foreshortened square.

3, Drawing lines of convergence through these points
of intersection to the corresponding vanishing
point left or right creates an additional unit of the
grid and provides the framework for repeating the
process. By utilizing the extended front-to-back
diagonal converging on an SVF, you can construct
a gridded ground plane of any desired size.

Mote that if the grid extends beyond the cone of
vision, pronounced distortion will eccur. Using the
gridded ground plane as a guide, you can construct
corresponding walls and a ceiling, in effect constract-
ing a gridded room interior or a gridded box interior
(Figures 2- 18 and 2-1%).

Increasing Complexity
in the Perspective Environment
MULTIPLE OR SLIDING VANISHING POINTS

In two-point perspective, a single set of vanishing
points is sufficient as long as all horizontal edges re-
ceding to the left are parallel to cach other and all
horizontal edges receding 1o the right are parallel
to each other. But if cubic forms are not all aligned,
you need multiple sets of vanishing points to accom-
modate the different rates of convergence toward the

Figure 2-17. Shown here

is the construction of a two-
point gridded ground plane
using the common point of
CofTVErgence (Converging
diagonals) for foreshorened
squares. The upper right
drawing shows the parallel
refationship of corner-

1e-corner diagonals in a
wertical gridded plane that is
not seen in perspective.
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Figures 2-18 and 2-19.

A two-point gridded box
oF room Interor, open on
two sides, is seen in both a
457745 view and a 30760
view, The floor and ceiling
planes are fully gridded,
while the side walls are

vertically gridded only to
create some visual variety,

horizon line (Figure 2-20). You can also use multiple
sets of vanishing points (also known as sliding vanish-
ing points) to correct cube distortion resulting from
a cube falling outside of the cone of vision, By sliding
your vanishing points left or right, you shift the posi-
tion of the cone of vision as needed. Remember that
distortion is indicated when the leading corner of an
accurately drawn cube is less than a 90° angle.

As the position of a cube rotates in relation to the
picture plane, the vanishing points shift. Because
the distance between the vanishing points indicates
the station point, which must remain constant, the
YPL and VPR must remain the same distance apart as
they are shifted aleng the horizon line (Figure 2-21).
To accommaodate cubic forms in a variety of positions
or rotations in relation to the picture plane, you can



Figure 2-20. The lower section of aligned

squares, viewed from everhead, shows i e N
that all edges canverging to the right and 1 1 2 3 ’ 1
beft are paraliel to each ather. The Upper O <> </
section shows misaligned squares viewed

from above. The numbers indicate which @

squares would converge en common

sets of vanishing paints, indicating that

three sets of vanishing points would be

necessary to represent these squares if ® @ @ | 3
SEEN in perspective,

Figure 2.21. Shaoam here i
are two-paint cubsic forms

[not all forms depicted here |
are perfect cubes) with
multiple sets of vanishing
points. Three different sets of
vanishing points are wsed to
accommodate the differeny
orientations of the cubes 1o

thi picture plane. The eentral
vanishing points shift aswell, |
fremaining midway between [
thecmﬂpunding vanishing ]
points left and right. Cube
Aillustrates how sliding |
vanishing points can be |
used 1o Comect a cubse that js [
distorted due 1o a vislation |
of the cone of vision, f




use as many sets of vanishing points as necessary. To
avoid confusion and facilitate an accurate drawing, it
is wise to label each set of vanishing points clearly—
VPL/VFR, VPL2Z/VPR2, VPL3/VPR3, VPL4/VPR4,
and s0 on.

CUBE MULTIPLICATION

Cube multiplication allows you to repeat a cubic-based
form with correct foreshortening and rate of conver-
gence as it recedes in space along a shared “track” or
corridor of convergence. Examples of applications in
the real world include a line of railroad cars along a
length of track, a row of boxes on a conveyor belt, ora
series of row houses along a city street.

Cube-multiplication techniques can also be used
to repeat horizontal or vertical planes as they recede
in space along the same plane, as it is these planes that
make up a cubic form. Examples would include the
receding segments of a sidewalk (horizontal planes)
or the receding segments of a fence (vertical planes).

Reducing the cubic form further, the vertical edges
of cubes can be repeated with equal spacing as they re-
cede along the same plane using cube-multiplication
techniques. Real-world examples include fenceposts,
telephone poles, equally spaced trees, or people stand-
ing in formation.

There are two different methods for implement-
ing cube multiplication—the “fencepost” method
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amd the measuring line methed. Both methods
provide convincing results, and it is interesting to
note that the two systems will yield the same results
when applied correctly. Both methods require that
the depth of the original cubic form or cubic plane
be defined as the basis for further repetition.

The Fencepaost Method for Cube Multiplication
To use the fencepost method, bisect the vertical or
horizental plane to be multiplied (it can be either an
individual plane or one plane of a cubic form) by con-
structing corner-to-corner diagonals, identifying the
perspective center at the point of the diagonals’ inter-
section, and pulling a line of convergence through the
point of intersection to the corresponding vanishing
point (Figure 2-22).

To identify the correct depth of the adjacent ver-
tical or horizontal plane, draw a line from the cor-
ner of the front edge of the original plane through
the middle of the opposite or back edge and extend
it until it intersects the line of convergence for the
original plane. This point of intersection identifies
the location of the depth of the repeated plane as
it recedes in space. If desired, it may also identify
the depth of an empty space that is equal in size to
the original plane, This same process can be used in
reverse to multiply a form that is advancing in space
rather than receding. Be careful not to violate the

Figure 2-22. The fencepost
method shown here for
cube multiplication can

be applied o bath vertical
(slde} and horizental (top
and bottom) planes. Note
the distortion that begins
to oocur in the partially

obscured cube at the far

left a5 cube multiplication
extends bayond the original
cube in the foreground. The
leading edge ceases o be
the longest edge as it should
be in a true cube. The upper
left dhrawing shiows the
fencepost method applied
to vertical planes not seen
in peripective.
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cone of vision when multiplyving forms forward to
avoid distortion.

If this plane serves as one side of a cubic structure,
simply complete the cube by constructing the remain-
ing sides of the cube along the corresponding track or
corridor of convergence. Repeat the procedure for each
repetition desired. Vertical or horizantal forms such as
fenceposts, telephone poles. or railroad ties correspond
1o the edges of the vertical or horizontal planes.,

The Measuring Line Method
for Cube Multiplication
To use the measuring line method, draw a horizon-
tal lime that touches the nearest corner of the plane
(vertical or horizomtal) or cubic structure you wish
to multiply and extend it to the left and right (Figure
2-23). This measuring line (also called a horizontal
measuring line) should be parallel 1o both the ground
line and the horizon line. In the case of a cube whose
nearest corner rests directly on the ground line, the
ground line will function as the measuring line. Since
the measuring line is parallel to the picture plane, it is
not affected by diminution and can provide constamt
measurable units.

To begin the multiplication process, you must mark
a length or increment of your choosing along the hori-
zontal measuring line that represents the depth of the

plane or cubic structure you wish to repeat. This in-
crement originates at the point where the measuring
line touches the nearest corner. If you are multiplying
a form voward vanishing point right, your increment
would be drawn to the right alnng the measuring line,
and vice versa. The length of the increment is arbi-
trary, although if it is too small it can more easily lead
to error, and if it is too large it can require extensions
of your paper surface and become unwieldy. Common
sense should prevail,

For purposes of explanation, imagine that a %" in-
crement on the horizontal measuring line represents
the depth of the original plane or cube to be multi-
plied. Draw a diagonal measuring line (DML) from
the %" mark through the back corner or edge of the
original form and extend it until it intersects the ho-
rizon line. This point of intersection establishes a spe-
cial vanishing point (SVP) upon which all other DMLs
will converge when multiplying that particular form.
To determine the depth of a second form, establish a
second %" increment adjacent to the first one on the
measuring line. Draw a DML from this point to the SVP
established earlier. Where this DML intersects the line
of convergence for the original form indicates the depth
of the second plane as it recedes in space.

If you have a plane er a cubic form that you wish
to multiply ten times along the same corridor of con-

Figure 2-23. The (horizontal) measuring line method for cube multiplication can be applied to determine

the depth of both vertical and horizontal planes. As with the fencepost method, distartion waill aocur and
become more pronounced in perfect cubes as you mave farther away fram the original cube: They will appear
ncreasingly shallow in relation 1o their height, Mote that different increments are used on the left and right side
of the measuring line to multiply the foreground cube, yielding different locations for the S¥Ps an the harizon
line. increments established on the measuring line may be different on the left and right side of the leading
edge, but once established they must remain consistent on each side far accurate cube multiplication.



vergence, then you will have ten 14" increments along
your horizontal measuring line. It is equally viable
that you initially decide 1o use a 14" increment on the
measuring line to represent the depth of the original
plane or cube to be multiplied. Each %" increment on
the measuring line represents the depth of a duplicate
of the original form when the 4" increment is drawn
back to the SVP and intersects the original line of
convergence,

Taking this idea a step further, if you desire to re-
peat only one-half the depth of a cubic form, you can
subdivide your established increment along the hori-
zontal measuring line and work with it accordingly.
You can also repeat the depth of the original form and
allow it to function as an empty space between re-
peated forms. A solid understanding of the use of the
horizontal measuring line is especially important be-
cause it serves a variety of other significant purposes
that will be addressed in the section on measuring
lines in Chapter Three.

Distortion in Cube Multiplication

Based on the techniques presented here, we should be
able to multiply an accurately drawn cube in any direc-
tion and use it as a blueprint for constructing a great
variety of forms ultimately rooted in cubic structure.
But you may note that cube multiplication, whether
using the measuring line method or the fencepost
method, yields cubes that are distorted in appearance
as they move farther away from the original cube.
They may appéar more rectangular than cubie (Figure
2-24), even though these distorted cubes are found
within the “safe” area defined by the cone of vision.
We cannot correct these distortions in perspective
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language without resorting to extremely lengthy, tech-
nical, and confusing methods that ultimately increase
the incidence of error, and so we must learn to aceept
these distortions as part of the limitations of the per-
spective system. In the event that these distortions
must be corrected, or if you are interested in studying
the process for correcting these distortions, refer to
Jay Deoblin’s Perspective: A New System for Designers,
listed in the general section of the Bibliography.

It is important to remember that, in technical per-
spective drawing, accuracy is relative. With all of the
possibilities technical perspective offers us for creating
the illusion of depth and space on a two-dimensional
surface, it remains limited to symbolizing what the
eye actually sees. For general drawing purposes, it is
most effective when combined with careful observa-
tion and sighting,

CUBE DIVISION

Cube division allows us to divide and subdivide a
cube into increasingly smaller units, carving away
sections of a cube. Cube multiplication and cube di-
vision combined form the basis for transparent con-
struction, which uses the cube and the broad range
of geometric solids derived from it as the framework
for constructing countless dimensional forms as if
we can see through them to the parts that are ob-
structed from view,

Cube division can be approached in two basic ways.
The first method, which relies on finding the center
of any given plane at the point where the two corner-
to-corner diagonals intersect, allows us to divide and
subdivide a cube in increments of %, %, Vb, Vis, Y2,
and s0 on, by dividing any given area into two equal

Figure 2-24. Cube
multiplication using both
the fencepost and the
measuring line methods
will yield the same results.
Again, note the increased
distortion as the multiplied
cubes move farther away
from the original cube,
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halves (Figure 2-25). The second method, which relies
on the use of a measuring lineg, allows us to divide and
subdivide a cube into regular or irregrlar increments.
The measuring line method allows for cube divisions
that are not available using the corner-to-corner, or
“X"ing. method becawse this method only allows us
to create one-half divisions. Related to the use of mea-
suring lines for cube multiplication, this method is de-
scribed in detail in Chapter Three under the heading
“Using Measuring Lines for Equal and Unequal Divi-
sions of an Area”

Corner-to-corner diagonals can also be used 1o
proportionally scale down or reduce a square or rect-
angular plane and, when extended beyond the cor-
ners, can be use 1o proportionally scale up or enlarge a
square or rectangular plane (Figure 2-28).

Figure 2-25. This illustration
shows cube division and
subdivision based on
increments of one-half,
one-guarter, one-eighth,

and so on. The dored lines
end or converge where the
comer of a removed cube
was positioned before it
was removed,

Additionally, once a point of division has been
identified on one side or plane of a cubic form, the
corresponding point can be found on any other plane
of the cube by simply wrapping the cube with con-
struction lines that correspond to the vanishing points
used to construct the original cube (Figure 2-27).

Constructing Ellipses

in One-Point and

Two-Point Perspective

Simply speaking, an ellipse is a circle seen in perspec-
tive, a foreshortened circle, A circle fits precisely within
a square, touching the exact midpoint of each side of a

square and intersecting the square’s diagonals in the
same two places on each diagonal. With an awareness

Figure 2-26. Corner-
to-corner diagonals can
be used 1o enlarge or
reduce a rectangular plang
proportionally, The upper
left drawing illustrates the
technigque of proportionally
enlarging and reducing
a vertical plane with no
foreshortening, Comparne it
to the same process wied in
the foreshortened plane
on the lewer form,

e
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Figure 2-27. This drawing
illustrates how a point
identified on one edge

or plane of 3 cube can

be located on other
comesponding edges or
planes by wrapping lines
of canvergence around the
cube, much like wrapping
ribbon arcund a package.

of how to construct squares and cubes in perspective
and with the knowledge that a cube consists of six
equal squares, we are able to construct accurate ellipses
using the foreshortened square as a guide.

THE EIGHT-POINT TANGENT SYSTEM

FOR ELLIPSE CONSTRUCTION

Eight points (tangent points) within a square must
be identified to guide the construction of a circle or
an ellipse. These eight points can be recognized most
clearly by referring to a Full view of a circle within a
square, without any foreshortening of the circle or
the square.

The point of intersection of two corner-to-corner
diagonals drawn through the square identifies the
midpoint or center of the square. Drawing a vertical
and horizontal line through the center point and ex-
tending them to meet the sides of the square identifies
the midpoint of each of the four sides of the square.
These are the first four tangent points for guiding el-
lipse construction. A circle drawn within the square
will touch the square at each of these four points (Fig-
ure 2-28). For a foreshortened square, the lines drawn
through the center point that identify the midpoint
of each side of the square must be drawn in perspec-
tive, converging on the appropriate vanishing point(s)
when necessary.

To identify the remaining four tangent points, each
half diagonal, defined by the point of intersection
with the other diagonal, is divided into equal thirds. A
circle drawn within the square and touching the first
four tangent points will fall just outside of the outer-
mast one-third division of each half diagonal. These

outermost divisions of the diagonals comprise the sec-
ond, and more flexible, set of four tangent points. For
a foreshortened square, it is important to remember
that the one-third divisions will not be equal in actual
measurement because of the effects of diminution. It
is acceptable to estimate the one-third divisions since
the resulting tangent point is flexible. After identify-
ing only one point of division, you can then pull a
line originating from that peint of division around

Figure 2-28. The relationship of a circle 1o a square helps
with identifying the elght tangent paints necessary for
guiding ellipse (a circle seen in perspective) construction.
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the foreshortened square (with correct convergence
when appropriate) and identify the remaining points
of division based on the line’s intersections with the
corner-to-corner diagonals.

By applying this process to any foreshortensd
square, whether seen in one-point or two-point per-
spective, you can identify the eight tangent points
required 1o guide ellipse construction. Ellipse con-
struction requires a lot of practice before one can
confidently draw an ellipse that is accurate and con-
vincing—uniform in its curvature with no flat, high,
or low spots (wobbles); no points or sharpness at the
narrowest part of the ellipse (footballs); a correct tilt
or angle (major axis) of the ellipse in relation to the
foreshortened square from which it is derived: an
identifiable major and minor axis at a 20" angle to
¢ach other; and other factors (Figure 2-29). Further
discussion and examination of the illustrations will
help to clarify the importance of these points.

MAJOR AND MINOR AXES, DISTORTION,
AND FULLMESS OF ELLIPSES

When a circle is foreshortened, becoming an ellipse,
it has a major axis and a minor axis. The major axis is
an imaginary line that bisects the ellipse at its widest

or longest point, while the minor axis is an imaginary
line that bisects the ellipse at its narrowest or shortest
point (Figure 2-30). The major and minor axes of an
ellipse will always rermain at 90° to each other, regard-
less of their position in space or their degree of fore-
shortening. It is helpful 1o note that these major and
minor axes rarely coincide with the diagonal or bisect-
ing lines of the foreshortened square within which the
ellipse lies and that the major axis falls in front of the
perspective center of the ellipse.

It is important to remember what has been noted
about distortion in perspective. As squares and cubes
are positioned farther away from the original cube or
square from which they are derived, distortion increases.
Elliptical forms drawn within these distorted squares are
not true or precise ellipses, although they may appear to
be. When this distortion is present, the 90° relationship
between major and minor axes of ellipses is altered.

When a series of ellipses is constructed in the same
vertical plane, the major axis will be maost strongly
angled in the foreground, and as the ellipses recede
in space along the vertical plane, the major axis is
less angled, approaching a more vertical orientation.
When a series of ellipses is constructed in parallel ver-
tical planes, the opposite is true: The major axis will be

CTTT T

evr VIR

Figure 2-29. The relationthip of ellipses to a vanety of foreshortened cube faces i3 shawn heoe, The upper left
drawing notes the relationship of a circle 1o a square without the element of foreshertening,




closer to a vertical in the foreground and will have a
stronger diagonal orientation as the ellipses recede in
space (Figure 2-31).

As ellipses approach the eye level in a horizon-
tal plane or the central vanishing point in a vertical
plane, they narrow or close up dramatically. As they
move farther to the left or right in a vertical plane
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or move farther above or below the eye level in a
horizontal plane, they widen or open up dramatically
(Figure 2-32).

Because there are numerous degrees of foreshort-
ening, ellipses can be very full when seen in relation
to a square that is only minimally foreshortened,
appearing to be nearly a full circle. When seen in
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Figure 2-30. The
relationship between

major and minor axes of

an ellipse is 90°. Because

of fareshartening, the
perspective center of ellipses
is not the same a3 the major
axis and is positioned behind
the major axis.

Figure 2-31. The behavior
of ellipses receding in space
is different depending upon
whether they are in parallel
planes or in the same plane,
In parallel planes, ellipses
lean mone strongly and open
up as they recede, while

in the same plane ellipses
become mone upright and
close up as they recede,
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relation to a square that is extremely foreshortened,
ellipses can be very thin, appearing to be nearly a sin-
gle straight line. When ellipses are positioned close
to each other as part of the same form, such as at the
top and bottom of a drinking glass or the outside and
inside of a wheel, they must correspond correctly to

each other in order to convey that the glass or wheel
is seen from a fixed viewpoint (Figure 2-33). If one
ellipse is extremely wide or open, and the other is ex-
tremely narrow or closed, the results are visually con-
fusing, implying that the farm is being viewed from
two different eye levels.

000

0000000000
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Figure 2-32. The changing appearance of ellipses based on
their proximity to the eye level and the CVP is shown here.
Mate that ellipses appear as straight lines with no visible
depth when they are positioned horizontally at eye level or
vertically at the CWP

J U

Figure 2-33. The correct and incorrect relationships of
ellipses in parallel planes are shown in these two forms,
which are positioned well belaw eye level, The glass on the
left shows an accurate relaticnship between upper (more
closed) and lower (more open) ellipses, while the glass on
the right is inaccurate, actually representing how the glass
on the left might appear if positioned above the eye level,




Advanced Perspective

Techniques

Taking Perspective
to the Next Level
he study of perspective begins with some rel-
I atively simple processes, like learning to draw
a cube and construct ellipses, which help to

introduce concepts that are essential to understand-
ing both freehand and technical perspective. For

some students and some courses, this will be enough.
For others, there may be an interest in learning more
about perspective and how it can be applied to both
observational drawing and drawing purely from
imagination (Figure 3-1), Some of the perspective
processes covered in this chapter are more technically
based, while others allow you to explore and discover
all the different ways perspective can be utilized to

Figure 3-1. Mathan Heuer, American, Stodium, 2008, Graphite on paper, 50 % 71 inches. Courtesy of the artist. This drawing
was dane entirely from imagination and would not have been possible without a thorough understanding and working

knowledge of the principles of perspective.
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create more complex forms. It is important that you 3. Bisect the distance between A and VPL to locate

understand the fundamental skills covered in Chap- measuring point B.
ter Two before exploring perspective at a more ad- 4 Draw a vertical line through point A and deter-
vanced level. mine on this vertical the desired location of the

leading corner (L) of the cube, which may be
positioned above or below the horizon line.

Mathemaﬁca'ﬂ}' Precise Cl.lbes 5. Draw a horizontal measuring line (ML) through

in Two-Point PEISPECﬁ‘U’E L. If you p-!a:oed your leading corner on the
CONSTRUCTING A 30°/60° CUBE BASED ground line, the ground line functions as the
ON THE HEIGHT OF THE LEADING EDGE btriznoit messuring line.

6. Determine the height of the leading (F) edge
from L. Rotate the leading edge to the left and
right from point L to the horizontal measuring
ling, locating points X and Y.

The following steps create the height of the leading edge
of a cube and a horizontal foreshortened square that be-
comes the base of a cube in 30°/60° two-polint perspec:
tive, A 30%60° cube in two-point perspective is a cube
whaose foreshortened sides are at different angles to the 7+ Draw lines of convergence from L and F to

picture plane, one at 30° and one at 60" (Figure 3-2), vanishing points left and right to construct the
The leading edge of a 30°/60° cube will be positioned leading corner and to begin cube construction.
halfway between the CVP and VPR or VPL. 8. Diraw a line from CVP to X, locating its point of
L. All preliminary information should be estab- intersection (C) along the line of convergence.
lished and drawn, including scale, eye level/ Drraw a line from B to Y, locating its point of
horizen line, ground line, station point, central intersection (D) along the line of convergence.
vanishing point, vanishing points left and right. 9. Draw lines of convergence from C and D to the
units of measure along the horizon line that re- opposite vanishing points to complete the base or
flect your scale, units of measure along a vertical horizontal square of the cube (LCGD).
m"“_"l‘ﬂ"'ﬁ line that reflect your scale, and cone 10. Draw verticals at the sides (C and D) and back
of vision. corner (G) of the square. Draw the remaining
2. Bisect the distance between the CVP and VPL or lines of convergence to VPL and VPR to com-
VPR to locate point A. plete your cube.
Figure 3-2. Thisilluswration =~ = = |
shows the construction of a
30°/60° cube based oninitial
determination of the height E
of the leading edge. Note =
that the process fllps for
cubes that are positioned i L . L . !
above the eye level, b f’::?
M
M -

i
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This is an accurate 30%/60" cube that can be po-
sitioned noncentrally in a perspective environment.
Keep in mind that distortion will become pronounced
if the cube, through cube multiplication, crosses over
the center of the perspective environment (indicated
by the location of the CVP) or approaches either van-
ishing point too closely.

CONSTRUCTING A 45°/45" CUBE BASED
ON THE SIZE OF THE BASE SQUARE

The following steps create a horizontal or foreshort-

ened square in 45°/45" two-point perspective, which

becomes the base of a cube in 45°/45" two-point per-

spective. A 45%/45" cube in two-point perspective is a

cube that rests halfway or nearly halfway between the

VPL and VPR and whose foreshortened sides are each

at a 45° angle to the picture plane (Figure 3-3).

1. All preliminary information should be established
and drawn, including scale, eye level/horizon line,
ground line, station point, central vanishing point,
vanishing points left and right, units of measure
along the horizon line that reflect your scale, units
of measure along a vertical measuring line that
reflect your scale, and cone of vision.

2. Drop a vertical line (in the case of the exact
45°/45° method) or a slightly diagonal line (in
the case of the off-center 45%/45° method) from
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the CVP to the ground line (GL). This line will
become the diagonal of the foreshortened base
square (Figure 3-4).

3. Draw two lines of convergence, one each from
VPL and VPR, to intersect at the point along the
vertical (or diagonal) line where you wish to posi-
tion the nearest angle or corner of the foreshort-
ened base square (L).

4. Draw two more lines of convergence from VPL

and VPR to intersect at a second point along the
vertical (or diagonal) line based on the desired
depth of the cube (B), and through the vertical

{or diagonal) line to intersect the original lines

of convergence established in step 3. This defines
the back angle or corner of the foreshortened base
square (B), locates points C and D, and completes
the base plane or square of the foreshortened
cube (CBDL).

To Complete the Cube by Building
Off the Base Square

1. Draw vertical lines up from all four corners of the
square (C, B, D and L),

2. Rotate CD 45% upward to create point X (CX is
equal in length to CD), and draw a horizontal line
through point X to intersect the two side verticals
of the cube (Y and Z).

. Figure 3-3, Shown here is

I % the construction of a 45°/45*
| : cube directly aligned with

' | the CVP based on initial

l 5 determination of the size of
the base square. The upper
right drawing illustrates the
geometric principle guiding
the process,

1%
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Figure 3-4. Shown here is
the construction of a 45°/45"
cube shightly off-center of
the CVP based on initial
determination of the size of
the base square. The upper
right drawing illustrates the
geometric principle guiding !
the process. |
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3. Construct the upper square or plane of the cube by
drawing four lines of convergence from these two
points of intersection (Y and Z) to VPL and VPR.
Two of these lines of convergence must also be
pulled forward to meet at the leading edge of the
cube and define its height.

This is an accurate 45°/45° cube that can be posi-
tioned in a variety of centrally located positions in a
perspective environment. Keep in mind that distortion
will occur if the diagonal of the base square deviates
significantly from a true vertical. In cube multiplica-
tion, distortion will become pronounced as the cube
approaches the point halfway between the CVP and
VPL or halfway between the CVFP and VPR,

FIRST ALTERNATIVE METHOD FOR
CONSTRUCTING A 45°/45° CUBE

1. All preliminary information should be established
and drawn, including scale, eve level/horizon line,
ground line, station point, central vanishing point,
vanishing points left and right, units of measure
along the horizon line that reflect your scale, units
of measure along a vertical measuring line that
reflect your scale, and cone of vision (Figure 3-5).

2. Draw the leading edge of a 45%/45° cube to the

desired height. This is a vertical line that should be
located directly below the CVP and should remain

5.

6.

within the COV. The height of the leading edge is a
random decision unless a specific height is desired.

. Draw lines of convergence fram the top and bat-

tom of the leading edge to VPL and VPR.

. From this leading edge (LA), construct a square

to the left or right side, and extend the base of the
square bo the left and right to establish a measur-
ing line (ML). If the leading edge rests on the
ground line, then the ground line functions as a
measuring line. Draw the diagonal of the square
(LE) from the bottom of the leading edge (L) to
the opposite upper corner of the square (B).

Rotate the diagonal down in an arc from the upper
corner until it intersects the measuring line. From
this point of intersection (Z), draw a diagonal
measuring line (DML) back to the opposite VP,

Where the DML intersects the lower line of con-
vergence (Y) indicates the depth of one side of the
cube, From this point of intersection, draw a verti-
cal line to meet the upper line of convergence. This
establishes one foreshortened plane of the cube.

. From this same point of intersection (Y), draw a

true horizonal line (parallel 1o the ground line/
measuring line) across the base of the cube until

it intersects the opposite line of convergence. This
point of intersection (X) indicates the depth of the
remaining side of the cube.
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Figure 3-5. This drawing
illustrates the first
alternative method far

4 constructing a 45%/45°
cube based on initial
determination of the height
of the leading edge.

oL ML

T Figure 3-6. This drawing
:,‘-:/ illustrates the second
b alvernative method for
constructing a 45°/45°
cube based on initial
determination af the
A=p height of the leading
edge. The upper right
drawing illustrates the
geometric principle
guiding the process,

Wk L¥F

8. From this point of intersection (X), draw a verti-
cal line to meet the upper line of convergence.
This establishes the remaining foreshortened
plane of the cube. Note the depth of the two sides
of the cube is equal.

. From the four back corners of these foreshortened
planes, draw lines of convergence to the opposite
VPs. Where these lines intersect establishes the
back edge of the cube, which aligns with the lead-
ing edge. Constructing a vertical between these
points of intersection completes the 45%/45° cube.

SECOND ALTERNATIVE METHOD FOR
CONSTRUCTING A 45°/45° CUBE

1. All preliminary information should be established
and drawn, including scale, eye level/horizon

line, ground line, station point, central vanish-
ing point, vanishing points left and right, units of
measure along the horizon line that reflect your
scale, units of measure along a vertical measur-
ing line that reflect your scale, and cone of vision
{Figure 3-6).

. Outside of your desired image area, construct a

square whose height is equal to the desired height
of the leading edge of a 45%/45° cube.

. Draw the diagonal of the square (XY) and rotate

the diagonal down in an are until it meets a hori-
zontal extension of the bottom edge of the square.
From this point (Z), draw a vertical line up until it
meets a horizontal extension of the top edge of the
square. You now have a rectangle that is derived
from the diagonal of the original square.
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4. Find the center of the rectangle by drawing the
two corner-to-corner diagonals of the rectangle.
Their point of intersection (M) is the center of the
rectangle.

5. Draw a vertical line through the center point,
bisecting the rectangle. This completes the
schematic form that will be used to construct the
45%/45° cube.

6. Moving back to your perspective environment,
draw the bisected rectangle in the desired loca-
tion with the vertical bisection aligned with the
CVP. This vertical bisection (LT) is the leading
edge of your cube. Draw lines of convergence
from the top and bottom of the leading edge to
VPL and VPR.

7. From the lower right and left corners of the rect-
angle (X and Z), draw DMLs to the CVP. Where
the DMLs intersect the lower lines of convergence
indicates the depth of the left and right sides of
the cube. From these points of intersection (C and
D), draw vertical lines to meet the upper lines of
convergence. This establishes the left and right
foreshortened planes of the cube, which are equal
in depth.

8. From the four back corners of these foreshort-
ened planes, draw lines of convergence to the
opposite VPs. Where these lines intersect estab-
lishes the back edge of the cube, which aligns
with the leading edge. Constructing a vertical
between these points of intersection completes
the 45%/45° cube.

Using Measuring Lines
for Equal and Unequal
Divisions of an Area

We have already seen how horizontal measuring lines
can be used for multiplying any unit in perspective—a
cube, a rectangular solid, a horizontal or vertical plane
of any dimensions, or even an empty space. The use
of 2 horizontal measuring line (HML) alse allows us
to divide and subdivide a cube, a plane, a rectangular
solid. or an empty space into either regular (equal) or
irregular (unequal) increments. The measuring line
method allows cube divisions that are not available
using the corner-to-corner, or “X"ing, method, as this
technique is only capable of creating one-half divi-
sions of anv given area.

SETTING UP THE MEASURING LINE

To use the measuring line method, draw a horizontal
line (the measuring line) that touches the nearest cor-
ner of the vertical or horizental plane or cubic struc-
ture you wish to divide and extend it to the left and
right. This line should be parallel to both the ground
line and the horizon line. In the case of a cube whose
nearest or leading corner rests directly on the ground
line, the ground line will function as the horizontal
measuring line. Since the measuring line is parallel
to the picture plane, it is not affected by diminution
and can provide constant measurable units. Remem-
ber that your HML, like your horizon line, can extend
infinitely to either side and may extend beyond the
edges of your drawing format if necessary.

THE PROCESS OF DIVIDING A FORM

1. To begin the process of dividing a form into equal
or unequal increments, you must mark a length or
increment of your choosing along the measuring
line that represents the total depth of the plane or
cubic structure or space you wish to divide (Figure
3-7). This increment originates at the point where
the measuring line towches the nearest corner.

If you are dividing a form that converges toward
VPR, your increment will be drawn to the right
along the measuring line, and vice versa. The
length of the increment is arbitrary, although if it
is too small it can more easily lead to error or inac-
curacy, and if it is too large it can require exten-
sions of your paper surface and become unwieldy.
Common sense should prevail.

2. For purposes of explanation, imagine that a 2°
increment on the measuring line represents the
depth of the plane or cube or space you wish to
divide, Draw a DML from the 2" mark through
the back bottom corner or edge of the form you
wish to divide and extend it until it intersects the
horizon line. This point of intersection establishes
an SVP upon which all other DMLs will converge
when dividing that particular form.

3. To determine the location of a point one-third of the
way along the depth of the form, come back to the
2" increment on the HML and locate a point one-
third of the way along its length. Draw a DML from
this point to the established SVE Where this DML
intersects the base of the original form indicates a
one-third division of the form as it recedes in space.
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Figure 3-7. Irregular
divisions of a cube or cube
face using a horizontal
measuring line can be
wrapped around all faces
of the cube, The cube an
the right shows unequally
spaced horizontal planar
divisions of a cube using
the leading edge as a
measuring line.

a3

4. If you are dividing a vertical plane, you can extend
a line up from this point of intersection, and if
the vertical plane is one side of a cubic structure,
you can wrap the line of division around the cubic
structure (respecting perspective convergence)
to find the corresponding one-third division on
additional faces of the form. If you are dividing
a horizontal plane, you can pull a line across the
plane from this point of intersection, making sure
to respect the perspective convergence.

5. If you have a plane or a cubic form that you wish
to divide into ten equal units, then you will have
ten equal increments within the Qrigina] 2" incre-
ment along your HML. If you have a plane or a
cubic form that you wish to divide into a number
of unequal units, then you will first establish these
unequal units within the original 2" increment
along your HML.

6. [t is equally viable that you initially decide to use
an increment other than 2% such as a 14" increment
on the measuring line to represent the depth of
the original plane or cube to be divided. But if you
are going to subdivide a number of times, whether
regular or irregular divisions, an initial 14" incre-
ment may be a bit small to work with comfortably.

These techniques assist you in identifying the loca-
tion of a point from side to side on any given fore-
shortened plane. To locate the height of a point from
top to bottom on a vertical foreshortened plane, you
can use the leading edge of the plane as a vertical mea-
suring line. Because this vertical edge is not fareshort-
ened, you can apply measurements divectly to it and
pull them back across the foreshortened plane toward
the appropriate vanishing point to identify the heighe
of points located on the foreshortened plane.

APPLICATIONS FOR THE USE OF REGULAR
AND IRREGULAR DIVISIONS

You may be asking yourself under what circumstances
would you use this process of division, which essen-
tially allows you to identify different points along a
line or plane that is receding in space. There are in-
numerable applications. Imagine, for example, that
you are drawing a rectangular solid that represents
a house based on the scale you have established for
your drawing (Figure 3-8). On any given side of the
house are windows and doors and other architectural
elerments that are positioned at irregular intervals and
at various heights, and you want to represent their lo-
cation accurately on the foreshortened planes of the
house. By determining their location on any given
side of the house when it faces you directly, without
foreshortening, you can translate that information toa
foreshortened representation of that side of the house
by using the measuring line system as described here.
In order to identify the height of doors or windows or
other architectural elements, use the vertical leading
edge as a vertical measuring line. Again, because it is
not foreshortened, it can be used to transfer measure-
ments directly.

That same rectangular solid, with a different scale
applied to it, may represent the basic geometric shape
of a computer monitor, a childs toy, an automobile,
an air-conditioning unit, a reclining chair, a gasoline-
powered generator—the possibilities are endless, A
thinner rectangular solid could represent an iPod or
a cell phone, for example. Using the measuring line
system can help you identify the correct location of
knobs, buttons, slots, wheels, doors, switches, and any
other details, variations, or elaborations of the form.

If the form you wish to represent is roughly ' cube
deep, 2 cubes tall, and 3% cubes long, you can create
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Figure 3-8. The

use of a horizontal

measuring line makes

it possible to translate
information found on a |
nonforeshorened plane |
{left) to a comespanding
foreshortened plane (right).

the basic geometric solid from which the form is de-
rived by first drawing a precise cube, then finding the
depth of ¥% cube by using cube-division techniques,
then extending it up to a height of 2 cubes by stack-
ing it, and finally extending it back in perspective 3%
cubes by using cube-multiplication techniques, This
process forms the basis for transparent construction
drawing, described later in this chapter.

Inclined Planes in Perspective

Inclined planes in perspective are neither parallel to
the ground plane nor perpendicular, and so the rules
that govern the construction of vertical and horizon-
tal planes do not fully apply 1o inclined planes. In-
clined planes are tilted in space, angling up or down
as they recede in space (Figure 3-9). Some examples
of inclined planes include roofiops at various pitches,
wheelchair ramps, box flaps in a variety of positions,
and stairways, which are essentially a series of small
vertical and horizontal planes that fall within a larger
inclined plane.

Inclined planes, whether seen in one-point or two-
point perspective, are governed by principles of per-
spective with which we are familiar, along with some
I variations of these principles. We know that a plane

derived from any rectangular solid, whether inclined,
vertical, or horizontal, is composed of four sides. The
sides or edpes opposite each other are parallel. Unless
these edges are vertical in their orientation { perpendie-
ular to the ground plane), we know that as they recede

o VEETIEAL
TRALE

Figure 3-9. Inclined planes in the form of box flaps are
explored in a variety of positions. Note that each flap has two
points of convergence, one on the eye-level line at VPL or
VPR and one above or below a vertical extension of VPL or
VPR Note the floating, inverted box above the eye level, Not

all construction lines or lines of convergence are shown in
this illustration. See if you can locate the vanishing points for
the inclined planes of the box flaps that do not have visible
construction lines,

in space they will converge upon a common vanish-
ing point that is located on the horizon line. Here is
where the variation occurs. In representing an inclined
plane, any parallel receding edges that are not vertical



ar horizontal {perpendicular or parallel to the ground
plane) will converge on a commaon point that is posi-
tioned directly above or below the VPL or VPR. This
vertical extension of the VPL or VPR is called a vertical
trace, and any vanishing points located on the vertical
trace are called auxiliary vanishing points (AVPs).

AUXILIARY VANISHING POINTS

AND THE VERTICAL TRACE

In the case of an inclined plane that angles up as it re-
cedes away from us, the AVP will be positioned above
the corresponding vanishing point. How far above the
vanishing point the AVP is positioned is determined
by the degree of the incline (Figure 3-10). In the case
of an inclined plane that angles down as it recedes
away from us, the AVP will be positioned below the
corresponding vanishing point. How far below the
vanishing point the AVP is positioned is determined
by the degree of the incline. Vertical traces (the line
along which AVPs are located) can be extended above
and below vanishing points left and right as far as you
desire. It is important to note, however, that once an
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inclined plane reaches 907, it is no longer treated as
an inclined plane but as a vertical plane whose vertical
edges do not converge.

In the examples given of inclined planes (rooftops,
box flaps, and stairs), it is important to note that each
inclined plane seen in twa-point perspective has one
set of vanishing points located directly on the horizon
line and one set of vanishing points located on a ver-
tical trace that is an extension up or down from the
remaining vanishing point. In the case of one-point
perspective, vertical trace lines extend from the CVE
More specifically, those edges of an inclined plane
that are horizontal (parallel to the ground plane) will
converge on a traditional vanishing point left or right.
The two remaining edges that are neither parallel nor
perpendicular to the ground plane will converge on
an AVP located above or below the opposite vanish-
ing point (Figures 3-11 and 3-12). In the case of one-
point inclined planes, receding edges will converge on
an AVP located above or below the CVP (Figures 3-13
and 3-14). All inclined planes in two-point perspec-
tive will have one peint of convergence to the left and
one point of convergence to the right.

Figure 3-10. This drawing
af a compound form shows
twio separate rooftops

at different pitches or
degrees of incline. Mote
that the greater the
incline, the farther the

AVP is positioned above or
below the correspanding
vanishing point. Both
reoftops are equally pitched

an either side, resulting in

an equal distance above
and below the vanishing
podnt for the AVE,
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Figure 3-11. & two-
Point perspective view

of ascending stairs shows
the inclined planes within
which the stairs are
positioned. The greater
the incline, the farther the
AVP s positioned above or
below the cormesponding
vanishing poing.

Figure 3-12. A two-
Point perspective view of
descending stairs shows the
inclined planes within which
the stairs are positioned,
Landings are positioned

patch or directional change,
The two closest sets of stairs
are at different pitches,

the first steeper than the
second. This is indicated by
different positions of the
AVPs. The most distant stairs
Are ascending at the same
pitch as the central stajrs.

VERTICAL
E
TRAL
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Figure 3-13. This drawing
Hlustrates a one-point
perspective view of
VEETICAL descending stairs as inclined
TRNcE planes with a landing at the
top and bottom, Mote that
the AVP is located along a

et vertical extension of the
CVE Only the treads, or
horizontal planes, of the
stairs are actually visible
from this viewpoint

Figure 3-14. Aone-

T AVF point perspective view
of two adjoining sets of
stairs shows only one set

with a receding inclined
L plane (foreground), No

Convergence is necessary

for the pitch of the other

inclined plane that moves

across the plcture plane
rather than inta it

!
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In the case of a peaked rooftop that has an equal
pitch on both sides, the AVPs for the upward pitch
and downward pitch are positioned equal distances
above and below the horizon line 1o assure uniform
pitch on both planes of the roof (sec Figure 3-10). For
inclined planes that have ne edges parallel or perpen-
dicular to the ground plane, both lefi and right points
of convergence will fall on an AVP located on a verti-
cal trace, one above the horizon line and one below
the horizon line.

Geometric Solids
and Transparent Construction

The geometric or Euclidean solids known as the cube,
the cylinder, the cone, the sphere, and the pyramid
provide the basic forms from which all other forms
are composed. All forms, to varying degrees, can be
ultimately reduced to one of these geometric solids or
a combination of these geometric solids {F:igure 3-15).
With an understanding of cube construction and el-
lipse construction as it relates to a cube, any of these
basic forms can be created, as well as infinite varia-
tions of these forms.

WHAT IS TRANSPARENT CONSTRUCTION?

Geometric solids, along with gridded ground planes,
cube multiplication, and cube division, also provide
the foundation of understanding for transparent con-
struction. Transparent construction involves the re-
duction of three-dimensional forms, both simple and

complex, to their basic geometric solids (Figure 3-16)
and a depiction of these three-dimensional forms that
suggests their transparency, essentially defining infor-
mation that is not actually visible from a fixed view-
point. For example, one may draw a shoe in which we
see simultaneously both the near side of the shoe and
the far side of the shoe—a perspective version of X-ray
vision (Figure 3-17) The most basic skill necessary
for exploring transparent construction is the ability to
draw a transparent cube in perspective, defining all six
faces of the cube as if it were made of glass.

To apply transparent construction to the depiction
of an object, it is best to start with a form whose re-
lationship to a cubic structure is readily apparent—a
form that is composed of simple plancs and pErhiIP-“
some curvilinear contours that are rooted in cllipses.
Certain childrens tays, for example, are excellent sub-
jects for beginning to explore transparent construc:
tion because of their inherent simplification and their
obwious relationship to a rectangular solid. Examples
include oy cars, trucks, or trains; cash registers; tele-
phones; work benches; and other simplified versions
of cube-based forms that are typically constructed of
wood or plastic (Figures 3-18 and 3-19). More com-
plex forms may be introduced as comprehension of
the process increases.

ESTABLISHING THE CUBIC CONNECTION

The important first step in the process involves deter-
mining the relationship of the form to a cube. Pick up
the object you are going to draw and, by viewing it

Figure 3-15. A variety of
geometric solids and related
forms are shown in their
refationship to cubes. As
cubes (such as the cne on
the lower right] approach
the cone of viskon, some

(s

distartion in the resulting
geomelnc solid begins 1o
appear, as evidenced by
the tilting ellipses of the
cylindrical form.
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Figure 3-16. Cubes and cubic forms provide the structure for 3 variety of

both simple and compound geometric solids and ellipses,

from all sides, determine what its cubic dimensions
are (Figure 3-20). An object that roughly measures 12°
tall, 18" long, and 6" deep can be translated into cubic
dimensions a few different ways. If you wish to work
with a 12" cube as the basic unit of measure, then the
object in its simplified form can be represented as
1 cube tall, 1% cubes long, and % cube deep, using
cube multiplication and division to create the proper
dimensions. If you wish to work with a 6" cube as the
basic unit of measure, then the object can be repre-
sented as 2 cubes tall, 3 cubes long, and 1 cube deep.
If you wish to work with a 3" cube as the basic unit of
measure, then the object can be represented as 4 cubes
tall, 6 cubes long, and 2 cubes deep. If you encounter
dimensions that involve more irregular fractions of a
cube, such as thirds, you can either estimate thirds of
a cube or use a measuring line for a precise determi-
nation of thirds. A gridded ground plane may alse be
used as a sort of template in helping to determine cu-
bic dimensions. The object’s relationship to a gridded
ground plane in a plan or overhead view can be trans-
lated to the object’s relationship to that same gridded
ground plane when seen in perspective.

If you wish to begin your drawing with a cube
whose dimensions are estimated, then you can place
your initial cube in any number of positions within
your perspective environment, being careful not to
vialate your cone of vision as you multiply the initial

Figure 3-17. Student work, Scott Luce, A transparent
censtruction drawing of a ski boot shows both the visible
near side and the invisible far side. Cubic forms that remain
lightly visible in the drawing provide a structural basis for
analyzing the boot,

Figure 3-18. Student work. Theron J. Willks An in-progress transpanent
construction drawing of a toy train car provides evidence of the numernous two-
point perspective lines that guide the transparent construction of this form.
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Figure 3-19. Student work leff VandenBerg. A fully
developed ransparent construction drawing of a toy cash
register reveals numerous delicate construction lines that
guide the drawing process.

cube to create the overall dimensions (Figures 3-21
and 3-22). If you wish to begin with a drawn cube
whose dimensions are precise, then you must deter-
mine whether you want to work with a 45°/45° view of
the object you are drawing or a 30%/60° view, and con-
struct your initial cube using one of the appropriate
cube-construction methods described earlier in this
chapter. With the object in front of you as a reference,
you can represent the form from any desired vantage
point—above or below or on eye level —without actu-
ally viewing it from that particular vantage point.
Initially, the process of transparent construction
can be time-consuming and somewhat frustrating, as
it requires patience and some careful consideration
about the best way to approach the form. It is help-
ful to work from general to specific, identifying and
defining the largest and simplest characteristics of the
form first before addressing more detailed informa-
tion that is rooted in the simpler form (Figure 3-23). If
you are initially approaching transparent construction
through technical perspective, then the use of rulers
and T-squares and other mechanical devices requires
a bit more care and precision (Figure 3-24). Once
you have an understanding of the process, it is wise
to explore the application of transparent construction
principles in a freehand manner as well, using no me-
chanical aids or using them minimally (Figure 3-25).

Three-Point Perspective

In one- and two-point perspective, it is assumed that
all edges that are truly vertical (perpendicular to the
ground plane) are also parallel to the picture plane,
and therefore do not converge on a vanishing point
but rather remain true verticals in the drawing. In
three-point perspective, which is typically used to ad-
dress forms that extend well above or below the eye
levelfhorizon line, it is acknowledged that in order to
observe these forms we must tilt our head up or down,
Because the picture plane remains parallel to the plane
of our face in perspective, the picture plane must also
tilt in relation to the object or objects being observed,
and consequently no edges of a cube-based structure

Figure 3-20. Student weork. Liisa Rupert-Rush. identifying
the cubic structure of a cowboy boot in adjacent schematic
drawings provides vital information for a maore informed
investigation of the boaot,
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Figure 3-21. Student work. The cubic structure of this toy cash register is
shown to be approximately 5 cubes wide including the side tray, 3¥: cubes
deep, and 3V cubes high. The eye level (horizon line) is just beyond the

upper edge of the drawing surface.

Figure 3-22, Student waork. The cubic structure of this
lumchbox is shown to be approximately 4 cubes wide,
2 cubes deeq, and 2V culbbes high,

Figure 3-23. Ralph Allured,
American, maginary Flying
Machine in Two-Paint
Perspective, 1997, Graphite
an paper, 11 = 17 inches.
Courtesy of the artist. The
large, basic shapes of the
wings and body of this
imagined fiying maching
were established, first using
technical perspective and
some mechanical aids,
fallowed by details in the
structure of the wings

and the body using both
techinical and freehand
rgthods,
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Figure 3-24. Ralph Allured,
Ametican, Study of Reclining
Chairs in Two-Point and %
One-Point Peripective, 1997,
Graphite on paper, 11 X 17
inches. Courtesy of the
artist, A ruler, compass,

and gridded ground plane
were used to develop

this technical perspective
drawing of reclining chairs
viewed in a variety of
positions. A numbser of
inclired planes in this study
comverge on AVPS, but here
the AVPs are labeled as ECVP

@M.ll’-;-

(etevared central vanishing
point) and LOVP (lowered
central vanishing point),
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Figure 3-25. Ralph Allured, Armerican, Boat Studies in Three-Paint Perspective,
1537, Graphite on graph paper, 11 * &% inches. Courtesy of the artist. As the
artist’s notes in the upper right corner indicate, these three-point perspective
studies of two boats are drawn freehand, with no established vanishing points.
Aruler is used to sharpen significant edges when considered necessary,

remain parallel to the picture plane. Therefore, all par-
allel edges (including verticals) must converge on van-
ishing points (Figure 3-26).

We already know that all edges that are parallel
to the ground plane (horizontal) and moving away
from us converge on either VPL or VPR. The third
vanishing point, upon which vertical edges parallel
to each other will converge, is positioned directly
above or below the CVP, depending upon whether
the form is viewed from a low vantage point or a high
vantage point.

Three-point perspective is actually applicable far
more often than it is used, but because of its increased
complexity and time intensity, its use is reserved for
drawings that demand three-point perspective for vi-
sual accuracy or effect. For some artists or designers,
mathematical precision may be desirable or manda-
tory, and a more in-depth investigation of strict three-
point perspective may be required for work of greater
complexity. Because in three-point perspective there
are many more steps required for the precise construc-
tion of even a simple cube, we allow here for informed
estimation of heights, widths, and depths as often
as possible to make the process more expedient and
user-[riendly, This more relaxed approach is especially
applicable for artists whose work does not require ab-
solute precision but who are simply interested in the
ability to convey the illusion of three-dimensional
form and space convincingly.
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COMSTRUCTING A FORM
IN THREE-POINT PERSPECTIVE

1. All preliminary information should be estab-
lished and drawn, including scale, eye levelfhori-
zon line (EL/HL), ground line (GL), station point
{5P), central vanishing point (CVP), vanishing
points left and right (VPL/VPR), vanishing point
three (VP3), units of measure along the horizon
line that reflect your scale, units of measure along
a vertical measuring line that reflect your scale,
and cone of vision (Figure 3-27).

2. If your EL is high, as in a birds-eye view (if you
are above, looking down), position your EL/HL
nearer the top of your drawing format. [f your EL
is low, as in a worm's-eye view (if you are below,
looking up), position your ELHL nearer the bor-
tom of your drawing format. From this point on,
we are assuming a worm's-eye view in three-point
perspective for purposes of explanation.

3. In establishing the scale for your drawing, think in
terms of a scale that can represent larger structures
such as buildings (eg. 17 = 10" or W" = 107).

4. Drraw a vertical line up from the CVP and off the
top of the drawing format. The third vanishing
point (VP3), which identifies the point of conver-
gence for all vertical edges in three-point per-
spective, must be plotted somewhere along this
line. The farther up this line VP3 is located, the
less the picture plane is assumed to be tilted, and
the less the verticals will be foreshortened, This
yields a more subtle effect, Conversely, the closer
VP3 is located to the EL/HL, the more the chluﬂ_- Figure 3-26. Charles Sheeler, American, 1883-1965, Delmanico Building,
plane is assumed to be tilted, and the more the 1926. Lithograph. Composition: 9% X 16%s inches: sheet: 147 % 11%. Gift
verticals will be foreshortened. This yields a more ~ ©f Abby Aldrich Rockefeller. The Museum of Modem Art, Hew York. Digital
dramatic effect. As a general rule, the minimum Image © The M_useum :rfMlm:lern Art/Licensed by SCALA f Art Resource,
distance of VP3 from the eye level/horizon line e et PSR sl 'm.“ 5 “’“*”‘f‘ i -.-Im.\r, e ;
should be no less than the total distance between VEFCH SEIES GTUW, DN DOOERE O AN WIS D PRINE I
VPL and VPR. This serves to minimize distor- i b Pl e

tion. If VPL or VPR or VP3 are located outside of
your drawing format, then wings will need to be

attached to your paper. {contrary to two-point perspective), it will be

5. Locate and estimate the height of the leading edge shorter than if the same size cubic structure were
of a cubic structure in a centrally located posi- drawn in two-paint perspective. This will be your
tion, alang or near the vertical line that passes “key™ structure, which will help to determine the
through the CVE This leading edge must con- si'.m; of ull other structures. Stay within the cone
verge upon VEP3. Keep in mind the scale you have of vision to avoid distortion.

established in estimating the height of the leading 6. Diraw lings of convergenee from the top and
edge. Because the leading edge is foreshortened Bottom of the leading edge to VPL and VPR,
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Figure 3-27. This drawing
illustrates three-point
perspective from a low eye
level or worms-eye view,
Thie perspective se1 upis
the same as for a two-paint
perspective drawing, with
the addition of a third
vanishing point (VP3) that
is positioned well above the |

eye level and upon which

all vertical edges converge.

The convergence of vertical

edges is indicated by

dotted lines. -

Figure 3-28. This drawing illustrates three-
point perspective from a high eye level or [
bird's-eye view, The three makn structures are |

similar to those presented in the worms-eye
view, but because they are viewed from
such a different eye bevel, their appearance
changes dramatically. A horizontal
rieasuring line wat used in this drawing
and in Figure 3-27 to derermine the vertical |
divisions in the tallest structure,
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estimate the desired width of the structure, and
extend all verticals to converge at VP3. This
completes your cubic structure in three-point
perspective.

7. The height of the leading edge of additional struc-
tures can be scaled as usual from the leading edge
of the key structure, using SV Ps located along the
horizon line. Additional structures can be made
larger. smaller, or the same size as the key struc-
ture. This process is essentially the same process

9.

= ==

wsed for scaling the height of a leading edge in
one- or two-point perspective, but all verticals
determined by scaling will converge on VP3,

. To determine divisions in the width of a structure

(either equal or unequal divisions), use the famil-
iar horizontal measuring line system explored in
two-point perspective and explained earlier in
this chapter {Figure 3-28).

For determining divisions in the height of a
structure (comparable to the number of sto-



ries in a building), it is recommended that you
estimate these divisions, keeping in mind that as
you move up the structure (a worm's-eye view)
or down the structure (a birds-eye view), the
increments will become increasingly smaller to
reflect diminution,

10. For drawing inclined planes in three-point
perspective, AVPs will still be located on vertical
traces, but these vertical traces will extend from
VP3 to VPL and VPR and beyond rather than be-
ing truly vertical.

Suggested Perspective Exercises

Following are some suggestions for both technical
and frechand exercises that encourage creative explo-
ration and application of both beginning-level and
more advanced and complex perspective processes
and techniques. These exercises are accompanied by
illustrations of various solutions. They require your
understanding of the essential building blocks of per-
spective, including systems and processes such as one-
and two-point cube construction, one- and two-point
gridded ground planes, scaling techniques, sliding
vanishing points, ellipse construction, various meth-
ods for cube multiplication and division, inclined
planes, the relationship of geometric solids to trans-
parent construetion, and three-point perspective.
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You are encouraged to determine the specifics
and the variables of the exercises, including any re-
strictions or requirements you wish to impose upon
yourself. While some exercises are better suited
for techmical perspective, it is reinforcing to ex-
plore a technical system using frechand technigues,
It is strongly suggested that you incorporate at all
levels of exploration the use of a variety of differ-
ent eye levels, scales, and station points, including
forms drawn below, at, and above the eye level, both
grounded and floating.

In all of these exercises, make sure that you know
where your eye level/horizon line is positioned, whether
it falls on the drawing surface or is positioned above or
below the drawing surface.

+ Draw a series of cubes in both one- and two-point
perspective and practice constructing various geo-
metric solids that incorporate both straight lines
and planes and elliptical forms within the cubes
(Figure 3-29).

« Create and draw a still life of various boxes—
smiall, medium, and large—and arrange them in
a variety of positions. Stack them, lay them on
their side, and arrange the flaps at different angles.
Remember that, in these various positions, there
will be multiple sets of vanishing points upon
which the receding planes will converge (Figures
3-30 and 3-31).

Figures 3-29. Student
waork. Dean E. Francis, The

relatienship of various
geometric solids to a cubic
solid is explored in this
linear perspective study.
Cubes, cones, cylinders,
vessels, a wedge, a pyramid,
and a sphere are shown

| at different positions in

| relation 1o the eye level and

| the central vanishing point.
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Figures 3-30 {student work—Matt Grindle) and 3-31
(student work—Jeff VandenBerg), Arcangements of boxes
and box flaps on tabletops are explored in these two
diawings. Sighting, frechand perspective, and technical
perspective are used tegether 1o create convincing illusions
of three-dimensional forms and space.

= From imagination and/or observation, draw a

cityscape in ene-, two-, or three-point perspec-
tive. Vary the shape, height, and position of the
buildings. and include architectural details and
embellishments. You may also wish o incorporate
natural forms such as trees and other landscape
elements. You can work freehand or use straight-
edges or rulers (Figures 3-32 through 3-35).

From imagination, draw a two-point perspective
environment or structure(s) of some kind. This en-
vironment or structure does not have to be based
in reality. It does not have to actually exist. Your
drawing may include cubic-based forms, strue-
tures that incorporate elliptical elements, inclined
planes, and any other variations that require the
use of perspective. You may also want to include
some organic or natural forms as part of the en-
vironment or structure. You may choose to work
with straight-edges or rulers. or you can work
entirely freehand (Figures 3-36 through 3-38).
From observation, draw a familiar room interior
from a two-point perspective viewpoint, including
furniture, windows, doorways, countertops, and
other elements. Work freehand when possible, and
use sighting and your understanding of perspective
principles to accurately identify angles, represent-
ing the structure of the room and the things found
in the room. You may also choose to identify the
approximate position of vanishing points (which
will likely be well off the page) to guide you in your
observations (Figures 3-39 through 3-42),

From observation, practice transparent construc-
tion processes in relation to both simple and more
complex forms using both cubic-shaped objects,
objects that include ellipses, and objects that are
irregular in their structure. The more clearly you
can see the relationship of the object to a cubic
shape, the easier it will be to apply transparent
construction. Be patient as you explore complex
forms, as they require more time and incorporate
a greater range of perspective processes (Figures
3-45 through 3-56).
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Figures 3-32 (student work—Dean E. Francls), 3-33
[student work—Gill Whitman), 3-34, and 3-35 (student
works—Doug 5tahl). These drawings are examples of

both imagined and abserved cityscapes using knowledge
of perspective. The three-point cityscapes use technical
perspective and are constructed from imagination utilizing
a bird’s-eye view, while the freehand marker drawings are
dene from direct observation,




Figure 3-36. Mathan Heuver, —
American, Interchange,
2008, Graphite on paper,
30 x 44 inches. Courtesy
of the artist. Heuer's
graphite drawing of
imaginary collapsed
frepway overpasies

makes reference to the
prehistoric monument of
Stonchenge and its post
iwertical stone columns)
and fintel (horizontal stones
supported by the columns)
construction. The drawing
makes a comparison
berween ancient and
CONTEMPOorarny structunes.

Figures 3-37 (student work—Donald Barkhouse 1N} and 3-38 {student work—
Pat Perry). These two-point perspective drawings, executed with different
media en different surfaces, explare creative and humarous invented
structunes and enviranments,
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Figures 3-39 (student work—Lea [Momi] Antonia), 3-20
(student work—Alyssa Parsons), 3-41 (student work—Chris
Johnson), and 3-42 (student work—Tim Crecelius). These
four drawings are all based on direct observation of a room
interior and the use of sighting for angles and proportional
relaticnships. Motice that there are different eye levels
employed in the drawings, indicating that each student
chose their own viewpaint when making thelr drawing.
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Hgmu 3-43 (student work—~Apil Maturia) and 3-44 (student work—Peggy lackson). Delicate construction lines indicate that
these drawings include an exploration of transparent construction. The construction lines guide the shape and placement of
ellipses and help 1o maintain the relative symmetry of the forms.

Figure 3-46. Student work (Schoel of Design, Basel,
Switzerland). The underlying cubic structure of this
compound geometric solid is drawn transparently (as if
made of glass), revealing the process of describing various
Figure 3-45. Student work. Jefi VandenBerg. Metal lunchboxes are forms—arches, ellipses, cylinders, etc.—that have a
refatively simple forms with a clear relationship to cubes, providing a good relationship 1o the cube. The cube is the starting peint from
introductory experience for exploring transparent construction, which information is carved away or added on.
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Figures 3-47 (student work), 3-48 [student work—Matt Grindle), and 3-49
{stedent work—>3chool of Design, Basel, Switzerland), Children's toys provide
a good cpportunity to investigate transparent construction as it might apply
to actudl full-scale forms such as a mailbox, a truck trailer, or a steamraller. All
three of these drawings were done from direct observation of children's toys.
Figure 3-49 is an excellent example of the relationship of various forms to a
basic cube and its variations.
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Figure 3-50. Swdent work. Cubic forms can easily be
compared to the strong vertical and horizontal aspects

of a ski boot, providing a form with more detail for the
investigation of transparent canstruction. Establishing the
larger and simpler forms first establishes more structure for
drawing the details.

Figure 2-51. Student work [Schoel of Design, Basel, Switzerland), This
beautiful transparent construction study of a well-worn boot shows
careful and sensitive analysis of the boot's general structure as well as the
relationship of detail ta larger, simpler structures,
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Figures 3-52 (student work—Deborah Augustine) and 3-53 (student work—Tim Crecelius). Commaon househald objects are
riadily available and provide a good resource for exploring transparent construction with varying degrees of complexity. As
your understanding increases, you can explore more complicated forms in greater detail

—

Figures 3-54 and 3-55 (student works—5Schoaol of Design, Basel, Switzerland). Complex forms that range from the mundane
to the beautiful can be explored with the help of transparent construction techniques. Natice the use of points or dark marks
that assist with identifying key points of the delicately drawen cubic structures that guide the formation of ellipses, curves, and
other shapes. Both of these studies required patience and careful analysis due to their complexity.
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Figure 3-56. Student work. Steve Kilgore. The upper drawing shows three different views

of the reel of a fishing pole and two fishing lures, The lower drawing shows a portion of the
drawing in greater detail, Although construction lines are not evident in this final version of
the drawing, transparent construction was used to analyze the different views of the cbjects.



Essential Drawing
Principles in Relation
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The Human Figure
WHY STUDY THE HUMAN FIGURE?

here is perhaps no more significant experi-
I ence in the study of drawing than the study of
the human figure. You need only to look to the
ancient Greeks and Romans and to the Renaissance
masters to recognize the historical importance of the
human form in the study of the visual arts and the re-
finement of visual expression. Altheugh the figure’s
presence and significance during the period known as
Maodernism ebbed and flowed, as form and subject it
has experienced renewed significance in postmodern
and contemporary art. While its influence is always
felt to some degree, twenty-first-century artists affirm
the significance of the figure as a powerful form for the
communication of ideas (Figure 4-1), and no classieal
or tradition-based art education would be complete
without a substantial focus on studying and drawing
the human form.

Much debate in academia is currently taking place
concerning the changing role and structure of founda-
tion courses for students studying both the fine and ap-
plied arts, and some colleges and universities are tailoring
introductory experiences to a students specific major.
Unfortunately, this may result in no figure-drawing
experience, depending upon what discipline you are
studying, You may be focused on studying the fine arts
{drawing, painting, printmaking, sculpture, etc.) or you
may be focused on studying what is generally referred to
as the applied arts, such as illustration, graphic design,
industrial design, furniture design, and so on.

If we examine those aspects that the fine and applied
arts have in common, we find that a concern for com-
munication is paramount, whether it takes place in a

gallery or museum, in a television or magazine ad, on a
showroom floor, ona computer moniter, or inany num-
ber of other locales. The power of the human form to
communicate cannot be overstated, primarily because
it is what we are. We have things in common with other
human beings that we have in common with nothing
else. Seeing a human form in any context, whether it
be an actual human form or a representation, has the
potential to provide us with the experience of "looking
in the mirror,” of seeing our own reflection, so to speal.
It followws that any significant educational experience in
visual communication of any kind must thoroughly ex-
amine the role of the figure, and for the visual artist this
requires experience with drawing the figure,

The fine and applied arts also have in common a
concern for principles of design and aestheties. If we
acknowledge the presence of these principles of design
and aesthetics in nature, then we may also recognize
their essential universality. Quite simply. I can think
of no finer example of the application of principles of
design and aesthetics than the living, breathing human
form, and the human form is indeed universal. In all
of our variations—sex, skin color, body type, facial fea-
tures, and more—we are exquisitely designed and liter-
ally embady a number of design principles or systems
of organization, such as the Golden Section (Figures
4-2 and 4-3), discussed at length in Chapter One,

Bear in mind that the same characteristics that
make the fgure such an important source of slud.}'
are often what make the figure such an intimidating
presence as you embark on your study of it. The fact
that the model will often be nude in the classroom
may cause you some discomfort initially, but expe-
rience indicates that your dizcomfort will be short-
lived and that, with few exceptions, most of you will
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Figure 4-1. lenny Scobel, American, Flurer in the Room,
2003, Graphite, oil, and wax on gessoed wooden panel,
32 ® 24 inches. Private collection., Scobel uses composite
resources 1o create fermale figures that are then combined
with other visual references culled from the 19305 and
19404, These drawings make both critical and nostalgic
references to beauty and its underlying calamity.

quickly come to terms with an unclothed model in
the classroom as a necessary element for the study of
the human body.

Because the figure is a highly complex form, it
presents a greater challenge for those of you who are
beginning art students. We are visually quite famil-
iar with the human form in the sense that we ofien
know when something is "off” even if we aren'l sure
exactly what is "off” The difficulty for the uninitiated
lies in the challenge of identifying why things don’t
look quite righl:. and what to do about it. Therefore,
it is strongly recommended that you have some suc-
cessful drawing experience with simpler forms before
approaching the subject of the figure. This not only
prepares vou for the greater complexities of the figure
bt also serves to build your confidence, Of course not

Figure 4-2. Student work. The human face exhibits
proportional relationships that reflect the Golden Section.

In simplifying the Golden Section to a ¥ fraction or a 3:5
ratic, we observe this same relationship in the major division
between the cranial anéa and the facial area, the length of
the nose from eye level to the chin, and the placement of the
center ling of the mouth from the nose to the chin,

all foundation programs in academic institutions are
in agreement with this philosophy of course sequenc-
ing, and some programs do not require basic drawing
as a prerequisite or even a co-requisite to figure draw-
ing. If, however, you have the flexibility to determine
sequencing for yourself, consider the benefits of hav-
ing some experience and success with the tools and
processes of drawing before approaching the figure.

CLASSROOM ETIQUETTE WHEN
DRAWING FROM A MODEL

Modeling is hard work. Unless you have done it be-
fore, it is difficult 1o realize the challenges involved in
modeling well. Everyone in the classroom deserves
to be treated with respect, and this is especially true
for the models who find themselves in an especially
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vulnerable position because they are ofien nude and
because all eyes are upon them. For those of you whe
lack experience with drawing from the figure, it is ad-
visable to take a few minutes prior to your first session
with the model to acquaint yourself with some of the
rules of “etiguette,” and your instructor will hopefully
review some of this information with you.

The model’s personal space is to be respected, and
you should never touch the model while he or she is
at work. There are some instances, with the models
permission, when it is appropriate for the instrue-
tor to make contact with the model in order to point
something out, when teaching anatomy, when helping
the model to get back inte a particular pose, and so
on. But the generally accepted notion is that under ne
circumstances should you, as a student, make contact
with a model.

You should alse be aware that it is inappropriate to
make audible comments concerning the model’s body
or appearance or to laugh out loud in a way that may
lead the model to think that you are laughing at her or
him. Again, because of the models vulnerability, it is
courteous and professional to be particularly attentive
to his or her well-being. Although it may seem unnec-
essary to discuss here what seems like common cour-
tesy, drawing an unclothed model in a elassroom with
a group of fellow students is net exactly a “common”
experience unless you are in art school.

The maodels, too, should be made aware of guide-
lines for their behavior. During a break, you can ex-
pect that the model will wear a robe or otherwise cover
himself or herself until it is time to resume modeling.
Models are generally advised not to offer comments
on student work since they may unwittingly reinforce
something your instructor is trying to discourage or
discourage something your instructor is trying to re-
inforce. If you encounter an uncomfortable situation
with the model, your best course of action would be
to discuss the issue with your instructor and he or she
can address the issue with the model. In general, com-
mon sense and courtesy provide the best guidelines,

THE PROCESS OF SIGHTING IN RELATION
TO THE HUMAN FORM

‘The procedure for sighting is thoroughly discussed
in Chapter One. There are, however, some factors
worlh mentioning that relate specifically to sighting
the human form.

Figure 4-3. Ilustration of the Theory of the Art of Drawing. Propaortions

of the Human Body. Courtesy of Daver Pictarial Archive Series, Dover
Publications, Inc. Based on a standing figure that measures 8 head lengths
tall, the Golden Section proportions are reflected in a number of ways either
as fractions of 3, %, or % or as ratios of 2:3, 3:5, or 5:8. The length of the body
is divided by % or 3:5 at the waist, the length of the anm is divided by 35 at the
elbow, and the length of the outstretched arm in relation to the width of the
torsa is 2:3,
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Sighting the Human Figure

for Relative Proportions

It has already been determined that a unit of mea-
sure or point of reference must first be established for
comparative measurements. When working with the
figure, the head is most frequently used as the point
of reference (Figure 4-4). This assumes, of course,
that the head is visible in its entirety. In views of the
figure that do not provide an unobstructed view of
the head, such as an extremely foreshortened posi-
tion, an alternative point of reference must be es-
tablished. Depending upon your viewpoint, a hand
or a foot may provide a workable point of reference
{Figure 4-5). Any part of the figure will suffice as a
point of reference as long as there is a clear width and
length that can be observed and measured. And as

Figure 4-4. Student work, Enk Carlson, The length of the
head from crown te chin is pulled down through the Aigure,
revealing that this seated iigure measures nearly 6 head
lengths from uppermost 1o lowest point. Note that the
second head length brings you 1o the line of the nipples, and
the third head length brings you 1o the top of the thigh, both
easily identifiable as landmarks on the body.

noted in Chapter One’s discussion of sighting, what-
ever you choose to use as your unit of measure or
point of reference should be established first in your
drawing so that it may guide subsequent decisions
regarding size and placement of the parts of the body
that form the whole,

Foreshortening in the figure is often recorded
with a significant amount of inaccuracy and distor-
tion. This is because your experience with the human
form will often override what you see in front of you.
For example, a foreshortened view of the thigh may
measure wider from side to side than it does in length
from the hip area to the knee area (Figure 4-6). Be-
cause of your awareness of the thigh as a form that is
generally greater in length than in width, cylindrical-
like, you may bypass what is observed and draw what
you “know™ a thigh to look like. This then creates
problems in presenting a convincing illusion of a
foreshortened limb.

While sighting is an ideal way to overcome these
inaccuracies, there are a few things to which you
should be particularly attentive. First, be aware of
the fact that when foreshortening is evident, the ap-
parent relationship between the length and width of
figurative forms (limbs, torso, hands, feet) is altered
to varying degrees, depending on the severity of the
foreshortening. While the length of a form may be
greatly compressed in foreshortening, the width may
remain relatively unchanged (Figure 4-7). Second,
make sure you don't tilt your sighting stick in the
direction of the foreshortened plane. This is easy to
do without even being aware of it. Because the mea-
surement is no longer being taken in the imagined
two-dimensional picture plane if you tilt your sight-
ing stick, it will not present an accurate translation
from the three-dimensional form of the figure to the
two-dimensional surface of the drawing or painting.
A final note regarding foreshortening: Be aware that
instances of overlapping, where one part of the body
meels another part of the body, are more pronounced
in a foreshortened view and reguire greater attention
to the interior conlours that give definition to this
(Figure 4-8).

Sighting the Human Figure for Vertical and
Horizontal Alignments Between Two or More
Landmarks or Reference Points

Keep in mind that the human form is rich in visual
landmarks. Although many of these landmarks are
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Figure 4-5. Student work,
Stephen Amor, Because of
the extreme foreshortening
of the head and the fact
that it is partially obscured,
the foot is used as the unit
of measure. Lines show the
kength aof the foot pulled
horizontally and vertically
through the figure, Note
that the length of this
foreshartened reclining
figure from head 1o
buttocks is 4 foot lengths.

readily apparent and easily identified verbally (the
tip of the nose, the back of the heel, the tip of the
elbow, the right nipple, the wrist bone, the navel,
the inside corner of the eye, the side of the face,
etc.], many more landmarks are available to you that
are o bit more difficult to deseribe when discuss-

Figure 4-6. Student work.
Janet Drake Helder. The
fareshortened thigh of the
reclining figure measures
greater in width than in
length, which is contrary to
what we might expect to
see based on what we know
about a thigh,

ing a drawing with your instructor or with a fel-
low student. These landmarks may be defined by
a significant directional change in a contour, by a
point ol overlap or intersection, or by the outer-
most or innermost point of a curve, Although less
easily identified verbally, they can provide helptul
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Figure 4-7, John Singer Sargent. American, 1856- 1925, Study of g Nude Man, before 1925, Pencil on paper, 9% * 7% inches.
Bequest of George A. Gay. Photo credit: Wadsworth Atheneum Museurn of Art/Art Resource, MY, Given that our eye level is
low and we are looking up at the figure, the head length repeats itself anly twice 1o bring us near the pubic arch, In a standing
figure withaut foreshortening, the head length would repeat isell nearly three times to bring us 10 this same point, While the
length of the 1orso is compeessed, the width of the torso remains relativily unatfected by foreshenening,
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Figure 4-8. Student work. Gypsy Schindler. Overlapping is
intensified when foreshartening is present. Internor contours
are more pronounced in numerous places in this page of
foon studies. Note especially the toes of the center foor, the
ankle bone (medial malleclus) of the lower right foot, and
the heel area of the upper left foot.

reference points for seeking vertical or horizontal
alignments between distant points on the figure, and
these alignments help to maintain an accurate re-
lationship of size and placement when drawing the
figure and its component parts (Figure 4-9). Some
examples of landmarks that aren’t easily named in-
clude the point at which the contour of the neck
intersects the contour of the shoulder; the contour
where the upper leg meets the lower torso; the point
at which the contour of the upper, inner arm disap-
pears into the shoulder area; the outermost part of
the curve of the calf muscle; and others, Be creative
in finding ways to verbally describe and discuss
these landmarks on the figure (Figure 4-10).
Sighting for vertical or horizontal alignments be-
tween figurative landmarks that are spaced far apart

Figure 4-9. Student work. Glenda Oosterink, Vertical sight
limes are extemded through the figure at various points using
a sighting stick. Vertical relationships between identifiable
poknts or landmarks are sought, with the intention of
maintaining these observed relaticnships in the drawing.

on the body is especially helpful. For example, you may
observe that the left or right side of the face aligns verti-
cally with the foor or ankle area, These aligmments can
be difficult to observe without the aid of a sighting stick
when they occur at distant points on the figure. In addi-
tion, you can use sighting to ebserve when a significant
lanidmack falls to the left or right of a vertical extension
of another landmark or when a landmark falls above
or below a horizontal extension of anather landmark
(Figures 4- 11 and 4-12). As always, these concepts will
become clearest for you when they are actually applied
1o a deawing experience. Understanding the basic con-
cepts of sighting when they are presented in a class-
room lecture or demonstration is a great beginning. But
you will undoubtedly find tha nppl}'i.ng these concepis
while drawing will raise questions and occasionally
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Figure 4-10. Student work. Phil Scally. A variety of
landmarks are identified In this drawing by the placement
of gray dots. While they lack a specific name, they are
places on the figure that can be easily returned to, Most of
them invalve two edges that meet, overlap, or intersect; a
significant directional change in 2 contour; o the outermest
or fullest point of a curve,

leave you uncertain how to proceed. With the guidance
of your instructor, these challenges will provide you
with the opportunity to gain a stronger understanding
of sighting and the numerous ways that it can serve you
in making accurate observations of the figure. You will
learn most quickly through the practical application of
sighting technigques. And what first may seem awkward
and time consuming will become, with experience, sec-
ond nature,

COMPARATIVE PROPORTIONS

IN THE MALE AND FEMALE FIGURE

As vou begin yvour exploration of the human figure, it
is helpful to have information that furthers vour un-

Figure 4-11. Student work. Jody Williams. Vertical sight lines
can help identify whn two or more points do not precisely
align, with cne peint falling to the left or right of another
paint. In this example, note that the Aigure’s right heel is
positioned between a vertical extension from the front of
the chest and a vertical extensicn from the back of the neck.
Althowgh this may seem obviows in locking at the drawing,
itis much less apparent when scanning an actual thiee-
dimensicnal figure without the aid of a sighting stick.

derstanding of basic proportional relationships. An
awareness of classical and idealized figure propor-
tions, derived from the Greeks and the Renaissance,
is important in understanding both the historical
and contemporary depiction of the human form. But
in reality, very few human forms fall so neatly into
these canons of proportion. We know that there is
considerable variation of proportional relationships
within human forms, especially with regard to the
length of the limbs,

While the idealized canon of proportions tells
us that a standing adult figure is & head-lengths tall,
reality and experience tells us that many figures are
closer to 7% heads tall, and some are closer to 7 heads
tall (Figure 4-13). This information is only applicable
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Figure 4-12. Student work.
Eoth vertical and herizantal
sight lines can be used

in seeking alignments or
nonalignments betwesn
significant points of
landmarks on the figure,
This particular drawing
illustrates the use of
harizontal sight lines to
investigate the placement
of various aspects of the
body in relationship to
each other.

Figure 4-13. Hilaire-Germain-Edgar

Deqas, French, 1834-1917, A Ballet Dancer

in Pasition Facing Three-Quarters Front, €.
1872-1873. Graphite, prepared black chalk,
white chalk, and touches of blue-green
pastel on pink weve paper, squared in
prepared black chalk; actual: 41 X 276 cm
116Y% % 10% inches). Harvard Art Museum,
Fogg Art Museurn, Bequest of Meta and Paul
1. Sachs, 1965,263. Photo: Allan Macintyre ©
Prosident and Fellows of Harvard College.,
Rather than applying the ideahized figure
propartions of eight head lengths tall, Degas
records in this standing Agure a height of
approximately 6% head lengths, The drawn
qrid is used to wanscribe the drawing to
anather surface rather than representing
repeated head lengths.
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when dealing with a standing figure. Careful obser-
vation and wtilization of the sighting process is most
important in establishing actual proportions, whether
the figure is standing, seated, reclining. crouching, or
in any number of other positions.

Some general information regarding comparative
differences in proportion between the female and
male form follows. Differences are most evident when
comparing standing figures (Figure 4-14). These ob-
servations pertain 1o adull figures who have reached
their full height, and it should be noted that there are
exceptions o these comparative proportions.

+ Torso longer (from shoulders to hips) in relation
to total body length because of the greater distance
between rib cage and pelvis.

» Lower limbs (legs) shorter in relation to total body
length.

« Neck longer in relation 1o head height.

= Shoulders narrower than male shoulders.

= Pelvis or hips broader than male pelvis or hips.

« Hips deeper from front to back than male hips.

= Hips shorter from top to bottom than male hips.

+ Pelvis tipped farther forward, creating a stronger
curve in the lower back.

« Hips typically the broadest part of the body, wider
than shoulders.

« Arms shorter in relation to total body length be-
cause of a shorter humerus.

+ Elbows positioned higher in relation to torso.

+ Hands positioned higher in relation to upper legs
or thighs.

» Torso shorter (from shoulders to hips) in relation
to total body length because of the smaller distance
between rib cage and pelvis,

= Lower limbs (legs) longer in relation to total body
length.

« Neck shorter in relation to head height.
+ Shoulders broader than female shoulders,

= Pelvis or hips narrower than female pelvis or hips.

Hips shallower from front to back than female
hips.
» Hips longer from top to bottom than female hips.

» Pelvis more upright, diminishing the curve in the
lower back.

+ Shoulders typically the broadest part of the body,
wider than hips.

= Arms longer in relation to total body length be-
cause of a longer humerus,

+ Elbows positioned lower in relation to torso.

+ Hands positioned lower in relation to upper legs or
thighs.

When using the head as a unit of measure, you can
make some general proportional ebservations about a
standing adult figure, whether male or female. Begin-
ning with the head length and repeating that length
down the body toward the feet, you can anticipate
some figurative landmarks that the head lengths will
come close to if the standing adult is approximately 7
to 7% head lengths tall. This relationship can shift in
older adults, who may lose height because of bone loss
and compression of the spinal column,

The first head length is determined by measur-
ing from crown to chin, taking imte account the
axis of the head if it is tipped (Figure 4-15). The
second head length will bring you near the nipples
of the breasts, although there is considerable varia-
tion here in women based on breast size. The third
head length will bring you to the region of the navel,
which will also correspond roughly to the position
of the elbows with the arms hanging at the sides. The
fourth head length brings you slightly below the ae-
tual midpoint of the body, which iz located at the
pubic bone in the male form and slightly above
the pubic bone in the female form. Continuing to
drop the head length down the body will usually
bring you to regions of the body that lack signifi-
cant landmarks, such as the mid-thigh area and the
middle of the lower leg.

In infants and children, the head is much larger
in relation to total body length at birth, progressively
reaching adult proportions as growth and develop-
ment continue through childhood, adolescence and
puberty, and young adulthood (Figure 4-16). In old
age, the proportion of the head to the body changes
slightly once again as bome mass shrinks somewhat
and there is some loss of height.
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Figure 4-14. lean-Auguste-Dominique Ingres, French, 1 780=1867, Studies of a Man and a Wamean for “The
Golden Age” 1843- 1848, Graphite on cream wove paper, backed, traced with a stylus after mounting, squared;
aciual: 41.6 X 31.5 cm (16% X 12% inches). Harvard Art Museum, Fogg Art Museum, Bequest of Grenwille L.
Wenthrop, 1943.861. Photo: Katya Kallsen © President and Fellews of Harvard College, This drawing by Ingres
provides an oppartunity 1o compare the praportional variations between a standing male nude and a
standing female nude.
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Figure 4-15. Statwe of Germanicus, from the fifteenth
cenury. Courtesy of Daver Pictorial Archive Series,
Dower Publecations, Inc. This representation of a standing
male figure, approximately 7% head lengths tall, shows
the location of head lengihs when they are repeated
through the length of the body. Head lengths are morne
likely vo fall near a landmark in the upper body than in
the lower body.

Gesture Drawing or Rapid
Contour Drawing

Gesture drawing is an essential exercise for “warm-
ing up" prior to a more extended drawing session.
While it is advantageous to apply gcsture-drnwing
processes to every subject matter, it is indispensable
wilh regard to figure drawing because of the human
form’s inherent energy and potential for movement.
When applied to the figure, gesture drawing not only
helps to energize you but also helps to energize the
model. It gets the body moving and the blood flow-
ing. which can in turn energize a sluggish brain. This
can be especially valuable in getting started in a class
that meets first thing in the morning when you may
be struggling to wake up, or right after lunch when
your food is being digested and your biological clock
often desires an afiernoon siesta, or in the evening
following a long and tiring day.

In addition to its preparatory value, gesture draw-
ing is a great exercise in and of itself, and it provides
the perfect complement to a longer, more sustained
drawing experience that eventually focuses on details
and specifics. The generalized nature of information
gathered in a gesture drawing (Figure 4-17) provides
solid reinforcement for the process of working from
general to specific and helps you to gain experience in
making rapid observations of overall figurative place-
ment and proportion.

A typical gesture drawing or gesture pose lasts
anywhere from three minutes to thirty seconds or
even fifteen seconds. Some instructors prefer to be-
gin with shorter poses and progress to “longer” poses,
while some begin with three-minute poses and work
toward fifteen-second poses, which you will gener-
ally find more challenging because of their brevity. To
facilitate the qualities of energy and immediacy, hold
your drawing material {whether it be pencil or stick or
brush) loosely so that you can utilize your entire arm.
Ofien the tendency is to grip the tool in the same way
you would if writing, but writing generally requires
maore precise and constricted movernent than is desir-
able in gesture drawing,

SEEING IS THE KEY

» Spend some time just looking at the pose before
vou begin to draw.

« Spend the majority of your time looking at the
model rather than at your drawing,
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Figure 4-16. Student work,
Regina b Westhoff. In

this student drawing that
appropriates a Renaissance
image of thie Christ child
and the Virgin Mary, the
difference between adult
and infant proportions as
they relate to head length

is clear. Infants have a much
larger head in relation 1o
thelr body length, and this
slowly yields adult figure
proportions as the Infant
grows and matures.

+ The movement of your hand should duplicate the
movement of your eyes as you rapidly scan the
figure for proportion and general disposition.

+ Establish general scale and proportion purely
through visual observation. A formal use of the
sighting stick and the sighting process is inappro-
priate in gesture drawing because of the limited
time involved.

Stand at arms length from the drawing surface ina
position allowing a broad view of bath the model
and your drawing surface. Keep your drawing sur-
face at a height that is mest comfortable for you.

USING AXIS LINES

« Use axis lines to indicate directional thrusts or to
show the major masses of the body (head, upper

| torso or rib cage, lower torse or pelvis, limbs) in

| opposition,

| = You can indicate significant angles or angular rela-

i tionships such as the angle of the head, the curve

| of the spine, the angular relationship between left

|

|

|
|
‘ v
|
1
|
|

and right shoulder, between left and right hip,
between left and right breast, or between left and
right foot in a standing or crouching figure,

Figure 4-17. Stedent work, Minnesota State University-
Moarhead. Kevin Qlson, Mate the absence of any detail or
refinement of specific Information in this gesture drawing.

Be attentive to the shape and placement of the feet
{Figure 4-18). "The foot may seem like a minor
element of the figure, but fn fact it plaws a very



Figure 4-18, Student work. Susan Cannarile-Pulte. The
shape and placement of the feet in these gesture studies
are key elements in accurately describing posture, weight
distribution, and position in space.

important role in anchoring the body. Finding the
correct shape and placement of the foot is essential
in creating a convincing ground plane that gives
the figure its proper position in space and a sense
of weight and grounding.

KEEPING IT SIMPLE

+ Details of the figure, such as specific facial features
or individual fingers and toes, are unimportant in
gesture drawing and should not be of concern.

» Try to be economical with vour marks—don't
overwork your gestures. Lel gesture drawing be a
statement of essentials or essence,

+ Define the general characteristics of the figure—
movernent or directional thrusts; shape; weight
distribution or muscle tension (through weighted
line}; basic position of head. hands, and feet: posi-
tion in space; and so on (Figure 4-19).

= Generally speaking, do not be concerned with light
and dark or value structure of the igure unless the

Figure 4-19. Student wark. Lisa Kolosowsky-Paulus. This
gesture drawing, executed with a stick dipped in ink, utilizes
principles of closure in defining the general characteristics of
the figure.

emphasis is on sustained gesture, which is a varia-
tion of gesture drawing that allows for a rapid and
simplified indication of planes of light and shadow.

SETTING THE PACE

* The figure and its position should be suggested in
its entirety within the first few moments of draw-
ing. This is accomplished by recording the largest
and most apparent shapes and axis lines first.

+ Think energy and immediacy—gesture drawing
is a record of the energy and movement that goes
into making the marks.

» Use the entire arm and wrist and shoulder to draw;
use your whole body.

« Stand up when doing gesture drawings 1o enable
fluid and rapid drawing,.

WORKING FROM THE INSIDE OUT

« Have an awareness of underlying structure, which
acts as the armature for the llesh of the figure. In
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Figure 4-20. Student work, Minnesota State University—
Meoorhead. Chris Kowanko. Key peints of articulation, such as
where the thigh meets the hips or where the hips meet the
torsg, are addressed through marks that move into the intenior
of the figure, These interior lines can abso indicate the path of
eye movement as you scan the figure quickly for information.

a longer gesture drawing, you can indicate the
simple underlying masses of the skeletal system—
skull, rib cage, and pelvis—using geometric simpli-
fication of these forms.

+ Indicate general points of articulation, such as the
joining of the limbs with the torso. These are good
places to cross over into the interior of the figure
and to reinforce the idea that gesture drawing
should not focus solely on outermaost contours
{Figure 4-20).

Gesture drawings of the figure call for an awareness
of the model’s body and movements, and it is help-
ful for you to extend this awareness to sell. Be aware
of the relationship of your own body to the drawing
easel (assuming a standing position. which is recom-
mended for executing gesture drawings). It is best to
be turned slightly in relation to the model so that there
is no need o constantly peek around your drawing
board or drawing pad to see the figure. If you are right-

handed you should position yourself so that you are
looking toward the left to see the model. This allows
for the greatest range of motion with your right arm.
Conversely, if you are left-handed you should position
yourself so that you are looking toward the right to see
the model. Position the height of your drawing surface
50 that your eye level falls within the top half of your
drawing surface. This helps to prevent arm or back fa-
tigue caused by reaching too far up or down, especially
during an extended gesture drawing session.

Enhancing the [llusion
of Volume and Space
in the Human Form

LINE VARIATION IN FIGURE DRAWING

Chapter One provides an in-depth discussion of line
work in relation to a variety of subject matter. It is
worth noting, however, that the human form provides
a particularly rich opportunity to explore the relation-
ship between line and edge and the power of line to
convey tremendous nuance and subtlety or extreme
power and forcefulness while addressing the physical
aspects of volume, mass, movement, weight, gesture,
dimension, and space (Figure 4-21).

The tremendous variety that is inherent in the
human boady, bath at rest and in motion, explains in
part its value in the study of drawing. There is also a
powerful psychological element that makes the study
of the human form an especially rich and satisfying
experience. The simplicity and directness of line as an
element of image making lends itself well to the ex-
pression of both the physical and psycho-emotional
presence of the human form.

SCALING TECHNIQUES
IN FIGURE DRAWING

Sealing, a5 a means of developing accurate spatial and
size relationships, is especially useful when approach-
ing more complex compositions that utilize the Rgure
as a primary subject. Beginning-level figure drawing
often focuses on a single figure only, without the added
challenge of relating the figure to other forms or relat-
ing the figure to one or more additional figures. As
vou reach maore advanced levels of igure drawing, you
will likely be expected 1o explore the relationship of a
figure to an interior architectural space, to furniture or
other inanimate forims, to exterior landscape elements,
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or to other figures, To do this effectively, it is vital that
you have an understanding of scaling methods, espe-
cially if you are interested in inventing or imagining
these forms shifiing and moving in space without the
aid of direct visual observation (Figure 4-22). Scaling
principles are consistent, regardless of subject matier,
Chapter One provides a thorough introduction to and
explanation of the process of scaling.

One interesting exercise for exploring scaling in re-
lation to the human form is useful to your study of the
figure regardless of your amount of experience, This
exercise can be made more or less complex by con-
trolling the degree of difficulty or complexity of the
maodels poses. Once you have become familiar with
the basics of scaling, you can ask your model to alter-
nate back and forth between two different poses, per-
haps one seated pose and one standing pose. for about
fifteen or twenty minutes in each pose, Using a refined
or sustained gestural approach, draw the figure five or
six times in different locations on a ground plane with
a clearly established horizon line {Figure 4-23), Variety
is provided through the two different poses and also
by moving around the model in order to see the poses

Figure 4-21. Siudent work. Jamie Combs. Rich linear from different vantage points. If desired, you may ex-
vafiation and a dense network of lines indicate a very plore scaling more thoroughly by drawing additional
active search for and discovery of the figurative form in forms in relation to the figure, such as buildings or
an interior environment. walls with windows and doorways or other architec-

o
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Figure 4-22. Student work. Jody Williams, With the help af
toeach other and to the visible honzon line,

scaling, the Agures are composed in carrect scale and placement
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Figure 4-23. Student
waork, B, A, Miltgen, Based
on this student’s solid
understanding of scaling
and perspective, a standing
and seated figure are
convincingly repeated
throughout an invented
exterior space, with one
seated figure placed in the

crotch of a tree,

tural or natural forms, If you understand scaling and
apply it correctly, you should be able to identify the
height of every form that you draw and know thar it is
firmly in contact with the ground plane,

A GENERAL-TO-S5PECIFIC APPROACH TO
FORM AND VALUE IN FIGURE DRAWING

A general-to-specific approach to building linear struc-
tureand value structure is discussed at length in Chapter
One, It is, however, worth noting some aspects of figure
drawing that benefit significantly from the application
of general-to-specific principles. The philosophy of
working from general to specific is intended to assist in
seeing large, generalized forms as the foundation upon
which smaller forms or details are based. Because there
are many aspects of the figure that are rich in detail, it
can be especially difficult for the uninitiated to remain
focused first on the larger, simpler forms. Instead, there
is premature attention given to details at the expense
of the larger forms, which typically results in problems
with proportion and a loss of coherent volume, It is a
natural tendency for cur eyes to note areas of detail or
areas of increased visual information, Consequently, the
need to suspend or delay interest in this information is
especially challenging if’ you are a beginning student.
Emphasizing the “house-building” approach in your
figure drawings, as discussed in Chapter One, supports
and reinforees general-to-specific techniques.

The head, the hands, and the feet are frequent trou-
ble spots or stumbling points in the figure when trying
to suspend interest in details until the larger, simpler
forms are clearly and proportionately established. The
inexperienced drawing student often focuses on the
individual features of the face while overlooking their
relationship to each other and to the larger form upon
which the features are based, the ovoid-shaped head.
The same is true for the hands and the feet. You may
be inclined to focus on individual fingers or toes with-
out concern for their relationship to each other or to
the larger, simpler planes of the hand or foot. When
this happens, it often results in a loss of unity of the
form, and because linear and value structure must be
seen in its broadest context first, a loss of volume is
also to be expected.

The exercises suggested in Chapter One for re-
inforcing a general-to-specific approach to building
form can easily accommodate the figure as subject
matter. Spending time studying the head, hands, and
feet as individual units of the figure with their own
hierarchy of general and specific information can
help reinforce this working process as it applies to
both the parts of a form and the entive form (Figure
4-24). It is especially helpful 1o first observe and re-
cord simiple planes or planar structure with line, and
then progress to assigning simplified value structure
to these planes,
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Figure 4-24. Jay Constantine, American, Hand Siwdies, 1987,
Black conte crayon on paper, 24 X 18 inches. Courtesy of the
artist. Following the initial Hnear investigation, basic 1onal
structure is Blocked in using the broad side of a conte crayon
and/or parallel linear strokes. Significant form begins 1o
emerge with the use of only two tones that describe planes
inlight and planes in shadow.

If you want to avoid premature invelvement with
detail, consider imposing a few limitations on your-
self. When working on an 187 % 24” format or larger,
limit yourself initially to the use of sticks of charcoal,
conte, or graphite as opposed to pencils that encour-
age greater attention to detail (Figure 4-25). Use
these sticks in varying lengths by making strokes
with the broad side of the stick. Limit the amount
of time you allow vourself 10 do a study of the full
figure—between fifteen and twenty minutes—with
emphasis on a simplified but proportionate draw-
ing of the entire figure. Try 1o initially avoid specific
fingers or toes or individual features, and again, limit
the material te stick form as opposed to pencil form.
Finally, consider working on thumbnail sketches of
the full figure that are small enough 1o discourage at-

tention to fine detail (Figure 4-26). Remember that
we are talking here about building tonal or value
structure. You can use a graphite, charcoal, or conte

-

Figure 4-25. Student work. Michael Plleghaar. Use of the
broad side of a stick of conte allews far a more generalized
tonal description of the form of the figure. A shift to the
end of the conte stick can facilitate greater definition of
detail if desired.

pencil to establish general linear contours, switching
to a compatible stick of graphite, charcoal, or conte ta
establish general value structure.

An Introduction to Portraiture

Two things in particular are necessary in learning how
to draw a portrait study in a way that will yield a like-
ness, or at least approximate a likeness, while present-
ing believable human proportions. First, you must
unde any bad habits and dispel any myths you may
adhere to that often surround portraiture; and second,
you must learn to really see the human face, bypassing
assumptions and eliminating any cursory examina-
tions of the head and the facial features.

As a student, you need to be aware of the most
frequent errors that oceur in portrail studies with the
intention of avoiding these errors, and you must com-
mit to studying and carefully observing placement,
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proportion, individual variations, and other aspects of
the head and its component parts. Sighting is an inte-
gral part of the process of observation. Because of the
detail involved in portrait studies, effective sighting
and informed observation require that you be closer
to the subject than you may need to be when doing a
full-figure study.

The following information, which begins with a
discussion of commaon errors, is a guideline for the
study of portraiture, progressing from general infor-
mation to more specific information. This information
is most effective when you can make direct observa-
tions of the human head while reading and studying
the accompanying illustrations. If you are not in the
studio with a portrait model, you can use your own
reflection as a source of study and can also observe the
heads and faces of friends, family members, house-
miates, spouses, and others.

COMMON ERRORS

With the human head as subject matter, two critical
CITOrs DCCur in our perccpiiun more often than any
athers, and these errors are typically reflected in our
drawings. The first is the placement of the eve level
in relation to the total [:ngl:h of the head, from the

Figure 4-26. Student

work. This small and rapid
study of the figure and the
sumrounding environment,
measuring about 3 = 4
inches, is highly simplified.
The nature of a thumbnail
study discourages premature
attention to detail

crown of the head to the tip of the chin. The second
is the placement of the ear, particularly in profile and
three-quarter views.

Maost peaple perceive the eye level (an imaginary
line that runs through the inside corners of the eyes)
to be approximately one-third of the way from the
top of the head. This perceptual error occurs in part
because, in comparison to the rest of the face, the
forchead, hairline, and top of the head are relatively
uninteresting, lacking specific features or significant
landmarks. Things that may psychologically seem
less important are typically perceived to be physically
smaller. As a result, the forehead and the top of the
head are diminished in size, resulting in what Betty
Edwards, in Drawing on the Right Side of the Brain,
refers to as the "cut-off skull” error,

All proportions can be perceived merely by look-
ing for size relationships. In a direct view of the head
in an upright position, look for the following size
relationships:

« Measure the distance vertically from the inside
corner of the eye to the tip of the chin.

« Compare this distance to the distance from the
inside corner of the eve (eyve-level line) 1o the up-
permast part of the head (the crown).



. Thcdmmuemhmmm
sibly the upper measurement i even greater when
accounting for the height of the hair.

+ Therefore, the eve-level line is approximately cen-
tral in the head (Fignre 4-27).

In 2 profile or three-quarier view, similar perceptual
errors occur. Bacatse the “cheek™ area and the side of
the face lack specific features or strong landmarks, most
peopie perceive this area 10 be less important and dimin-
ish it in portraiture. As 2 result, the ear is thres: forward
closer w the other feanures of the face, often appearing
in an incorrect drawing 1o be growing out of the cheek-
bone. This also diminishes the total width of the head
in profile and three-quarter views, gince the back of the
head is ofien placed or drawn in relationship 1o the back
of the ear. This again results in a variation of the “out-off
placing the ear in profile and thres-quarter views, as-
suming a direct view of the bead in an upright position:

&
| 5

Figure 4-27. Studer wore, 5% Towe TR e T
Eye-heved e in ralation 1o e 2 ane S PIDAR TS T R
ApOrouIrTalehy Fud

* In a pure profile view, measure the distance from
the inside comner of the visible eye to the tip of
the chin,

* This measurement or distance should approxi-
mately repeat itself from the outside corner or back
of the eve 10 the back edge of the ear (Figure 4-28)-

* In 2 three-quarter view, measure the distance fl'":'m
the inside corner of the eye closest to you to the tip
of the chin_

* This measurement or distance should approxi-
mately repeat itself from the inside corner or front
of the eve to the back edge of the ear (Figure 4-29).

It is important 1o understand that these measuring
systems are for the purpose of comparison—some-
thing to check against. There are all kinds of subtle
proportional diferences from one head or person to
another, and this includes variables based on gen-
der, age, and ethnicity (Figure 4-30), Therefore, these

B =
Figure 4-28. Srudent ATon FEIETentof the ooy iy g piokile

op o T RS salatif o ine g it!"'-ieﬁomﬂrewl.ﬂ o
= )

pim Tha digTan8 damen T3 gyl 808 10 tha Chin s rwoughly
sgurcanert o e s grarge From e ulEe comar of the eve

oy mima Edci Of L7 €25
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Figure 4-29. Student work (detail). Jamie Hossink.
PMacement of the ear in a three-quarter view of the head
relates to the distance from eye level to chin. The distance
from the eye level to the chin is similar 1o the distance from
the inside corner of the eye to the back of the ear.

measurements are not intended as rules but rather as
guidelines to help you discover true proportions for
each individual.

GENERAL GUIDELINES
FOR LOCATING FACIAL FEATURES
AND OTHER LANDMARKS

The following guidelines assume that you have a direct
view of the subject’s head in an upright position. You
as the artist are not positioned significantly above or
below the model, and the models head is not tipped
forward or back,

The central axis (an imaginary line running
through the center of the forehead, the nose, and the
mouth} is always at 20° (a right angle) 1o the eye-level
line (Figure 4-31). Even when the head is tilted, cre-
ating a tilt in the central axis, a 90° relationship will
be maintained between the central axis and the eye-
level line. In an extremely foreshortened three-guarter

Figure 4-30. Student work, Gypsy Schindler, This drawing
provides a comparisan of differences and simblarities in facial
features based on gender and ethnicity.

view, this angle may differ slightly from 90° because of
the effects of perspective and convergence.

The length of the nose (the point at which the nose
meets the face above the mouth) is typically between
one-third and one-half of the distance between the
eye-level line and the tip of the chin (Figure 4-32).
Rarely will the length of the nose be less than one-
third of this distance or more than one-half of this
distance. The tendency for most beginning portrait
drawers is to make the nose half the length of the dis-
tance between the eye level and the tip of the chin.
This generally creates a nose that is too long, which
then causes problems in placing the mouth.

The centerline of the mouth (the line formed where
upper and lower lips meet) is located approximately
one-third of the distance from the end of the nose
{where the nose joins the face) to the tip of the chin
{Figure 4-33). The centerline can then guide the sie
aned shape of the upper and lower lips.
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Figure 4-31. Swudent work, Asron Adams. The eye-level ling
and central axis maintain a %0° angle even when the head

is tileed, In a three-quarter view, the central axis will take
on a slight curve to acknowledge the rounded volume of
the head. Perspective and foreshortening may increase or
decrease the angular refationship slightly, depending upon
the vigwpoint of the artist in relation to the subject.

Figure 4-32. Student work (detall, after Albrecht Diirer).
Amy Allison, The length of the nose in relation to the
distance from eye-level line to chin is typically between
one-half and one-third,

Figure 4-33. Student work (detaill. Gypsy
Schindler, The centerline of the mouthin
relation 1o the distance from nose 1o chin s
approximately ane-third,
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The distance between the eyes in a frontal view
{and some three-quarter views) is approximately 1
eye width. The distance from the outside corner of the
eyes to the apparent edge of the head is again approxi-
mately 1 eye width in a frontal view. This means that
in a frontal view of the head, the total width at eye
level is approsimately 5 eye widths {Figure 4-34).

The edges or wings of the nostrils, in determining
the width of the base of the nose in a frontal view, form
an approximate vertical relationship with the inside
corner of the eyes (Figure 4-35). Based on different
facial structures and ethnic influences, there is signifi-
cant variation in the width of the base of the nose, but
the vertical relationship with the inside corner of the
eyes provides a point of comparison.

The outside corners of the mouth, in determining
the width of the mouth in a frontal view, form an ap-
proximate vertical relationship with the center of the
eyes (see Figure 4-35). Again, this vertical relationship
is intended to provide a point of comparison, as this
width may vary considerably.

The top of the ears, where the cars meet the head,
is approximately level with the eye-level line, forming
a horizontal relationship between the top of the ears
and the eye-level line when the head is upright (Fig-
ure 4-36). Be aware that if the models head is tipped
forward or back even a little bit, this can impact the
apparent position of the ears considerably.

The bottoms of the ears, or the bottom of the ear
lobes, form an approximate horizontal relationship
with the space between the noge and the mouth when
the head is upright {see Figure 4-36).

The width of the neck is generally greater than you
may think, although there is a tremendous amount of
variation from female to male and from person to
person. Mote carefully the point at which the neck ap-
pears to emerge from the contour of the face and the
frequent asymmetry of these points of emergence, es-
pecially when the shoulders or head are turned even
slightly (Figure 4-37).

In a three-quarter view, the symmetry or “mirror
image” that we associate with the features of the face

Figure 4-34. Student work (detail), Michael Williams. A
carmparison af the width of one eve in a frontal view to the
width of the full face at eye level reveals five nearly equal
units—1weo containing the eyes, one containing the space
between the eyes, and twa containing the space adjacent to
each eye, This comparison can reveal subtle asymmetry from
one side of the face 1o the other,

Figure 4-35. Student work {detail). Michael Williams, In
a frental view of the face, the wings of the nosteils can be
compared to the inside cormers of the eyes by extending
a wertical sight line. Similarly, the width of the mouth can
be compared to the middle of the eye. This comparisen
can reveal subtle asymmetey from one side of the face
1o the other,
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Figure 4-36. Student work. Nacmi Fish, The top and bottom
of the ears often relate horizontally to the eye level and the
space between the nose and upper lip, respectively, If the
head ks tipped up or down, the horizontal sight lines tilt with it

is radically altered. The eyes take on different shapes
and different sizes in relation to each other, the far side
of the nose and near side of the nose can appear sig-
nificantly different in terms of size and shape, and the
far side of the mouth and the near side of the mouth
can also appear different, all because of the turning of
the head and the effects of perspective (Figure 4-38).
As always, careful observation will help you to perceive
these differences and aveid drawing what you think you
“know,” so vou can draw instead what you actually see.

THE FEATURES AND OTHER SIGNIFICANT
ASPECTS OF PORTRAITURE

The Eyes

Look carefully at the aciual shape of the eves (Figure
4-39). Observe the angle or axis line, in a frontal view,
from the left to the right side of cach individual eye.
Does the eve angle up from inside 1o outside corner?
Does it angle down, or does it remain horizontal from
inside to outside corner? Even in a frontal view, the
two eves are often shaped somewhat differemly.

e —

Figure 4-37. Student work. Because the shaulders and neck
are turned away from the picture plane, the point where

the neck appears to emerge from the contour of the face is
different from the left o the right side.

Mote in a frontal view that the highest point of the
curve of the upper lid is usvally located nearer the in-
side corner of the eye, while the lowest point of the
curve of the lower lid is usually located nearer the out-
side corner of the eye. The tendency is 1o place the
peak of both curves in the same location so that they
mirror each other, but this does not accurately repre-
seni the shape of the eye,

When drawing the iris, remember that it is circu-
lar in shape. Look at the white of the eye, and draw
the white shapes around the iris that are bound by the
upper and lower lid. Sometimes this will be one large
white shape, unbroken beneath the iris, but more of-
ten it will be two separate shapes divided where the
iris meets the upper and lower lid,

Notice that the eyelashes are ofien notapparent and
can be indicated simply by darkening the line used 1o
define the edge of the eyelid, especially the upper eye-
lid. Eyelids are not paper thin, but have thickness, and
the eyeball is seated behind the lids—it is recessed.
This is particularly evident in a profile view, and you
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Figure 4-38. Student work (detail, after Hans Burgkmair the
Elder). Kerre Mykamp, A three-quarter view of the face reveals
asymmetry in the shape and size of the facial features. Note
the differersces in size and shape from the right to the left side
of thie face of the eyebrows, the eyes, the nastrils, and the lips.

Figure 4-40. Student work. John Hale.In a profile view of the
face, the upper and lower eyelid rest at 5n angle, This angle is
frequently misrepresented as a vertical, which makes the eye
appear to bulge unnaturally, Motice, (oo, that the eyeball is
recessed behind the lid due to the thickness of the eyelid.

L S
o

Figure 4-39. Student work (detail), James Peterson. A detail
view of a self-portrait emphasizes the eyes and the use of
kine and line variation to represent them. Note that this
pérson’s eyes angle up slightly from the inside corner to the
outside corner.

Figure 4-41, Student work (detail). Jahn Elshalz. A
detail view of the eyes in this self-portrait study reveals
information about tenal changes in and around the eye.

should notice that the front, slightly curved edge of  MNatice the value structure on the eyeball itself resulting

the eyeball does not sit vertically in the face but slants  from the shadow cast by the upper lid and the shapes of

back slightly from top to bottom (Figure 4-40). value around the eye socket,

When incorporating tone or value, notice the value

changes that occur on the eyeball itself {(Figure 4-41).

This is affected by the light source, both the strength

of the light and the direction of the light. The white

of the eye is not actually white, and because the eye-

ball is a sphere and recessed behind the eyelid, there
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Figure 4-42. Student work. Naomi Fish. This portrait study
provides a slight three-guarter view of the facial features.
Hortice the shape of the nostrils, their slight asymmetry, and
their width-to-height relatbonship. This particular wioman has
strong. sormewhat flared nostrils.

is frequently a shadow cast on the eveball by the up-
per lid. Look for strong highlights in the eve, resulting
from the moisture in the eye picking up and reflecting
your light source. This highlight information adds life
to the eyes, although it may not be evident if the eyes
are in deep shadow.

Look for the value changes around the eye, and
note carefully the shape of these areas of value. This
information is particularly important in showing that
the eves are recessed in the head, set back in the sock-
ets and resting beneath the ridge of the brow to protect
them. By observing the shadows around the eyes and
drawing them carefully, you will avoid a portrait draw-
ing in which the eves appear 1o be floating in the face.

The Nose

Natice the shape of the nostrils, which is different in a
fromtal view than in a profile view, where only one nostril
is visible (Figure 4-42) In a three-quarter view, the twa

r —

|
|
|
i
|

Figure 4-43. Student work. Andrew Shirey. Side lighting In
this self-portrait creates shadow on one side of the nose and
light on the ather. If represented with line only, the length of
the nose could be described with a soft focus line along the
shaded edge where the core shadow is located,

nostrils take on entirely different shapes. Depending on
the structure of the nose and the view from which you
are observing it, note that some nostril openings will
be more angular, some gently curved, some full and
“open,” some narrow and “closed” Note the overall axis
of the nostril, even though it may be very subtle. Is the
axis vertical or horizental, or does it move on a diago-
nal? Careful ebservation will reveal key information.
In a profile view, you are able to perceive a definite
edge along the length of the nose, and this can be care-
fully observed and drawn through the use of line. In
a three-quarter view, this “edge” may be observed as a
linear edge even though it may not be as clearly distin-
guished from the surrounding information as ina pro-
file view (depending on the degree of the three-quarter
view). In a frental view one doees not aciually observe a
firm linear edge running along the length of the nose
{Figure 4-43). Defining. through line, the form of the
nose in a frontal view depends upon the strength and
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Figure 4-44. From illustrations of the paychological
relations of the brain (phrenology). Courtesy of Dover
Pictorial Archive Series, Dover Publications, Inc, Extending
vertical sight lines through the faclal features helps us to
identify the relationship of one part of the face to another in
terms of size, placement, and 50 on, In comparing these two
different profiles, note that in the older man's face on the
left, the bridge of his nese aligns with the point where his
lower nose meets his face, while his upper lip is positicned
behind this alignment. In the face of the younger man on
the right, the bridge of the nose aligns with the back of the
wing of the nostril and the contour of the upper lip is well in
frant of this alignment. Further analysis of the two profiles
reveals & number of differences in the relationship of the
features 1o each other,

direction of light source and requires a delicate touch
since the “edges” along the length of the nose in a frontal
view are typically very vague. With side lighting, creat-
ing shadow on one side and light an the other, you can
use an appropriately delicate line to draw the contour
along the length of the shaded side of the nose. With
everhiead lighting, you can delicately draw both the left
and right contour of the length of the nose, defining the
top plane of the length of the nose and distinguishing it
from the delicately shaded side planes.

Observe the location of the tip of the nose, which
varies greatly from individual to individual, In some
cases, the tip of the nose is considerably higher than
the place where the base of the nose meets the face.
This is often referred (o as a “turned- up” nose, In some
cases the tip of the nose coincides with the place where
the base of the nose meets the face, and in some cases

—

Figure 4-45. Fromillustrations of the psychological relations
of the braln (phrenology). Courtesy of Dover Pictorial Archive
Series, Dover Publications, Inc. In again comparing these two
profiles, notice the significant differences in the negative
space around the profiles bounded by diagonal extensions
from the tip of the nose to the tip of the chin and from the
tip of the nose to the outermast projection of the forehead.
Mote also that the older man's forehead slopes away from
the plane of his face mare dramatically than the younger
man’s farehead does.

the tip of the nose is positioned below the place where
the base of the nose meets the face (sometimes called
a "hooked” nose).

In a profile view, note the relationship between the
point where the nose meets the face between the eyes
(the bridge of the nose) and the point where the base
of the nose meets the face (Figure 4-44). Do these two
points align vertically, or is one point positioned be-
hind or in front of the other point? Look for additional
vertical alignments between landmarks along the pro-
file. Motice the negative space adjacent to the profile
and use it to guide your drawing (Figure 4-45).

The Mouth

In all views of the mouth, the shape of the upper and
lower lip is best defined through a combination of sen-
sitive line work and value changes rather than solely



86 bmawine essentials

Figure 4-46. Student work idetall)l. Jamie Hossink. In this
detail view of 3 sell-postrait, the mouth is almost exclusively
defined by the centerline where upper and lower lip meet.
The centerling is nearly always the darkest ling found in
contours of the mouth. Although the facial hair obscures
the mouth somewhat, there is evidence of delicate line work
used to describe some of the cutermost contours of the

upper and lower lip.

through line. A strong line drawn all the way around
the mouth will look artificial, more like a lipstick line
than the actual shape of the lips. because the edges
along the outermost contours of the mouth vary in
strength. Some areas that we perceive as edge, particu-
larly along the left and right side of the lower lip, are
often not edges at all but simply a color shift.

The centerline of the mouth where the upper and
lower lip meet is a strong edge, and il can be repre-
sented by the darkest line work in drawing the mouth
(Figure 4-46). Carefully observe the length of the cen-
terline of the mouth and the directional changes that
oceur all along the length of the centerline. Note that
the centerline of the mouth is net equally dark along
its length, but changes subtly in value as well as diree-
tion. It is often not exactly the same on one side of the
mouth as on the other. The centerline of the mouth is
of particular importance in capturing the personality
and expression of the model.

Figure 4-47, Student work. Melissa Vander Ark, This
subtractive drawing Hlustrates the fact that the upper

lip, with overhead lighting, is often darker in value than

the lower lip and the lower lip is often defined by the
shadow that it casts below itself. A linear contour or a tonal
description of the lower lip typically breaks toward the
outside edges, acknowledging the loss of a tangible edge in
these areas.

Mote the direction of the centerline of the mouth
at the corners, as well as value changes and shapes of
value found at the outermost corners. Do the corners
of the mouth slant down or slant up, or does one cor-
ner of the mouth slanmt one way and one corner an-
other? Typically speaking, you may notice that the
upper lip is darker in value than the lower lip and that
the lower lip's shape and size can be indicated by draw-
ing the shadow that is cast just beneath it, noting that
this shadow varies greatly in size and shape from one
person to another (Figure 4-47). Observe carefully the
activity at the outermost corners of the mouth. Again,
this information is vital in capturing the expression of
the model.

Pay attention to the relationship between the up-
per and lower lip in terms of length from side to side
and width from top to bottom, There is great varia-
tion from person to person, Are the top and bottom
lips roughly egual in their widith or [ullness, or is
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Figure 4-48. Swudent work (detail). This detail of a portrait
study in prafile shaws the relationship of the contour of the
ligs tora diagonal sight line joining the tip of the nose and the
chin, In this instance both upper and lower lip rest behind this
diagonal. Mote, too, the extreme difference in the angle of the
forehead (nearly vertical) and the angle of the nose.

one lip or the other much fuller or much narrower?
In terms of length, does the upper lip appear lon-
ger than, the same as, or shorter than the lower lip?
Does the upper lip protrude beyond the lower lip, or
vice versa?

In a profile view, there are many places where con-
tours change direction, creating landmarks, and this is
true of the mouth area, or the space between the base
of the nose and the tip of the chin. Notice the relation-
ship in placement between outermost and innermaost
projections, or landmarks. Mote the angles between
these points and the negative space found adjacent to
these contours, Often, although not always, the lower

Figure 4-49. Student work. Andrew Shirey, This portrait
study shows the ear’s relationship to the facial features in
teems of up-and-down placement and distance fram the
features. Although not evident in this profile view, many of
us have one ear positioned higher than the other, which
accounts for the fact that glasses often rest crockedly on our
face without an adjustment to the earpieces.

lip is positioned slightly behind the upper lip. It can
be helpful to draw a sight line that joins the tip of the
nose and the outermost projection of the chin, ob-
serving then the relationship of the contour of the lips
ta this diagonal line (Figure 4-48).

The Ears

Whether in a frontal, three-gquarter, or profile view,
the correct placement of the ear or ears is vital, Always
take note of the position of the ear in relation o other
features or landmarks in the face or head that you have
already drawn (Figure 4-49). Note the overall shape of
the car—squared-off, rounded, long and narrow, full
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Figure 4-50. Student work (detail). Chris Schroeder. This
dezail view of a head and hand study shows the diagonal
ocrientation of the ear.

at the top and narrow at the bottorn—and describe the
shape to yourself as vou are drawing it

In a three-gquarter or profile view, note that the
ear is often not purely vertical in its placement but is
slightly diagonal, with the top of the ear leaning more
toward the back of the head (Figure 4-50). This diago-
nal orientation is most evident when looking at the
fromt edge of the ear where it attaches 1o the head.

Look caretully for shapes of light and dark within
the overall shape of the ear. As with all the features,
ears vary tremendously from one individual 1o an-
other. Note whether the earlobes are “attached” or
“unattached”

Figure 4-51. Student work. Matt Maxwell, Because the
shoulders and head are wrned, the neck appears to emerge
from the contour of the face in very different places from
left to right side. Om the left, the contour appears to emerge
fromm the area under the chin, while on the right the contour
appears to emerge from the back of the skull. Notice, too,
that the nieck contour overlaps the shoulder area on the left
butnot on the right.

The Neck

In frontal and three-quarter views, take note of where
the contour of the neck appears to emerge from the
head (Figure 4-51). This will vary greatly depending
on your viewpoint, the position of the model, and
gender to some degree. Note that this point of emer-
gence is often very different from one side of the neck
to the other.

In a profile view, use the negative space in front of
the neck to help you observe the correct contour
of the underside of the chin and the neck (Figure
4-52), The front contour of the neck is usually at a
diagonal, slaming back away from the profile, and in
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a male may include a more prominent projection of
the "Adam’s apple” Motice in a profile view that the
paint at which the back of the neck appears to emerge
from the head is higher than the point at which the
front of the neck emerges. The back of the neck typi-
cally emerges at a point that relates horizontally to the
bottom of the ear.

The Shoulders

Make sure that the shoulders are wide enough, and
observe the height of the shoulders in relation to each
other. The angular relationship or axis line from one
shoulder to the other shoulder is important in captur-
ing the attitude of the model and is often complemen-
tary to a tilt in the central axis of the head.

If the shoulders do not face you directly, note the
difference in size and overall shape between the shoul-
ders (Figure 4-53). The contour of one shoulder may
emerge far beyond the contour of the head, while the
contour of the other shoulder may not. If the shoulders
are drawn too large, the head will appear too small, If
the shoulders are drawn too small, the head will ap-
pear too large. Careful observation will help you to
perceive the true appearance of forms.

The Hair

Observe the shape of the hairline. Use the “negative
shape™ of the forehead to help you see the shape of
the hairline. Note the differences in the shape of the
hairline from one side to the other, particularly in a
three-quarter view {Figure 4-54). In drawing the hair,
use strokes that move in the direction that the hair
grows or in the direction that the hair falls, and use
line to indicate places where the hair separates, Rather
than drawing individual strands of hair, which is con-
trary to our actual perceptions of hair, look for shapes
of light and dark values within the hair and draw
these (Figure 4-55). Hair contains light and dark pas-
sages just as flesh does, and by observing these value
changes you can avoid drawing hair that appears flat
and wiglike.

In drawing the overall shape of the hair, make sure
that you account for the presence of the skull beneath
the hair. Try to see the skull shape underneath or
through the hair and indicate it lightly, adding the hair
to this underlying shape.

In observing the hair that makes up eyebrows,
take careful note of the shape and placement of the
eyebrow in relation to the eye, and indicate the subtle

Figure 4-52. Student wark (detail). Phil Scally. In this profile pertrait study,
a distinct negative shape is formed by the edges of the chin, the neck,

and the shioulder. This shape is a useful guide for drawing the surrounding
contours accurately,

value changes in the eyebrow based on the density of
the hair at different points in the eyebrow, Notice that
the two eyebrows are often shaped somewhat differ-
ently, and one may be positioned higher or lower than
the other.

Value Structure

Value structure is important in defining the volume
and three-dimensionality of the head. In observing
value structure, look for the following (Figure 4-56):
What are the shapes of light and dark values ob-
served? How do these shapes relate to the surround-
ing features in terms of size and placemem? Are the
edges of these shapes ol light and dark erisp and
sharp, or soft and fuzzy, or somewhere in between?
Does a single shape of value contain both crisp edges
and soft edges? Does the valve change from light
dark occur suddenly, creating a sharp edge. or does
the value change occur gradually, creating a soft tran-
sition from one value to another?
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Figure 4-53. Hilaire-Germain-Edgar Degas, French, 1834-1917, Study for “Diego Martelli”
1879. Prepared black chalk heightened with white chalk, traces of white gouache, on green-
gray wove paper, discoloned 1o tan, squared in black chalk; actual 45 = 289 cm (17 s = 1%
inches). Harvard Art Museum, Fogg Ar Museum, Bequest of Meta and Paul ). Sachs, 1965.255.
Photo: Allan Macintyre © President and Fellows of Harvard College, In Degas' thiee quarter
view portiail study, the shape and size of the shoulders varies greatly from left to right side
because the upper body is also seen in a three quarter view. Note, too, that because the
wiewpeint is above the model looking down, the shoulders appear 1o emerge from a point
much higher in the head than if viewed from a less dramatic angle,
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Fi 4-54. h ki Ameri Study of Man's
gu.re]g“ Elfcekmte?r:y:‘::n m:a; 2 glnches. Figure 4-55. Student work. Andeew Shirey, The strokes used

Gourtesy of the artist. The shape of the halrline and the 1o selectively describe the hair show concern both for the

: . directicn the hair grows and falls and for the patterns of light
forehead reflects the asymmetry associated with three- p -
e e Jandfare. and mafiawfuundhtm hair as determined by hair color
and by light source.

Figure 4-56. Student work, Phil Scally, This portrait drawing
defines the form of the face primarily through value
structure, Mote in particular the shapes of darker value that
define the side planes of the face and the cranial area, as well
as the muscles in the neck. The value structure describes

hiis specific facial structure in respoanse to a light source
positioned in front of and above his head,
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Are there subtle value changes that occur within a
shape of light or dark? Does a large dark shape of value
contain some lighter areas? Does a large light shape
of value contain some darker areas? Keep your light
and shadow distinet from one another, Make careful
observations. Most significantly when studying value
structure, be very aware of your light source—where it
is positioned, how strong it is, how far away it is from
the madel you are drawing. Connect what you see in
terms of value structure on your subject’s face with the
light source.

AN ALTERNATIVE VIEWPOINT
IN PORTRAITURE

In discussing the placement of features in portraiture
and the general appearance of these features, we as-
sumed a direct view of an upright head. In other words,
you are studying and drawing the subject’s face and
head from a position similar to that of your subject
Even under these circumstances, a tremendous amount
of variety in terms of placement of features is possible.

In instances where the viewpoint is significantly

altered. it must be noted that proportional relation-
ships, placement of features, and general appearances
are also significantly altered. An altered viewpoint im-
plies that the model’s head is tilted forward or back-
ward, and possibly tilted significantly 1o one side or
the other, or that you, as the artist drawing the por-
trait, are positioned well above the model looking
down or are positioned well below the model looking
up. When the viewpoint is so altered, careful observa-
tions must be made to accurately capture a sense of
this viewpoint.

If, for example, the model’s head is thrown back or
the artist is below the model looking up, several things
will change (Figure 4-57):

+ The eye-level line in relation 1o the 1otal length of
the head will rise, appearing closer to the top of the
head and above the halfway paint of the height of
the head.

+ The ear level will drop in relation to the other
features of the face.

More of the underside of the nose will be visible
and the apparent length of the nose will be shorter,
You may observe, for example, that the tip of the
models nose is nearly at the same level as the eyes,

-

Muore of the underside of the jaw will become visible.
» Less of the top of the head will be visible.

Figure 4-57. Student work, Chris Schroeder. In viswing

the model’s face and head from a position well below the
model's eye level, proportional relationships, placement of
features, and general appearances deviate significantly from
what we might expect 1o see with a more direct viewpoint.

If, for example, the model's head is thrown forward
or the artist is above the model looking down, several
things will change (Figure 4-58):

+ The eye-level line in relation to the tatal length
of the head will drop, appearing closer to the
chin and below the halfway point of the height
of the head.

« The ear level will rise in relation to the other fea-
tures of the face.

+ The apparent length of the nose will increase in
relation to the distance between the eye-level line
and the chin.

= Less of the underside of the nose and the jaw is
visible.

+ More of the hair and the tep of the head is visible,

+ The apparent contour of the shoulders may appear
to emerge from the head or from a point much
higher than we are accustomed to observing. The
apparent length of the neck will be shortened,
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Figure 4-58. Student wark. Chris Schroeder. The viewer is

a bit above the model lecking down, and the model’s head
is both tipped and tilted. Careful observation is critical in
accuranely observing placement of and relationship between
features and landmarks,

In observing the different aspects of portraiture, it
is very useful to have a model on hand who is com-
fortable with having his or her head and face and fea-
tures scrutinized. For the sake of clarity when initially
studying portraiture, it is recommended that your
maodel be free of facial hair or, if the model normally
wears makeup, to refrain for the portrait study. Make
sure that you are close encugh to your subject to be
able to see clearly. If you are in a classroom setting
with a lot of other students, your instructor may bring
in two models from which to draw so that you can get
closer in order to aid your observations.

When studying the tremendous variation in details
of facial features, such as the shape and slant of the
eyes, the shape and size of the nostrils, the fullness of
the lips, the size and shape of the cars, and so on, it is
very informative to select twe or three people who are
willing to serve as examples and use them for compar-
ison, You can do this with friends or family members
or roommates. [f you are comparing eyes, look for

Figure 4-59. Studentwork. Chul-yeon Park. Through both
line and value, this composition explores the figure and the
environment in which the figure is located.

differences in the angle from inside corner to outside
corner. Look for differences in the shape and size of
the eye. Lock for differences in the heaviness or width
of the upper lid and the space between lid and eye-
brow. If dane respectfully, it can be both entertaining
and extremely informative to note actual differences
in facial features based on careful visual comparison.

Mapping the Figure in Space
Introductory experiences in figure drawing often fo-
cus on the figure as a singular form alone on the page.
Because of the complexity of the figure, it is under-
standable that initial investigations would not include
much or any attention te the envirenment within
which it is located. But as your skill and comfort level
with drawing the figure increase, you will benefit from
beginning to addreess the specific environment you
observe around the figure with which it interacts spa-
tially (Figure 4-59).
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DRAWING THE FIGURE
IN AN OBSERVED ENVIRONMENT

The term “mapping” refers to the idea of intersect-
ing contours both within a form and between various
forms. The exercise of mapping emphasizes where con-
tours meet, one passing in front of another, indicating
a directional or spatial change. For example, a contour
in the foreground may appear to intersect or overlap a
contour in the background. The contours meet visually,
with a shifi in space occurring. Mapping calls attention
to these changes in space by emphasizing where con-
towrs that appear to meet in your drawing are actually
moving forward or backward in space, Although map-
ping is discussed here in relation to the figure, it is a
legitimate exercise in relation to any subject matter.
Mapping the ﬁgure and its environment is primar-
ily a linear exercise, although it can be easily extended
into a study that incorporates tonal structure. It ex-
plores the figure as the central element in a composi-
tion that includes other “secondary” forms in various
spatial locations, With the figure functioning as a pri-
mary component in a larger pictorial matrix, all forms
in proximity to the figure can be discovered in terms of

where their contours meet or emerge from the contours
of the figure or where their contours cross in front of
or behind the figure. Depending upon whether the en-
vironment is an interior or an exterior space, second-
ary forms may include chairs, tables, walls, windows,
doors, stairways, counters, cupboards, benches, trees,
fences, lampposts, houses, animals, or other figures.

USING STRAIGHT-LINE CONSTRUCTION

The process of mapping the figure begins by drawing
the figure using straight-line construction. Straight-line
construction requires that you translate the contours of
the figure into a series of straight lines that emphasize
those places where planes and contours shift and overlap
or change direction (Figure 4-60). Once you have com-
pleted your straight-line analysis of the figure, you erase
or lighten everything but the intersections and observe
that the figure rémains readable and coherent. This em-
phasizes that it is the changes in form as planes meet,
overlap, and change direction that are mest important
and that the figure remains intact without defining the
entire contour (Figure 4-61). See Chapter One for more
information on straight-line construction.
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Figure 4-60. Student work, lacquelin Dyer Dellio, Straight-
line construction utilizes a series of straight lines to inerpret
and emphasize the directional shifts and changes found in
the contours of the body.
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Figure 4-61. Student work, Jacgquelin Dyer DeNio,
Removing some of the straight lines to emphasize points
of overlap or intersection yields a drawing of the iigure that
retains clarity and coherence.
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The next step in the process involves analyzing
and drawing the immediate background or environ-
ment in which the figure is located, using the same
straight-line construction process that you used in
drawing the figure. Forms in the immediate back-
ground will provide the same instances of overlap-
ping and intersection that you find in the figure. In
your drawing you will want to emphasize points
of intersection, with particular concern for clarify-
ing the spatial sequence (which contour is closer to
the viewer or which contour overlaps another con-
tour). This can be achieved through shifting pres-
sure on your drawing teol, gently darkening points
of intersection, emphasizing most strongly the for-
ward contour at the point where two or more con-
tours meet or overlap. At this point you may begin
to soften some of the angularity of line to create a
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more patural contour in the figure and other organic
forms (Figure 4-62).

CREATING VISUAL PATHS OF MOVEMENT

Mot all instances of intersection or overlap need to be
equally emphasized, as you will be using these points
of emphasis to create visual paths of movement in
your compaosition, directing the viewer’s eye through
the emphasized intersections and back into space.
Atmospheric perspective should also be taken into
account. This means that line work in the most dis-
tant space will have less contrast than line work in the
foreground space will. You will still be emphasizing
points of intersection, but you will do so with greater
subtlety (Figure 4-63). As you include more informa-
tion about the surrounding space, your composition

Figure 4-62, Student work. John Hale. In this example of
linear mapping, points of intersection are emphasized,
creating visual connections between various spatial
planes and establishing visual paths of movement
through the composition,

Figure 4-63. Student work. Amy Dyjak. Atmospheric
perspective is considered in this investigation of linear
mapging. Forms in the background are drawn with less
tenal comtrast, and points of intersection are emphasized
with greater subtlety.
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will gradually increase in complexity. As your atten-
tion moves farther away from the primary form of the
figure, additional forms will be discovered in terms of
where their contours meet or overlap other contours.
In essence, you will be observing the interconnect-
edness of all forms and shapes in the space of your
composition, both figurative and nonfigurative, both
positive and negative space.

This exercise can be extended to incorporate
tonal structure in addition to line work. The same
concerns apply in terms of emphasizing changes in
space, with strong tonal contrast and harder edges
indicating greater shifts in space, and subtle tonal
contrast and softer edges indicating minor shifts in
space (Figure 4-64).

The Figure and Anatomy

ARTISTIC ANATOMY VERSUS
MEDICAL ANATOMY

The human form is a complex form, whether you are
studying it from an artistic perspective or from a medi-
cal or physiological perspective. It is important to dis-
tinguish the study of anatomy as it relates to the artist
from the study of anatomy as it relates to other disci-
plines, Artistic anatomy, as it has come to be known,
concerns itself primarily with the substructure of the
human form as it influences surface appearance. With
the exception of those who are pursuing an interest in
medical illustration, the typical emphasis of artistic
anatomy falls upon the skeletal structure and the mus-
cle structure and their relationship to each other and 10
the visible surface of the fleshed figure (Figure 4-65),
In vour initial experiences of drawing directly from
the human form, you will be focused on what you see
along the contours and on the surface of the figure.
As anyone who has drawn the figure knows, there
are an enormous number of dips and curves, bumps
and knobs, projections and indentations encountered
along the way, and sensitivity to these is vital for a con-
vincing study of the figure, Some of this surface activ-
ity is remarkably subtle, while same is rather abrup,
seeming nearly disruptive at times (Figure 4-86). If
you are a beginning student, there is no need to com-
plicate matters by trving to fully understand the ana-
tomical explanation for every hill and valley. But it is
advisable to case into an awareness of the source of
this visual information as early as possible in vour fig-
ure drawing experience.

Figure 4-64. Student work. Abbey Bradley. This drawing
shows linear mapping of the Agure in an envirenment with
the incorporation of tonal structure, Points of intersection
continue to be emphasized through lime but are less visually
evident with the addition of value. Stronger tonal contrast is
utilized in the foreground, and tonal contrast is reduced in
descrnbing fosms in the background.

Anunderstanding of artistic anatomy takes some of
the mystery out of drawing the figure and helps to pre-
vent the displacement of surface landmarks and other
key information (Figure 4-67). If you understand the
anatomical source of a gently bulging area of muscle
in the forearm, or a bony projection of the skeleton in
the pelvic region, it encourages not only attention 1o
that particular information but also correct placement
of that information in relation to the larger form (Fig-
ure 4-68). There is also an element of satisfaction with
having an inereased awareness and understanding of
your own body. As often as possible when studying
the skeletal structure or the muscle structure, try to
identify the location of significant forms on your own
body in addition to observing the presence of anatom-
ical landmarks on the model.
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Figure 4-65. Student
waork (after Edgar Degas).
Sean Hemak, Based on

a drawing by Degas,

this highly imaginative
study of the skeletal
structure’s relationship

to the exterior surface of
the body indicates a salid
understanding of the
influence of bony masses
and bony landmarks on
the surface appearance of
the figure.

| Figure 4-66. Student work (after

| the sculpture Loocoon attributed to
Hagesandros, Athenodoros, and Polydoros
of Rhodes), James P Miller I, This anatomical
study, based on Laccoon, explores the
undertying skeletal structure and the surface
evidence of muscle stricture, as seen in the
struggling figure’s right leg and arm.




198 DRAWING ESSENTIALS

Figure 4-67. Martha Mayer Erlebacher, American, Male Back, 1980, Graphite on paper, 11% % &%inches.
Arkansas Aris Center Foundation Callection. Purchased with Gallery Contributions. 1982.031.001. Erebacher’s
command of media and subject reveals the complex and subtle interaction of superficial muscles and bony
landraarks as they ripple across the surface of the male figure’s torso,
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Figure 4-68. Student work.
Phil Scally. Waorking from

a flayed fgure helps to
increase understanding of
the muscle structure that
lies beneath the surface

of the fleshed figure. This
drawing focuses primarily
on the muscles of the arm
and the shoulder.

ANATOMY REVEALS ITSELF

Depending upon where you are pursuing your art
education, there may not be any significant exposure
to or study of anatomy. But this is something that you
can pursue independently if it is not integral to your
course work. You may begin by studying the skeleton,
for example, as an isolated entity. It is an interesting
and complex form in and of itself, and it provides a rich
and challenging drawing experience. But the greatest
value in studying the skeleton lies in understanding
its relationship to the living, breathing human form
and in understanding its influence on the appear- = T
ance of the figure both in its entirety and in specific i oy B Ty |
areas where S‘Eelctal structure rises t:the surfazl: and S hﬁ’_’? ¥
makes itself evident (Figure 4-69), This requires more ) _
in-depth awareness than simply being able to identify | |
and name the major banes of the body. ) '
The locations on the body where the skeletal struc-
ture consistently reveals itself, regardless of gender, age,
weight distribution, or other variables, are commonly
referred to as “bony landmarks” Bony landmarks are \-.\ [
particularly helpful in identifying the placement ar lo- R |
cation of skeletal structure within the mass of the body ~——————— ;
{Figure 4-70). They are usually a specific part ofalurger  pigyre 4-69. Student work. Dennis M. O'Rourke L &
bone or bony mass, are often located along the edge  seated madel in the classrosm provides an excellent
or the end of an individual bone, and warrant specific  challenge for the student of figure deawing 1o accurately
study as an elaboration of general skeletal structure, construct the skeletal structure within the boedy.




200 DRAWING ESSENTIALS

Figure 4-70. Student work (after Julius Schnast von
Carolsfeld). Kerre Nykamp. In this student study derived
from a master's drawing, an understanding of the location
of bony landmarks in the body provides Important clues in
imaginatively constructing the skeleton within the body.

The same philosophy applies to the study of the
musculature. Initially, it is valuable 1o be able 1o idemtify
the major superficial muscle masses, but it is also im-
portant to understand 1o some degree the relationship
of the muscles to the skeletal structure and 1o various
movements and positions of the body (Figure 4-71).
Because of the relative complexity of the muscles and
their dependence on the skeletal structure, it is wise
1 reserve an in-depth study of muscle structure until
after vou have come to understand skeletal structure,

i
Y
I

Figure 4-71. Student work, Jason Roda. This sketchbook
study of the torso of a crucified figure reveals an awareness
of musculature and other anatomical landmarks in relation
to the specific pose. Some of the anatomical forms studied
include the sternomastold muscles, the deltoid muscles, the
biceps, the pectoralis muscles, the flank pad of the external
obliques, and the thoracic arch.

In the case of both skeletal structure and muscle
structure, there are a variety of ways to study them
through sketching and more developed drawing. You
can draw isolated parts of the skeleton andfor the muscle
structure, and then investigate these isolated parts in re-
lation to the fleshed figure (Figures 4-72 through 4-76).
You can also draw the entire skeleton or the entire sur-
face musculature (Figures 4-77 through 4-80), and then
investigate them in their entirety as they relate to the
fleshed figure (Figures 4-81 and 4-82). While in-depth
anatomy books can provide some good visual resources,
ideally vou want to be able to refer to a fully articulated
life-size skeleton and a life-size flayed ﬁsure., which is a
sculpted form that depicts the musele structure of the
body as it would appear il the skin were stripped away. If
yvou do not have access ta these, smaller versions of both
skeletons and flayed figures can be purchased through a
variety of biological supply companies,
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Figure 4-73. Student work, Jamie Hossink. A study drawn
Figure 4-72. Student work. A study exploring the impact of skeletal and from a flayed figure explores the muscles of the upper arm,
muscle structure on the surface appearance of the arm and shoulder area. thie shoulder, and the upper back.

Figure 4-74. Student work (detail). A graphic study of
the muscles of the arm combines the appesrande of both
the muscies and muscle fiber with the surface of the
fleshed figure,
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Figure 4-76, Scoti Van Der Velde, American, Lots
Daughter (study in progress), 2007. Graphite and oil on
canvas, 48% x 344 inches. Courtesy of the artist. Van Der
Velde's in-progress drawing methodically investigates the
external appearance of the back of the arm, the shoulder

ared, and the upper back, As evidenced in the upper back,

the early stages of his drawing begen with delicate veils
of graphite thar are built up gradually into a rich and full
range of values

Figure 4-75. Student work. David Conn. A subtractive study (in progress) of
the skull, the rib cage, the pelvis, and the right arm,
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Figure 4-78. Stwdent work. Andrew Shirey. A drawing ofa
framtal view of a full-size flayed figure,

Figure 4-77. Student work. Michael Griffin. A drawing of a
predfile view of a full-size flayed figure.
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Figure 4-B0. Student work. Dennis M. O'Rourke B, A drawing
of athree.quarter back view of a full-size human skelelon,

Figure 4-79. Student work. A drawing of a three-guarter

frontal view of a full-sizge human skeleton.
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——— o ——

Figure 4-81. Student waork (after James Valerio). A drawing
of 8 back view of the skeletal structure as it relates to the
fully fleshed figure.

MAJOR BONES OF THE HUMAN
SKELETAL STRUCTURE

Following is a list of bones that influence to varying
degrees the external appearance of the human fig-
ure. While this is a fairly comprehensive list of all the
bones in the human body, it does not include a spe-
cific breakdown of some groupings of smaller bones,
but rather identifies them by the name given to the
collection of bones that creates a larger mass. For ex-
ample, the grouping of eight small bones found in the
region of the wrist is simply identified as the carpal
bones, and the grouping of seven bones found in the
region of the ankle is identified as the tarsal bones. For
some bones, the commeonly used lay term is provided

Figure 4-82. Student work (after Edgar Degas). John
Elsholz. A drawing of a profile view of the skeletal structure
as it would appear in the fully fleshed figure,

in parentheses. A number following the name of the
bone indicates bones that are found in groupings of
more than two.

A breakdown is provided for a number of bones
that identifies specific parts of the bone, such as the
sternal and acromial end of the clavicle. These are
significant in that they are bony landmarks, and you
will find them cross-referenced under the heading
of “Bony and Other Landmarks in the Figure,” along
with a more comprehensive list of other significant
bony landmarks. The number that precedes each
bone or bony landmark identifies its location in the
illustrations provided of the full skeletal structure
(Figures 4-83 through 4-86).
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Frontal Bone (1)

Superciliary Ridge (2)

Chrbnat (1) MNasal Bones (3)

Fypomatic Bone (5) Canine Fogsa (T)

Maxilla (8)

———— Mandilile (9)

————— Menlal
Protubeerance {101

Fromal Bone (1)

Masal Bones (3) —— <898 A - ; e s 5 ﬂ?ﬂi‘?h}
Temporal Bone (6) '

Zyvgomatic Arch (4)

Zygomatic Bone (5)

Maxilla {R)
Oecipiial
Bone (15)

Mastoid Process (13)
Styloid Process (12)

Mandible (9)

Figure 4-83. The Bones of the Head. Courtesy of Dover Pictarial Archive Series, Dover Publications, Inc. A profile and frantal

view of the human skull with specific Benes and bony landmarks identified.
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Sternal End of Clavicle (22}
Clavicle (21}
Acraomial FEnd of Clavicle (23)

Head of Suprastermal Motch (49)
Humerus (51}
Slemum (27)
Iumerus (43)

Infrasternal Notch (507
Thorscie Arch or Border (70)

Radius (d4)
Ulna (45)
/% Pelvis (31}

S,

Carpals (46)

Metacarpals (47) 7 Gireat “Trochanter (617

Phalanges (48)

Patella (37
Medial Condyle of Femur (63)

Lateral Condyle of Femur (62) Medial Condyle of Tibia (65)

Lateral Concdyle of 1ibia (64)
Head of Fibula (66)

Tibial Shall (67)

Figure 4-84. Anatomy of the Bones. Courtesy of Dover Pictorial Archive Series, Dover Publications, Inc. A frontal lanterior]
view of the full skeleton with specific banes and bany landmarks identified.
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Spine of
Tith Cervical Vencbra (537)

———True Ribs-7 pai
Inferior Angle af Scapula (58) rue Ribs-7 pairs (28)

False Bibs-3 poirs (29)

Olecranon Process (54) Floating Ribs-2 pairs (30)

Anterion Superior

Posterior Superior liac Spine (33) Hliac Spine (32)
iac Spine (3

Pubic Arch (39}

Calvanees {38)
Talus {39)
Tarsals (401)
Metatarsals (41)

Phalanges (42)

Figure 4-85. Anatomy of the Bones. Courtesy of Dover Pictorial Archive Series, Dover Publications, Inc. A profile (side) view of
the full skeleron with specific bones and bony landmarks identified,
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et e

T Cervical Venehrae (16)

Acromion of Scapula (26)

Spine of Scapula (25)
Scapula (24)

12 Thoracie Vertebme (17)

Lateral Epicondyle (52)

Meddial Epicondyle (53} 5 Tambar Verichrae (18)

Sacral Triangle (60} Sacrum (19)

Siyloid Process
of Lllna (55)

h— Siyloid Process
|l of Radius (56)

Coccyx (20)

Femur (34)

Fibula (36)

Tibia (35)

Medial Malleolus
of Tibia (69)
Lateral Malleolus
of Fibiila (68)

Figure 4-86. Anatomy of the Bones. Courtesy of Daver Pictorial Archive Series, Dover Publications, Inc. A rear (postenicrn) view
of the full skeleton with specific banes and bony landmarks identified
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Skull/Cranium
i. Frontal bone
2. Superciliary ridge (brow bone)
3. Nasal bone
4. Zygomatic arch
5. Zypomatic bone (cheek bone)
6. Temporal bone
7. Canine fossa
8. Maxilla
9. Mandible (jaw bone)
10. Mental protuberance
11. Orbit (eye socket)
11. Styloid process
13. Mastoid process
14. Parietal bone
15. Occipital bone

Torso

Vertebral column (spinal column)—26 total:

16. Cervical vertebrae—7
17. Thoracic vertebrae—12
18. Lumbar vertebrage—5
19. Sacrum
20. Coccyx (tail bone)
21. Claviele {collar bone)
22, Sternal end
23, Acromial end
24. Scapula (shoulder blade)
25. Spine of scapula
26. Acromion of scapula
27, Sternum (breast bone)
Ribs—12 pairs, 24 total
28. True ribs—7 pairs
29. False ribs—3 pairs
30. Floating ribs—2 pairs
31. Pelvis (hip bone)
32, Anterior superior iliac spine

33. Posterior superior iliac spine

Leg and Foot

34, Femur

35. Tibia (shin bone)

36. Fibula

37. Patella (knee cap)

38. Calcaneus (heel bone)

39. Talus

40. Tarsals—7 total, including calcaneus and talus
41. Metatarsals—5

42. Phalanges—14

Arm and Hand

43. Humerus

44. Radius

45, Ulna

46. Carpals—8

47. Metacarpals—5

48. Phalanges— 14

BONY AND OTHER LANDMARKS
IN THE FIGURE

27. Sternum (breast bone/cross-referenced)
49. Suprasternal notch

50.

Infrasternal notch

22. Sternal end of clavicle (cross-referenced)

23,
51.
52.
33.

54

Acromial end of clavicle (cross-referenced)
Head of humerus

Lateral epicondyle

Medial epicondyle

. Olecranon process (elbow)
55.
56,
57.
25.
8.
32,
33.
39.
6.
6l.

Styloid process of ulna (wrist bone)

Styloid process of radius

Spine of 7th cervical vertebra

Spine of scapula (cross-referenced)

Inferior angle of scapula

Anterior superior iliac spine {cross-referenced)
Posterior superior iliac spine (cross-referenced)
Pubic arch

Saeral triangle

Great trochanter
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62/63. Lateral and medial condyle of femur
64/65. Lateral and medial condyle of tibia
66. Head of fibula

37. Patella (knee capfcross-referenced)

67. Tibial shaft (shin bone)

68. Lateral malleolus of ibula (ankle bone)
69, Medial malleolus of tibia (ankle bone)
70. Thoracic arch or border

SUPERFICIAL MUSCLES
OF THE HUMAN FIGURE

Following is a list of significant superficial muscles
that influence to varying degrees the external appear-
ance of the human figure. There is considerable com-
plexity in the musculature of the human body, but it
is pot necessary to overwhelm yourself by delving into
muscle structure to the degree that would be expected
of a medical student. The emphasis here is generally
on the outermost layer of muscles that most often af-
fect how the fgure appears in a variety of positions
and activities. Muscles create movement by contract-
ing, which causes them to shorten in length, Because
muscles attach to bone via tendons, overlaying muscle
hides much of the skeletal structure of the body.

The muscles listed here are grouped according to
the area of the body in which they are located, al-
though some muscles (such as the deltoid) are listed
twice if their location is associated with two different
parts of the body (both the upper arm and the torso).
In those instances when the muscle presents itself as
more than one significant mass, it is broken down into
its component parts (such as the clavicular head and
the sternal head of the sternomastoid musele).

When a number of smaller muscles are perceived
visually as a single unit or mass, they are listed first as
a grouping and then a breakdown is provided. Some
examples of this include the grouping of muscles in the
lower arm known collectively as the extensor muscles,
and the grouping of muscles in the upper inner thigh
area known collectively as the adductor muscles. You
may choose to study these either as a group or as indi-
vidual muscles of the group, or as both. Some muscles,
such as the medial head of the triceps, are rarely vis-
ible in the fleshed figure and consequently bear lntle
influence on the surface form. These muscles, although
considered superficial muscles, are not included in the
IisEing because of their relative visual i.l'l,‘i:iH]'LiilIrE':'ll'ICE'.

Crccasionally an anatomical form is listed that is
not actually a muscle but is a significant landmark
that is related to muscle structure. Examples of this
include the thyroid cartilage (commonly known as the
“Adam’s apple”) or the ulnar crest. which is a grooved
landmark in the forearm visvally separating the flexor
muscles from the extensor muscles. The number that
precedes each muscle or muscular landmark identi-
fies its location in the illustrations provided of the full
superficial muscle structure (Figures 4-87 through
4-89). Some key anatomical terms are included to fa-
cilitate the study of both the skeletal structure and the
muscle structure,

Face and Head

1. Masseter: Pulls the lower jaw up; closes the mouth.

2. Temporalis: Pulls the lower jaw up; closes the
mouth.

3. Frontalis: Moves the skin of the scalp.

4. Corrugator: Draws the eyebrows toward each
other,

5. Orbicularis oris: Closes the mouth and purses the
lips.

6. Orbicularis oculi: Closes the eves.

7. Zygomaticus major: Pulls the corners of the
mouth up,

MNeck

8. Sternocleidomastoideus (sternomastoid):
Contraction of both muscles on either side of
the neck flexes the head; contraction on one side
anly turns the head to the apposite side.

9. Clavicular head of the sternomastoid: Con-
nects with the clavicle.
10. Sternal head of the sternomastoid: Connects
with the sternumn.

11. Thyroid cartilage ("Adam’s apple”)

12. Trapezius (extends into torso): All three parts
working together pull the seapula toward the
spinal column and steady the scapula during
movement of the arm.

13, Splenius: Extends, rotates, and flexes the head
and the upper spine.

14, Scalenus medius: Rotates the neck to the
opposite side.
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Fromialis (3)

Temporalis (2} Corrugator (4)

Orbaculanis Oculi {6)
Zygomaticus Major (7))
Mas=eier (1) Crrbiculans Oris (5)

Clavicular Head of
Stemomastoid }9}
Stenal Tead o
Stemomastond (109

Pecroralis Major (16)

Biceps (30)

Rectus Abdominis (200

Flank Pad of

External Obligues (19) Flexor Carpi Radialis (41)
Palmaris (42)
Flexor Digitorum (43)

Pectineus (54)
Adductor

: e 1 Longus (55)

a6 S Adductor

# I Magnus (56)

57 l [ Gracilis (57)

Heclus W

Femoris (52)” a6 .

Vastus =———Thenar (46)
Lateralis (511 I——-I-lypolhl:n:lr @7y

Wastus
Medialis (53)

it Tibialis Anterior (60}
Mexor Digitorum i" f
Lomgus (69) i

Figure 4-87. Anatomy of the Muscles. Courtesy of Dover Pictorial Archive Series, Dover Publications, Inc. A frontal (anterior)

view of the superficial layer of muscles with specific muscle masses identified.
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Torso

15, Deltoid {extends into upper arm): Raises the arm
1o the horizontal plane.

12. Trapezius (extends into neckfeross-referenced):
All three parts wurking together pull the scapula
toward the spinal calumn and steady the scapula
during movement of the arm.

16. Pectoralis major: Adducts the arm; lowers the
raised arm.

17. Serratus anterior: Pulls the seapula forward; helps
the trapezius to raise the arm above the horizon-
tal plane.

18. External obliques: Waorks in cooperation with
other abdominal musecles; contraction on both
sides of the body bends the trunk or torso for-
ward; contraction on one side of the body flexes
and rotates the trunk or torso to the same side.

19, Flank pad of external obliques

20. Rectus abdominis: Flexes the trunk or torso for-
ward; constricts the abdominal cavity.

21. Latissimus dorsi: Pulls the raised arm downward;

draws the upper arm backward; rotates the arm
medially.

22. Rhombaoid: Pulls the shoulders toward each other
and upward; stabilizes the scapula during mowve-
ment of the arm.

23. Teres minor: Rotates the arm laterally.

24. Teres major: Rotates the arm medially.

25. Infraspinatus: Rotates the arm outward and
backward.

26. Sacrospinalis (also known as erector spinae): Es-
sentially invisible as part of the deep muscles of
the back, they have a profound influence on the
form or appearance of the back,

27. Gluteus medius: Abducts and medially rotates
the thigh.

28, Gluteus maximus (extends into leg): Extends the
thigh; extends the hip joint when climbing stairs
ar standing from a stooped position.

Arm and Hand

15. Deltoid {extends into torso/cross-referenced):
Raises the arm to the horizental plane.

29, Brachialis: Flexes the forearm,

30. Biceps: Flexes the arm; supinates the pronated
Armi.

31. Triceps: Extends the forearm; adducts the arm.
32. Long head of triceps
33. Lateral head of triceps
Extensor muscles of the forearm are located on the lat-
eral or outer side of the forearm with the arm dangling
at rest, on the top side of the forearm with the hand in
pronation. Extensors (also known as supinators) are
responsible for extending or strelching the wrist, open-
ing the hand, and lengthening forms.

34. Brachioradialis (also known as supinator
longus): Flexes the elbow joint.

35, Extensor carpi radialis longus: Extends and
abducts the hand.

36. Extensor carpi radialis brevis: Extends the
hand.

37. Extensor digitorum: Extends the fingers (not
the thumb).

38. Extensor carpi ulnaris: Extends the wrist; ad-
ducts the hand.

39. Abductor pollicis longus: Extends and ab-

ducts the thumb.

40. Extensor pollicis brevis: Exténds the thumb.
Flexor muscles of the forearm (not individually iden-
tifiable on the surface of the body but rather seen asa
group) are located on the medial or inner side of the
forearm with the arm dangling at rest, on the under-
side or underbelly of the forearm with the hand in
pronation. Flexors (also known as pronators) are re-
sponsible for flexing or bending the wrist, closing the
hand er grasping, and shortening forms.

41. Flexor carpi radialis: Flexes the hand and
rotates it inward.
42. Palmaris: Flexes the hand.
43. Flexor digitorum: Flexes the fingers (not the
thumb) and the wrist.
44. Flexor carpi ulnaris: Flexes the wrist and
pulls it toward the ulnar side of the forearm.
45. Ulnar crest: Grooved landmark on the forearm
visually separating flexor muscles and extensor
muscles.
46. Thenar: Located on the thumb side of the palm
of the hand, a grouping of muscles that creates a
variety of movements related to the thumb.

213
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Figure 4-82. Anatomy of the Muscles. Courtesy of Dover Pictorial Archive Series, Dover Publications, Inc. A profile (side] view
of the supesficial layer of muscles with specific muscle masses identified,
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47. Hypothenar: Located opposite the thumb on the
palm of the hand, a grouping of muscles that cre-
ates movemnent in the little finger and the palm of
the hand.

Upper Leg

28. Gluteus maximus (extends into torso/cross-
referenced): Extends the thigh; extends the hip
joint when climbing stairs or standing from a
stooped position.

48. Tensor fasciae latae: Raises and abducts the thigh.

49. lliotibial band: Provides stability to the outer
knee joint.

50. Sartorius: Longest muscle in the body; helps to
abduct and flex the thigh; rotates the thigh later-
ally; flexes the leg.

Quadriceps femoris (extensor muscles) form the mus-

cle group on the front of the thigh with some indi-

vidual definition (also called “guads™).
51. Vastus lateralis: Extends the leg and knee
joint,
52. Rectus femoris: Extends the leg and knee
joint,
53. Vastus medialis: Extends the leg and knee
Jjoint.
Upper inner thigh museles (adductor muscles) are not
individually identifiable on the surface of the figure
and are seen as a group.
54. Pectineus: Adducts and flexes the thigh.
55. Adductor longus: Adducts the thigh.
56. Adductor magnus: Adducts the thigh.
57. Gracilis: Flexes, medially rotates, and adducts
the thigh.
Back thigh muscles (flexor muscles) are not uwsually
individually identifiable on the surface of the figure
and are seen as a group (also called “hamstrings®).
58. Semitendinosus: Forms medial tendon at
knee; flexes and medially rotates the leg.
59. Biceps femoris: Forms lateral tendon at knee;
flexes and medially rotates the leg,

Lower Leg and Foot

60. Tibialis anterior—anterior location: Extends the
foot; raises the arch of the foot.

61, Extensor digit:}rum l{:ngus—iﬂttmt location:
Extends the four smaller toes.

62/63. Peroneus longus/Peroneus brevis—lateral
location: Raises the lateral edge of the foot;
flexes the foot; steadies the leg when standing
on one foot,

64, Gastrocnemius—posterior location: Flexes the
sole of the foot.

65. Lateral head
66. Medial head

67. Soleus—posterior location: Flexes the sole of the
fooL.

68. Achilles tendon—posterior location: Single
strongest tendon in the body; transfers the power
of the gpastrocnemius and soleus to the foot, flex-
ing the foot downward and enabling walking and
running.

69. Flexor digitorum longus—medial location: Flexes
the second through fifth toes; helps to flex the
foot.

70. Extensor digitorum brevis—lateral location on
foot: Extends the toes.

ANATOMICAL TERMINOLOGY

Medial: Positioned toward the center or midline
of the body.

Lateral: Positioned toward the side of the body,
away from the midline,

Anterior: Positioned toward the front of the body.

Posterior: Positioned toward the back of the body.

Superior: Toward the top or a higher position;
uppermaost.

Inferior: Toward the bottom or a lower position;
directed downward.

Extensorfextension: To straighten or lengthen a
limb or a form; to unbend.

Flexor/flexion: To bend or shorten a form: to un-
straighten; a forward raising of the arm or leg by a
movement at the shoulder or hip joint.

Rotator/rotation: Spiraling, twisting, or pivoting
motion along an axis; often originates at a ball-and-
socket type of joint.

Abduction/abductor: Movement away from the
center of the body or from an adjacent part or limb.

Adduction/adductor: Movement foward the cen-
ter of the body or toward an adjacent part or limb.

Supination: Te turn or rotate the hand or forearm
so that the palm faces up or forward: to turn or rotate
the foot so that the outer edge of the sole bears the
body’s weight.
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Figure 4-89. Anatomy of the Muscles. Courtesy of Dover Pictarial Archive Serles, Dover Publications, Inc. A rear (posterior)
view of the superficial layer of muscles with specific muscle masses identified.
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Pronation: To turn or rotate the hand or forearm
50 that the palm faces down or back; to turn or rotate
the foot so that the inner edge of the sole bears the
body’s weight.

Longus: A long structure in the body.

Brevis: A short or brief structure in the body.

Magnus: A large structure in the body.

Condyle: A rounded projection at the end of a
bone where it forms a joint with another bone.

Epicondyle: A rounded projection at the end of a
bone, located on or above a condyle and usually serving
a8 a place of attachment for ligaments and tendons.

Tendon: A band of tough, nonelastic fibrous tissue
that connects a muscle with its bony attachment.

Origin attachment or point of origin: Less mo-
bile or moveable point of attachment of muscle to
bone and positioned nearer the greater mass of the
body.

Insertion attachment or point of insertion: Mare
mobile or moveable point of attachment of muscle to
bone and positioned farther from the greater mass of
the body.

Isometric tension: As the muscles on one side of a
limb contract, those on the other side must relax if the
limb is to move. Equal tension on both sides results in
no motion at all (isometric tension), with the length of
the muscles remaining the same as the pull of oppos-
ing muscles neutralizes each other.
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Understanding Color

efore beginning a study of basic color theary,
B it is helpful to have an understanding of terms

that are specific to color and used frequently
in a discussion of color. The terms defined below are
specific to the study of subtractive color as opposed to
additive color.

Subtractive color is color that is created by a mix-
ture or addition of physical pigments such as inks,
dyes, paints, and powdered pigments. In observing
subtractive color, the color or pigmemtation of objects
is determined by the fact that the surface of a given
object absorbs some colors from a ray of light and re-
flects others. A red apple, for example, absorbs or sub-
tracts all colors from a ray of light except red, which it
reflects back to our eye, Subtractive color is the kind of
color we encounter when working with color in draw-
ing because colored drawing materials are composed
of various pigments. In a subtractive color model, a
mixture of all the colors of a standard color wheel will

result in an approximation of black.

Additive color is color that is created by a mixture or
addition of light or light rays, as in the color spectrum.
If all the eolors in the spectrum (made visible by pass-
ing a ray of light through a prism—think rainbow) are
mixed together, the resulting color is white light. Ad-
ditive color is specific to computer monitors, television
screens, theater lighting, and other deviees that create
various colors through light rather than pigment.

COLOR TERMINOLOGY

Color: The character of a surface that is the result
of the response of vision to the wavelength of light re-
flected from that surface,

Hue: Used to designate the common name of a
color (i.e., red) and to indicate its position in the spec-
trum or on the color wheel.

Spectrum: The band of individual colors that re-
sults when a beam of light is broken into its compo-
nent wavelengths of hues.

Objective coler (also known as local color): The
true or actual color of an object or a surface as seen in
typical daylight, rather than its color as seen through
atmosphere or as interpreted by an artist. The local
color of a lemon is yellow.

Subjective color (also known as expressive color):
Color chosen by an artist without regard for the nat-
ural appearance of the object portrayed. Subjective
color has nothing to do with abjective reality but rep-
resents the expression of the individual artist.

Pigments: Color substances (natural or synthetic),
usually powdery in nature, that are used with liquid
vehicles or binders to produce color drawing media
(pastels, colored pencils, inks, ete.) and paint.

Meutrals: Surface hues that do not reflect any sin-
gle wavelength of light but rather all of them at ance.
No individual color is noticed—only a sense of light
or dark, such as white, gray, or black.

Meutralized color: A color that has been grayed
down or reduced in intensity by mixture with any of
the neutrals (white, gray, or black) or with a comple-
mentary color,

Color value: The characteristic of a color in terms
of the amount of light reflected from it. Value refers
to the lightness or darkness of color, It refers to the
quantity of light, rather than the quality.

Color intensity: The strength or saturation of a
color determined by the quality or kind of light re-
flected from it. A vivid, bright color is of high intensity.
Pure colors of any hue are always at their highest inlen-
sity, even though highest intensity may vary from one
pure color to another. For example, yellow in its pure
state is of higher intensity than violet in its pure state.

Color temperature: Temperature is a charac-
teristic of color or pigment. When artists refer to

Please refer 10 the color plate section following page 240 for color reproductions of Figures 3«1 through 5-47.



temperature, they are referring to the degree of
warmth or coolness in relation to other colors. In
general, reds, oranges, and yellows are considered
warmer while blues, greens, and violets are con-
sidered cooler. Color is relative, meaning that the
temperature of a color can be perceived differently
depending upon what color it is being compared to
or contrasted with,

Primary colors: The three colors of the standard
color wheel (red, yellow, and blue) that cannot be cre-
ated or produced by a mixture of other pigments and
from which all other colors of the color wheel can be
mixed, These are the primary colors for subtractive
color, which is based on pigments, as opposed to ad-
ditive color, which is based on lighe.

Secondary colors: The colors created by mixing
equal amounts of two primary ¢olors. The second-
ary colors in subtractive color mixing (pigment based
rather than light based) are orange (red mixed with
yellow), green (blue mixed with yellow), and violet
(red mixed with blue),

Intermediate or tertiary colors: The six remaining
colars in the twelve colors of the standard color wheel
created by mixing one primary and one secondary
color. Red mixed with orange creates red-orange. Yel-
low mixed with orange creates yellow-orange. Yellow
mixed with green creates yellow-green. Blue mixed
with green creates blue-green. Blue mixed with vie-
let creates blue-violet. Red mixed with violet creates
red-violet, Red-orange, yellow-orange, yellow-green,
blue-green, blue-violet, and red-violet are all inter-
mediate colors.

Complementary colors: Two colors that are directly
apposite each other on the color wheel. A primary color
is complementary to a secondary color, which is a mix-
ture of the two remaining primary colors. Yellow is com-
plementary to violet (red + blue), red is complementary
to green (blue + yellow), and blue is complementary to
orange (red + yellow).

Split complement: A group of three colors de-
rived from one color plus the two colors that are on
cither side of its complement on the color wheel. For
example, the complement of red is green, and the
two colors on either side of green are blue-green and
vellowe-green, ‘Therefore red, blue-green, and yellow-
green form a split complement.

Analogous colors or adjacent colors: Any two
or more colors that are next to each other on the
color wheel and are closely related. For example,
blue, blue-green, and green all have the color blue
in common, while red, red-crange, and orange all
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have the color red in common. On a twelve-step
color wheel, analogous colors should include one
dominant hue in all the colors. Analogous colors
are sometimes referred to as adjacent colors and can
include up to four or five consecutive colors on the
color wheel.

Tinted color: A lightened color, one to which
white has been added.

Toned color: A neutralized color, one te which
gray has been added.

Shaded color: A darkened color, one te which
black has been added.

Additive color: Color created by a mixture of col-
ored light (as opposed to colored pigment), such as
colors on a computer monitor or a television screen.
Additive color is also referced to as RGB color (red,
green, and blue as primary colors). If all the colors in
the spectrum (made visible by passing a ray of light
through a prism=—think rainbow) are mixed together,
the resulting color is white light,

Subtractive color: Color created by a mixture or
addition of pigments. The color of objects, or their
pigmentation, is determined by the fact that the
surface absorbs some colors from a ray of light and
reflects others. A red apple absorbs or subtracts all
colors from a ray of light except red, which it reflects
back 1o our eye.

Chromatic: Having color or hue.

Achromaltic: Without color or hue, as in black,
white, or gray.

Monochromatic or monochrome: A single color
or hue, including its tints, tones, and shades.

Color chord: A combination of two, three, or four
colors derived from a color wheel that have the po-
tential to work well together. Color chords selectively
limit the number of colors used in a composition and
result in color combinations that are considered com-
patible or harmeonious. Color chords can be rotated to
any position on the color wheel,

Color dyad: A color chord using two colors that
are complementary to each other on the color wheel.

Color triad: A color chord using three colors
based on either an equilateral triangle or an isosceles
triangle on the color wheel.

Caolor tetrad: A color chord using four colors based
on either a square or a rectangle on the color wheel,

THE SEVEN COLOR CONTRASTS

We speak of contrast when distinet ditferences can be
perceived between things that are being compared,
When we investigate the characteristics of color, we
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can detect seven different kinds of contrasts or differ-
ences. Each is unique in character and artistic value,
The seven color contrasts are:

+ Contrast of hue

» Contrast of valve (or light-dark contrast)

« Contrast of temperature {or cool-warm contrast)
+ Complementary contrast

« Simultaneous contrast

« Contrast of imtensity (or contrast of saturation)

= Contrast of extension (or contrast of proportion)

Contrast of Hue

Contrast of hue is the visual difference between vari-
ous hues. Red is different from blue is different from
vellow, and so on (Figure 5-1). Yellow, red, and blue
represent the most extreme contrast of hue (just as
black and white represent the most extreme con-
trast of light and dark), because none of these three

Figure 5-1. The twelve-step
color wheel shows primary,
secondary, and tertiary
colors. The gray tones
positioned on the inside
cirche indicate the relative
value of each pure color.

colors contains any element of the other colors. The
strength of contrast of hue is reduced as colors are
removed from the three primaries. Thus, the second-
ary colors of orange, green, and violet are weaker in
contrast of hue than red, blue, and yellow because
they each contain a component of another secondary
color. Contrast of hue is even weaker between inter-
mediate or tertiary colors.

Contrast of Value

Contrast of value is the difference in the characteris-
tic lightness or darkness of hues. Colors can be light-
ened or tinted by adding white, and can be darkened
or shaded by adding black. Tinting or shading pure
colors (colors directly from the color wheel) automati-
cally reduces their intensity or purity. Colors in their
purest, most intense state differ greatly in their rela-
tive value or lightness/darkness (see Figure 5-1). If all
twelve pure colors on a twelve-step color wheel are
compared to twelve grades of value, one representing




white, six/seven representing middle gray, and twelve
representing black, the approximate corresponding
value of each pure color would be as follows: yellow,
¥ yellow-green and yellow-orange, 5; orange, 6 red,
green, and red-orange, ¥; red-violet and blue-green, 8;
blue, 9; violet and blue-violet, 10,

Yellow is the pure color with the lightest value,
and vialet is the pure color with the darkest value.
Therefore, pure yellow and pure violet have the stron-
gest contrast of value or light-dark contrast. Bear in
mind that value is relative. A color (or an achromatic
tone) may appear lighter in value when contrasted or
compared with an even darker color or tone, and may
appear darker in value when contrasted or compared
with an even lighter color or tone.

Cantrast of Temperature

Contrast of temperature is the difference between
hues with relation to their suggestion of coolness or
warmth. The most extreme example from the twelve-
slep color wheel of cool-warm contrast is red-orange
(warmest) versus blue-green (coolest). Generally speak-
ing, yellow, yellow-orange, orange, red-orange, red,
and red-violet are referred to as warm; and yellow-
green, green, blue-green, blue, blue-violet, and violet
are referred to as cool.

Just as value is relative, temperature is also rela-
tive. While blue-green and red-orange are always cool
and warm, respectively, the hues between them on
the color wheel may shift in temperature in relation
to other colors. A cool color may appear a bit warmer
when compared with an even cooler color. A warm
calor may appear a bit cooler when compared with an
even warmer color, For example, a red-vielet will ap-
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pear relatively warm when compared to a violet, but
that same red-violet will appear relatively cool when
compared to a red (Figure 5-2). Cool colors are as-
sociated with shadow, transparency or translucency,
sedation, airiness, distance, lightness (weight), and
wetness. Warm colors are associated with light/sun-
light, opacity, stimulation, earthiness, nearness, heavi-
ness (weight), and dryness.

Contrast of Intensity

Intensity of a color refers to the degree of purity of

a color, or the quality of light reflected from a given

color. Contrast of intensity is the contrast between

pure, intense colors and dull, diluted colors. Colors
may be diluted, or reduced in purity, in four different

ways, cach with very different results (Figure 5-3).

+ A pure color may be diluted with white, which
immediately lightens the value of the color and
removes it from a pure state (reduces its intensity).
Adding white to a color is ealled tinting.

+ A pure color may be diluted with black, which
immediately darkens the value of the color and
removes it from a pure state (reduces its intensity).
Adding black to a color is called shading,

« A pure color may be diluted by mixing it with gray,
which renders colors more or less dull and newtral.
Adding gray to a eolor is called toning. If the gray
added is equal in value to the color, the value of the
original color will be unchanged, although it will be
less pure or intense. If the gray added is darker or
lighter in value than the color, the value of the origi-
nal color will be darkened or lightened, respectively,
as well as being reduced in purity or intensity.

Figure 5-2. Red-viclet, positioned in the center, appears warmer when compared to viclet on the right but
appears cooler whin compared to rad on the left.
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Shade
{add
black)

Figure 5-3. With arange as the pure color {pesitioned on the left), the top row illustrates progressive tints (adding white) of
orange, the center row illustrates progressive tones (adding gray) of orange, and the bottom row illustrates progressive shades
(adding black) of ocrange. Color intensity is reduced from left to right.

» A pure color may be diluted by mixing it with its
complement, which will not enly dull both colors
in their new, mixed state bu will also vield dif-
ferent values of dulled colors, depending on the
complements that are being mixed. For example,
violet and yellow mixed in roughly equal amounts
vields a middle value; green and red mixed in
roughly equal amounts yields a dark value.

In order to observe contrast of intensity, we must ef-
fectively eliminate value, or light-dark, contrast. If you
wish to explore pure contrast of intensity in a compo-
sition, without any other contrast, then the dull color
must be mixed from the same hue as the intense color—
intense red must be contrasted with dull red or intense
blue must be contrasted with dull blue. Otherwise, con-
trast of intensity would be drowned out by other con-
trasts, such as temperature, or cool-warm, contrast.

Intensity is relative. The same color may appear vivid
or intense when compared to a duller color, and it may
appear dull beside a more vivid or intense color,

Complementary Contrast

Twa colors are complementary if their pigments, when
mixed together, vield a neutral gray-black. Comple-
mentary colors are opposite; they require each other.

When they are next to or adjacent to each other, they
enhance each other’s maximum intensity. When they
are mixed together, as pigments, they annihilate each
other, like fire and water. Any given color has only one
complement, and complements are located directly
opposite each other on the twelve-step color wheel.
Yellow is complementary to violet, blue is complemen-
tary lo orange, and red is complementary to green.

Any pair of complementary colors always con-
tains the three primary colors. Yellow and violet are
complements; yellow is a pure color and violet is com-
posed of red and blue, Blue and orange are comple-
ments; blue is a pure color and orange is composed of
red and yellow. Red and green are complements; red
is a pure color and green is composed of blue and yel-
low. Just as mixing the three primary colors will result
in gray-black, mixing two complementary colors will
also result in gray-black,

Each set of complementary contrasts contains
other peculiaritics. Yellow and violet represent not
only complementary contrast but also extreme value,
or light-dark, comtrast. Red-orange and blue-green
are complements and also represemt extreme tem-
perature, or cool-warm, contrast. Red and green are
complementary and in their pure state arc equal in
value, representing no value contrast.



Simultaneous Contrast

Simultaneous contrast results from the fact that for
any given color the eye simultaneously requires the
complementary color and will generate or create it
spontanecusly if it is not already present. The simul-
lanecus generation of complementary colors oecurs
only as a sensation in the eye and is not actually pres-
ent. It cannot be photographed.

Simultaneous contrast can be illustrated in several
different ways. Stare at the center of a large patch of
pure color for a minute or so, and then very quickly
shift your vision to a patch of white and observe that
you will see an after-image approximating the com-
plementary color of the pure color that you initially
stared at. For example, staring at red and then shifting
your gaze to a white area will yield green.

Simultaneous contrast will also generate shifts in
colors that are in close proximity, especially when
other forms of contrast, such as value {or light-dark)
contrast, are minimal. For example, if a small patch
of neutral gray is surrounded by green, with both the
green and gray of medium value, the green will gener-
ate simultaneous contrast that shifts the neutral gray
toward a reddish-gray (Figure 5-4).

Remember that simultaneous contrast occurs not
only between a gray and a strong chromatic color
but also between any two colors that are not pre-
cisely complementary. The dominant color (more
of it) will create a eolor shift in the less dominant
color if they are not precisely complementary. Keep
in mind that once a value, or light-dark, contrast
is present, the effects of simultaneous contrast are
greatly diminished.
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Contrast of Extension

Also known as contrast of proportion, contrast of
extension involves the relative arcas of two or more
colors. It is the contrast between much and little, or
great and small. Colors may be displayed in areas of
any size and proportion (lots of red and a little yel-
low), but we are concerned here with what proportion
between two or more colors is considered to be in bal-
ance, with no one color more prominent or overpow-
ering than another.

There are two factors that affect the force of a pure
color: its value (or lightness/darkness), and its extent
(how much area it covers). Pure hues found on the
color wheel vary in their relative darkness or lightness.
Therefore, depending on how much area a particular
color covers, colors vary in their forcefulness.

Simple numerical ratios best illustrate the amount
of a given color necessary to balance with other colors,
so that no one color dominates. These numbers are
based on the strength or force of a given color (again,
determined by its value and its extent). The ratios for
color balance given here work only when all colors are
used in their pure state. If the purity or intensity is al-
tered, the amounts of individual colors used to attain
equilibrium also change.

Harmonious or balanced areas for primary and
secondary colors are as follows: yellow, 3 parts; or-
ange, 4 parts; red, 6 parts; green, & parts; blue, 8 parts;
vielet, 9 parts. Harmonious or balanced areas for
complementary colors are as follows: yellow and vio-
let, 3 parts to 9 parts or % to ¥; orange and blue, 4
parts to 8§ parts or % 1o ¥; red and green, 6 parts ta 6
parts or ¥ to 4.

Figure 5-4. The gray
squares surrcunded by
green begin to shift towand
red, which s green's
complement. Simultaneous
contrastis far Aironger on
the left than on the right
because the green and the
gray are the same value,
eliminating value contrast.
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Contrast of extension or proportion is neutralized
or reduced when harmonious or balanced propor-
tions are used, If other than harmonious proportions
are used in a color composition, thus allowing one
particular color 10 dominate, then the effect obtained
is referred 1o as subjective or expressive color. Expres-
sive proportions depend on subject matter, artistic
sense, and personal laste,

Remember that when a compaosition is to be done
in the pure style of a particular contrast, such as cool-
warm, or temperature, contrast, all other incidental
contrasts (such as value contrast or intensity contrast)
must be used with restraint, if at all, 1o heighten the
effect of the particular contrast being explored.

COLOR HARMONY AND COLOR CHORDS

Harmony implies balance or equilibrium of forces.
Two or more colors are mutually harmonious if their
mixture yields a neutral gray. Any other color com-
binations whose mixtures do not yield gray are con-
sidered to be expressive or discordant in character. It

is important to remember that not all color combina-
tions need to be harmonious.

In an effort to find colors that "work well together”
we must discover instances of order in the color wheel.
Color harmonies derived from the color wheel in-
clude all dyads (two complementary colors), all triads
igroups of three colors) forming equilateral or isosceles
triangles on the twelve-step color wheel, and all tetrads
(groups of four colors) forming squares or rectangles
on the twelve-step color wheel (Figures 5-5 and 5-6).
This does not address the ameunt of any given color or
variations on a pure ¢olor (such as tinting, toning, or
shading), but simply combinations of colors.

For example, joining the colors yellow, red, and
blue on the color wheel forms an equilateral triangle.
or triad. This triad expresses the highest intensity
and force between three colors. The secondary colors
of orange, green, and violet also form a harmonious
triad. Examples of harmonious tetrads are yellow/
red-orange/violet/blue-green (forming a square) and
yellow-orange/red-viclet/blue-violet/yellow-green
{forming a rectangle). The geometrical figures used—

Figure 5-5. This color
wheel includes hwo triads
derived from an equilateral
triangle (yellow, red, and
blue) and an isosceles
triangle (green, red-orange,
and red-vioket). These
wriangles can be rotated to
a variety of positions on
the color wheel, creating
additional triads.
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Figure 5-6. This color
wheal includes two tetrads
derived from a square
{yellow-green, crange,
red-violet, and blue) and a
rectangle (yellow-orange,
red-orancge, blue-vialet, and
blue-green). These tetrads
can be rotated to a variety of
pasitions on the color wheel,
creating additional tetrads.

equilateral and isosceles triangles, squares, and rect-
angles—may be drawn from any given point on the
color wheel, rotated to begin at any given color,

The Spatial and Volumetric
Effects of Color
VALUE AND COLOR

Any light colors (light in value) on a dark ground will
advance according to the degree of lightness of value,
On a light ground, this effect is simply reversed—
colors of a light value recede and colors of a dark
value advance, according to their degree of light-
ness or darkness. It is always important to determine
which colors are acting as the ground against which
other colors interact.

TEMPERATURE AND COLOR

Among cool and warm colors of equal value, the warm
colors will advance and the cool colors will recede. If
value contrast is also present, the spatial effects will

be increased, decreased, or canceled out accordingly
(Figure 5-7).

INTENSITY AND COLOR

Differences or contrast in the purity or intensity of
colors also affects spatial properties. A pure color ad-
vances relative to a duller color of equal value, but if
value or temperature contrasts are also present, the
spatial relationships shift accordingly (Figure 5-8).

One must also consider the role that other spa-
tial indicators play, independently of the presence of
color. The use of overlapping, size variation, position
on the page (baseline), sharp or dull focus, detail, and
texture can support or conteadict the role of color in
suggesting space.

VOLUME AND COLOR

When a form is to be modeled to supgest volume
and dimension, the spatial properties of color may
be used to enhance the sense of volume and dimen-
sion, Walue, temperature, intensity, and texture play
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Figure 5-7. Faculty Demonstration Drawing (Gypsy
Schindier). This colored pencil drawing of a pear
demanstrates the use of warmer colors on advancing

planes and relatively cooler colors on receding planes. Value
differences in the colors used increase the dlusion of volume.

a significant role in establishing volume and dimen-
sionality through color.

Volume and Color Value

In general, darker colors are used 1o define areas that
are in shadow, and lighter colors are used to define ar-
eas that are illuminated or in light. Remember that the
value of color is relative (Figure 5-9),

Volume and Color Temperature

In general, cooler colors are used 1o define areas in
shadow, and warmer colors are used to define areas
that are dluminated or in light {F:igum 5-10). Remem-
ber that the temperature of color is relative,

Volume and Color Intensity

Dulled and lower-intensity colors are used to define
arvis in shadow, and brighter, higher-intensity colors
are e todetine areas that are illuminated or in light

Figure 5-8. Student work. Joe Houston, In this pastel study
of the figure, the intensity or purity of colors used to describe
surfaces in light is greater than the intensity or purity of
colors used 1o describe pockets of shadow, This is true for
both the flesh of the model and the hair,

(Figure 5-11). Remember that the intensity of color
is relative,

Volume and Color Texture

When applying colors used to define areas in shadow,
you can reduce the texture of your color application,
which will help areas of shadow to recede. When ap-
plying colors used to define arcas that are illuminated
or in light, you can use greater texture in your color
application, which will help arcas of light 1o advance.
This does not take into consideration the actual tex-
ture of forms you are drawing, but rather considers
the surface texture that results from how you are ap-
plving vour color {Figure 5-12}.

In sumymarizing the use of color in relation 1o cre-
ating the illusion of volume, we can say that colors
of a lighter value, warmer wmperature, higher in-
tensity, and greater texture are used 1o describe areas
of light. Conversely, colors of a darker value, coaler
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Figure 5-3. Lilian Kreutzberger, Dutch,
Untitled, 2008. Ink, pastel, pen, marker,

and charcoal on paper, 11.7 = B.3 inches.
Courtesy of the artist. The value of the

color used in this mixed-media drawing

of a cityscape changes dramatically as it
shifts from areas of deep shadow 1o areas of
natural light.

Figure 5-10. Student work.
Rebecca Marsh McCannell,
Cooler colors dominate
areas of shadow in this
pastel study of the figure,
whil relatively warmer
colars are used to describe
surfaces that are lit, Motice
that some color warmih is
reintroduced in areas that
are receiving reflected light.
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Figure 5-11. Patricia
Constantine, Amercan,

Seill Life wirh Hearr and Bees,
2007. Watercolor, charcoal,
and pastel on paper, 42 = 54
inches, Courtesy of the artist.
The color used to define
areas of [ight ks far greater

in intensity and purity than
coler uied to describe areas
of shadow, which helps
to-define the volume of
individual forms.

Figure 5-12, Student work. Notice the
incréased surface texture of arcas of light in
the har, the forehead, and the shoulders. The
texture of the pastel is intentionally softened
and subdued in areas of shadow throughout
this partrait study.




temperature, lower intensity, and decreased texture
are used o describe areas of shadow,

Hints for Observing
and Recording Color
VALUE IN A COLOR DRAWING

When you observe hall tanes or middle values when
working with color (areas of value belonging clearly
to neither dark shadow or bright light), you have to
decide if you want to draw these half tones as light or
as shadow in order to proceed with your color selec-
tion. If you decide to interpret a half tone as belonging
to light, draw it a bit lighter in value than it appears to
be. This will help it to read clearly as an area belong-
ing to light. If you decide to interpret a half tone as
belonging to shadow, draw it a bit darker in value than
it appears to be. This will help it to read clearly as an
area belonging to shadew.

When observing value in a color drawing, think of
it in terms of two distinct arcas—areas of shadow and
areas of light, You want a clear distinction between
the two areas, which may require you to manipulate
the observed value as you draw. Don't allow light and
shadow to lose their distinction, as this will diminish
the effects of form and volume,

The greatest contrast of value in a color drawing
should occur between general massed areas of light
and general massed areas of shadow. OF course there
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will be subtle variations of shadow within these massed
argas of shadow, and there will be subtle variations
of light within these massed areas of light, but try to
maintain their distinction as much as possible {Figure
5-13). When deseribing subtle value changes within a
large area of light or shadow, describe these changes
through shifts of color while keeping the value of the
color changes relatively constant. When describing
value structure through color, try to avoid an equal
distribution of light, medium, and dark values. Think
in terms of irregular ratios such as a lot of shadow, and
a lot of mid tones, and a little light, or vice versa.

INTENSITY IN A COLOR DRAWING

The purest, most intense colors usually belong to ar-
eas of light, and colors used in shadows should gener-
ally not exceed the intensity of colors used in light
One notable exception involves bright, direct light
or sunlight, which can wash out or burn out color. If
you want to capture this effect, you may have colors
in shadow areas that are more intense than the color
used to describe highlights in areas of intense light
(Figure 5-14},

COMPLEMENTS IN A COLOR DRAWING

When a colored surface falls into shadow, the comple-
ment of the local color will be present in the shadow
coler. This does net mean that an orange box will have
blue shadows but rather that blue will be a component

Figure 5-13. Student waork, This pastel figure study maintains a clear distingtion between areas of light and areas of shadow. Seeing the
drawing without color helps to clarify that the areas of light and shadow are identifiable and different from one another.
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Figure 5-14. Student work. lessica Serfass. In this colored
pencil drawing, strong light emanates frem a mysterious box
held by the subject, washing out the color in the highlights
and diminishing their intensity.

of the shadow color on the orange box (Figure 5-15),
A colored light source, whether artificial or natural
(like the sun), will tend to cast its complement in a
resulting shadow. For example, vellow sunlight vields
violet light in cast shadows,

A more dramatic example of this principle can be
observed using antificial colored lights. If you shine
red light on an object, its cast shadow (if cast on a
neutral-colored surface) will be green. Bluish-colored
streetlights will cast orange shadows on pavement,
contradicting our awareness that shadows are tepically
cooler in temperature, Orange-colored streetlights

Figure 5-15. Alan Rosas, American, Mrs, Reed (Science
Teacher), 2006. Mixed-media kinetic construction,

36 20 % 2inches. Courtesy of the artist, This kinetic
piece is centered around a pastel drawing that utilizes
the complement of local color in the shadows. Notice, for
example, the use of red in the shadows on the woman's
green dress. The shadows are not pure red but a subtle
blend of red and green.

will cast blue shadows on pavement. This phenom-
enon ¢an also be observed in stage productions where
intense colored lights are vsed.

Drawing with Color Media

What role does color play in contemporary drawing?
Color can play a major role, 2 minor or supporting
rofe, or no role at all, based on the artists needs and
desires. Historically, color in drawing was limited, as
was the availability of traditional drawing media tha
provided a broad spectrum of color choices. But this



is no longer the case. In addition to the long list of
achromatic media available for drawing, there are
many options for exploring color within the context
of drawing. The same pigments that produce paint are
available as drawing media in a wide array of colors in
the form of colored pencils and sticks {wax, oil, and
water based), soft and hard pastel sticks and pencils,
and oil pastel sticks (oil and water based). Other col-
ored drawing media include tinted graphite pencils
[(water soluble), colored pens and markers, colored
inks, colored charcoals, watercolors and watercolor
pencils, crayons, and more,

Our discussion of drawing with coler media will
focus on colored pencils, soft and hard pastels, and oil
pastels in all their various forms, including the differ-
ences between student-grade and artist-grade materi-
als, accessories and tools for working with the various
media, paper and substrate options, and guidelines for
working with the media.

Colored Pencils

Colored pencils are colored leads made from pig-
ments and a binder {usually clay or wax based). They
are usually encased in wood like a lead pencil but
are also available in stick form or in a woodless pen-
cil form. There are many different brands of colored
pencils that range from inferior to superior, and this
distinction is typically determined by the ratio of
pigment to binder (more pigment means more color
and better coverage), the quality of the pigment and
binder used, and the quality of the wood that encases
the colored lead. Some colored pencils are made
with synthetic pigments in liew of actual mineral
pigments as both a safety measure and a cost-saving
measure, but even synthetic pigments can provide
good color coverage.

Additionally, lightfastness is an issue with colored
pencils just as it is with all artists’ colored media.
Lightfastness refers to a particular colors ability to
maintain its color with exposure to sunlight. You can
test lightfastness yourself by creating sample patches
of color on a paper surface and covering half of each
color patch with an opaque material that will not al-
low light 1o pass through (pieces of mat board will
work). Place these test sheets in a window, exposing
them to direct sunlight, and check them weekly for
changes in color. Some colored pencil brands are now
being tested and labeled for lightfastness,
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STUDENT-GRADE COLORED PENCILS

Student-grade colored pencils often are made with
synthetic pigments and a lower ratio of pigment to
binder te minimize cost. They are generally not light-
fast, but there are some good-quality student-grade
colored pencils available, including the 48-color Pris-
macolor Scholar set, the 36-color Faber-Castell Art
Grip set (with an ergonomic triangular casing), the
24-color Prismacolor Col-Erase set (erasable colored
pencils with clay-based leads), and the 60-color Lau-
rentien Colored Pencil set (Canadian brand). The Pris-
macolor Col-Erase set is compatible with Prismacolor
Premier, Verithin, Premier Lightfast, and Art Stix sets
(all artist-grade colored pencils made by Prismacolor).
All 24 colors of Col-Erase match the corresponding
colors in other Prismacolor sets,

ARTIST-GRADE COLORED PEMCILS

Artist-grade colored pencils come in a wide variety of
brands and set sizes, and all are high quality. They vary
in terms of the type of binder used and hardness or
softness of the lead, but they are generally compatible
with cach other in terms of blending while offering
colors that are unique to specific brands. This means
that you can expand your color options by purchasing
various sets or individual pencils from assorted sets.

There are four different types of binders used in
artist-grade colored pencils—wax, clay, oil, and gum
arabic (used in water-soluble colored penecils). While
there is always some wax in colored pencil lead (wax-
based colored pencils are the most common), each ad-
ditional binder type creates a different feel when the
pencil is pulled across the drawing surface. The soft-
ness and color opacity of the lead varies as well based
on the binder(s) used.

Prismacolor makes a variety of different artist-
grade colored pencils, all wax based. Prismacolor Pre-
mifer Colored Pencils come in a range of set sizes, with
132 rotal colors that are presharpened and housed in
a tin. Prismacolor Art Stix are %-inch-square wood-
less sticks, about 3 inches long, and are available in 48
colors that correspond exactly with the Prismacolor
Premier colors. They are particularly useful for laying
down large areas of color when laid on their side.

Prismacolor Verithin Colored Pencils have strong
pigmentation and are available in 36 different colors,
Their colored lead is narrower in diameter and harder
than the Prismacolor Premier pencils. They can be
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sharpened to a very fine point, which is especially
useful for detail work, and they will hold their point
longer than a softer lead,

With the exception of the Prismacolor Verithin
colored pencils. Prismacolor brand colored pen-
cils are very soft. They blend easily, and range from
translucent to nearly opaque in their color coverage.
Prismacolor also offers a colorless blender (a tradi-
tional-looking colored pencil with a colorless lead that
has na pigment) for blending and burnishing a variery
of wax-based colored pencils. The only Prismacolor
colored pencils with an available lightfast rating are
the Prismacolor Premier Lightfast sets of 12, 24, and
48 colors, with excellent, good, and lightfast ratings
for all 48 colors.

Derwent is a brand that is widely distributed in
Great Britain but is also available in the United States.
Derwent carries three artisi-grade brands of colored
pencils. Derwent Artist Colored Pencils are clay based
and available in 120 colors. They have a wide and fairly
hard lead. and produce a “dry” feeling when pulled
across a drawing surface. They hold a very fine point
when sharpened. Derwent offers a lot of unusual col-
ors, including muted and neutral colors.

Derwent Studio Colored Pencils are also clay based
and available in 72 colors that correspond to the Der-
went Artist colored pencils. The lead is fairly hard
but marrower than the Derwent Artist colored pen-
cils. Both erase more easily than a wax-based colored
pencil, and both provide lightfast ratings for all col-
ors. Derwent Coloursaft was developed in response 1o

complaints about excessive hardness, and these col-
ored pencils are just a bit softer than Prismacolor Pre-
mier pencils. Derwent Coloursofi has the same color
range as Derwent Artist pencils, but with a different
binder. Derwent also makes two colorless pencils, a
hard colorless burnisher and a sofi colorless blender,
They are available in 72 colors,

Derwent has developed a number of specialized
colored pencils that expand on the properties of tra-
ditional colored pencils. Derwent Graphiting Peacils
are water-soluble graphite pencils with a hint of color.
They are very soft (equivalent to an 8B graphite pen-
cil), and when used dry produce very subtle color,
When water is added 1o the tinted graphite, the color
becomes more vibrant but is still subdued. Colors can
be modified or removed with an eraser or a brush and
clean water. Graphitint pencils are available in sets of
12and 24, and all pencils are presharpened.

Derwent Drawing Pencils expand beyond the ini-
tial six carthen colors that were offered. Now available
in 24 unusual and subtle colors, they are very soft and
opaque with a 5 mm lead. The colors are especially
good for landscapes, nature studies, wildlife drawings,
and portraiture.

Derwent Inktense Pencils are similar to watercolor
pencils but have a harder lead, and can be used dry for
intense color. Adding a little water creates vivid, trans-
lucent color that functions like ink and that is perma-
nent when dry, allowing the surface to be worked over
with other wet or dry media. Derwent Inktense pen-
cils are available in sets of up 10 72 colors that include
a nonsoluble Irkternse Outliner Percil.

Fatrer-Castell Polychromos Colored Pencils are avail-
able in 120 colors. They are made with an oil-based
binder and are a bit firmer than Prismacolor colored
pencils. They are considered very wversatile—hard
enough to hold a sharpened point yet soft enough to
blend easily. The colors are unique, not matching Pris-
macolor or Derwent but fully capable of being mixed
and blended with these brands. Lightfastness infor-
mation is provided for all sets,

Blick Studio Artist Colored Peneils offer 72 colors
with a wax-based binder. They are in between soft
and hard, with good pigment saturation. They hold a
sharp point, blend well with other artist-grade colored
pencils, and come presharpened. A colorless blender
is also available, and information on lightfastness is
provided. An especially nice feature of these pencils
is that the exterior of each pencil is colored to match
the lead color and the color name is printed on both
ends of the peneil so you don’t have to be concerned
about which end you're sharpening. They are only of-
fered through Dick Blick stores and online or mail-
order catalogs.

Koh-1-Neor Progresso Woodless Colored Pencils are
available in a 24-color set. They are a little firmer than
Prismacolor colored pencils but still blend easily and
mix well 1o ereate additional colors. They are an inch
shorter than other colored pencils and are eovered
with a lacquer sheath that provides some protection
against breaking. While relatively inexpensive, they
are a good, lightfast pencil that wears down slowly,
with five times the lead of a regular pencil. Pencils are
presharpened.

Lyra Rembrandr Colored Pencils have an oil-based
hinder and are very soft and creamy. The feel of these
pencils on paper is very different when compared (o



wax- or clay-based colored pencils, as there is little or
no drag. The colors tend toward translucency. go down
very smoothly, and blend easily with other colors, with
no wax buildup. The 72 available colors blend well with
wax- and clay-based as well as watercolor pencils. They
are highly rated in terms of lightfastness and come
presharpened. Because they are oil based, they will
dry when used alone or with other oil-based colored
pencils and consequently do not require any fixative.
Lyra also offers the Splender Blender, a good colorless
blender for oil-based colored pencils. Lyra Rembrandt
also makes watercolor pencils called Aqguarell.

Caran dAche Pable Colored Pencils are also oil
based, so they don't require the use of fixative. They
are rich in pigment and high in opacity, so they cover
very well. They blend easily and hold a sharpened
point well. Like other oil-based colored pencils, they
glide across the drawing surface with little or no drag,
which takes some getting used to if you are accus-
tomed to wax- or clay-based colored pencils, Available
in 120 colors, they are highly rated for their lightfast-
ness. These are one of the most expensive colored
pencils available in the United States, but artists who
are familiar with these pencils say they are well worth
their cost! Caran d'Ache also makes a watercolor pen-
cil—Supracalor Saft Aquarelle Pencils,

BUILDING YOUR COLORED
PENCIL COLLECTION

You may be asking yourself why an artist would need
so many different colors when working with colored
pencils. Because colored pencils are a dry drawing
medium, it is more difficult to mix colors than when
working with wet media such ag paint, so many dry
colored media come in a wide variety of colors that
might atherwise be mixed if working with paint. Be-
cause not all manufacturers of colored pencils offer the
same colors, a variety of larger sets can provide you
with an outstanding selection of colors, and because
all artist-grade colored pencils work well together,
your color options are expanded even more.

Art supply stores will often allow you to test col-
ored pencils to help you decide which ones you want
to buy. You may have favorite colors that you use far
more often than other colors, and these will need to
be replaced more frequently. With this in mind, find
a supplier or an art supply store that carries open
stock, which means that you can buy individual pen-
cils from the full color range. Having access to open
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stock allows you to replace individual colors as needed
without investing in an entire set.

If you are looking for more information about
colored pencils, you can access manufacturers’ web-
sites on the Internet. Some manufacturers supply free
video tutorials that you may find helpful. Since most
manufacturers de not allow you to order directly from
their websites, they will typically provide information
about where their products are sold in your area.

COLORED PENCIL ACCESSORIES

Storage and Transport Containers

Colored pencils are very portable but are also some-
what fragile in terms of lead breakage, and so should
be stored and transported carefully. If the lead breaks
inside the casing, you have a pencil that is very diffi-
cult vo sharpen, as the broken pieces of lead will break
off in the sharpener and your pencil will get eaten
away as you keep trying to sharpen it. Avoid dropping
a colored peneil onte a hard surface, as this will prob-
ably result in a broken lead. However you choose to
store and transport your pencils, it is best if they do
not have a lot of room to move around and bang into
each other. While sets are usually sold in cardboard
or tin containers, they often have too much “wiggle™
room. There are cases available for purchase that hold
the pencils firmly under bands of elastic, but they can
be pricey. The most important thing is that you store
and transport your pencils in a container that does not
allow for a lot of movement of the pencils.

Pencil Sharpeners

You need a good pencil sharpener to give you the
kind of point you want and prevent breakage of the
leads when sharpening the pencil. A two-hole, hand-
held metal sharpener is sufficient for various kinds
of colored pencils, but many artists prefer a good-
quality hand-cranked, mechanical pencil sharpener
with various-sized openings 1o accommodate differ-
ent pencil sizes. Some people prefer to use an electric
sharpener, but it may not effectively accommodate
various pencil diameters. With either a hand-cranked
or an electric sharpener, make sure to keep a firm
hold on the pencil and use gentle, consistent pressure
when pushing the pencil into the hale. If you have the
aption of sharpening either end you should sharpen
the end that is furthest frem the stamped number or
name of the color so you can easily replace the pencil
when necessary,
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Pencil Extenders

To get the most oul of your colored pencils, a pen-
cil extender or lengthener is a great accessory. There
are a lot of different pencil extenders available and
they all accomplish the same thing—they allow you
to sharpen and comfortably hold your pencils even
when they are worn down and very short. Most styles
have a flexible metal grip (the clutch) that you place
your pencil in, and a sliding ring that tightens the
clutch arownd vour pencil.

Erasers

For colored pencil work, you can use erasers to lift or
remove color when you want to rework an area, Vari-
ous kinds of erasers will work better or worse with
different colored pencils on different surfaces. For
example, softer colored pencil and heavily burnished
colored pencil will not erase as easily as harder col-
ored pencil and delicately applied colored pencil. Pa-
per surface will also affect how easily colored pencil
will erase. A heavily textured or toothier paper will
tend to hold the pigment better, making it more dif-
ficult to erase.

You should experiment with various erasers, in-
cluding electric erasers, white plastic or vinyl erasers,
gum erasers, Pink Pearl erasers, and kneaded erasers,
which work well by pressing firmly and lifiing the
color. If you are trying to erase into a very small area,
you can use an erasing shield, which is a thin metal
rectangle that has various shapes cut out of it to isolate
where the eraser will make contact with the paper.

Razor Blades and Adhesive Tapes

Single-edged razor blades or X-acto knives can be used
as erasers to gently scrape away unwanted color. Be
careful that you don't damage the paper when scrap-
ing with a blade. Masking tape, drafting tape, and even
clear cellophane tape can also be used for removing
colored pencil. You can press the sticky side of the tape
onte your drawing and then lift it o remove color. It
may take several applications to remove all the un-
wanted color. Be careful not to damage the paper.

ADVANTAGES AND DISADVANTAGES
OF WORKING WITH COLORED PENCILS

Some advantages of working with colored pencils in-
clude their relative affordability, their potential for very
detailed drawings, their portability, and the fact that
vou can starl and stop as often as necessary with no

concerns about the color drying out. Colored peneils
are a clean medium 1o work with (they de not create
dust like some color media), and they do not require
a lot of bulky or expensive accessories to create a suc-
cessful drawing.

Some of the disadvamages include a somewhat
limited color range, a limit to the number of layers
that can be built up before the surface becomes too
slick to accept additional color, and limited flexibility
in terms of making corrections. While some color can
be removed from traditional paper surfaces, the high
pigment content and the wax binder of artist-quality
colored pencils make it extremely difficult to remove
all color when you want to make a correction.

COLORED PENCIL PAPERS

While there are no papers made specifically for col-
ered pencils, there are many different papers and il-
lustration boards that can be used with eolored pencil,
including papers made for drawing, printmaking, and
watercolor. Some factors that determine paper choice
include color or lack of color (do you want to work on
a paper with or without color?), the paper’s compat-
ibility with other media (if hand-tinting your paper
with a wash, for example, will it buckle?), tooth or
texture (do you want a smoother surface texture or a
rougher surface texture?), and a paper’s ability to ac-
cept multiple layers of colored pencil, which is in part
determined by texture. If you want to use heavy bur-
nishing techniques, use a paper with a bit more tooth
or texture. If you want to do delicate blending, you can
use paper with more subtle texture,

You can also use colored pencil on less traditional
surfaces like frosted Mylar (Figure 5-16) or wood
or fabric, all of which present their own interesting
possibilities and potential problems. I would suggest
working on a more traditional paper surface initially
to gain experience with colored pencils before inves-
tigating other kinds of surfaces. You will benefit from
experimenting with different kinds of papers to dis-
cover which ones best suit your needs, Following are
a few suggestions for both tinted papers and white pa-
pers that are compatible with colored pencil.

Colored and Toned Papers

Canson Mi-Teintes Paper comes in a wide variety of
colors. It is heavily textured on one side (Figure 5-17),
with a more subtle texiure on the opposite side, Mi-
Teintes paper can accommodale quite a few layers of
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Figure 5-16. Deborah
Rockman, American, The
Space Between Us (8), 20010,
Colored pencil on Mylar
over digital inkjer print,

22 ¥ 23 inches. Courtesy
of the artist. The colored
pencil drawing on Mylar of
ayoung girl in a ife jacket
provides the opportunity
for layering over anather
image because Mylar is a
translucent surface,

colored pencil and has some good, middle-value neu-
tral colors 1o choose from. Blender pencils work well
on this paper, but don't use any water-based media, as
it will buckle badly.

Canson Ingres Drawing Paper is lighter in weight
than Mi-Teintes paper but has a nice charcoal-paper
finish and is available in a number of neutral colors.

Strathumore 400 and 500 Series Charcoal Paper
comes in a variety of beautiful colors, including many
middle-value, neutral colors that are especially well
suited for colored pencil drawings. There is a textured
side and a smoother side, and both are suitable de-
pending on what kind of surface quality you want in
your end resull. Blender pencils and blender markers
work well on this paper.

Daler-Rowney Murane Textured Fine Art Paper has
a lextured surface and is available in a wide range of
colors, including many middle-value, neutral-colored
surfaces,

Papers that are compatible with pastels (including  pigure 5.17. Swdent work (detail). Heather Ward, This detail
some noted here) are also generally compatible with o of 2 colored pencil drawing was done an the heavily
colored pencils, The sanded |>ash.'| papers (Arf Specs textured side of the papes, and the texture is highly visible
trinn Colowrfix Coaled Pastel Paper, UART Sanded  across the surface of the drawing,
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Pastel Paper, Ampersand Pastelbord, Usison Gator
Foam Premium Pastel Surfaces, and Waillis Sanded
Paste! Paper) are great for doing lots of layering, but
they will consume vour colored pencils much more
guickly, Some of these sanded papers are available in
a variety of tinted surfaces, while others are white or
beige. For more information on sanded surfaces, see
the sections ~“Pastel Papers and Substrates” and “Oil
Pastel Papers and Subsirates”

White and Neutral Papers
Rizing Stonehenge Paper is available in a variety of very
delicate neutral tints as well as black. It is a very du-
rable paper that handles multiple layers of color well.
It also works well with colorless blender pencils and
blender markers. Stonehenge has a slight tooth, is
made of 100 percent cotton rag, and is acid-free. Be-
cause the available colors are very light in value (with
the exception of black), you will have to tint the paper
with a wash of some sort if vou want 1o explore the
full color interaction that comes from working on a
middle-value, neutral-colored surface.

Stratiumore Bristol Paper comes in various weights
and two surfaces, a plate finish (a very smooth sur-

Figure 5-18. Student work. Tim Cobb. This drawing is an
example of 3 rextured colored pencil drawing. It is draeen on
a gray tinted paper that shows theough the strokes of colared
pencil, particularly in the foreground area of the drawing. It

i5 intergsting to note how often the underlying gray paper
appears more violet or blue based on the proximity of

yellow of orange tones that create color shifts as a result of
simuitaneous contrast.

face) and a vellum finish (2 uniform, toothy surface).
Depending on which finish you use, it accepts a fair
amount of layering and blenders work well on the
surface. This paper is available only in white and will
buckle if a heavy wash is applied.

There are numerous watercolor papers available,
with different textures (both cold press and hot press)
and different weights. Watercolor papers are generally
white and will need to be tinted if you dont wish to
work on a white surface. Because they are intended
for use with water, they can easily be tinted to the base
color you desire without serious buckling,

COLORED PENCIL TECHNMNIQUES

Textured and Textureless Celored

Pencil Drawings

There are two basic types of traditional colored pen-
cil drawing. The first type is referred to as fextured
codored pencil drawing. It is characterized by the use
of the paper, board, or other substrate as a visible ele-
ment in the finished work. Strokes and marks are vis-
ible and open. The paper, board, ete.,, shows through
the strokes (Figure 5-18). “Textured” refers more to
the surface of the work than to any surface qualities
or textures in the forms depicted.

The second type of traditional colored pencil draw-
ing is referred to as textureless colored pencil drawing
{(sometimes referred to as textureless colored pencil
painting) and is characterized by a thicker, more uni-
form application of colored pencil that does not reveal
the paper, board, or other substrate in the finished
work (Figure 5-19). Strokes and marks meld together
from heavy application of color, called burnishing,
and/or the use of a blender, yielding a smooth transi-
tion between colors or values.

Blending and Burnishing

When exploring textured colored pencil drawing.
blending is achieved by layering delicate applications
of various colors. To achieve a gradual color transi-
tion, you can slightly overlap two colors, and continue
to overlap each layer of color a little more. You can
then use the colorless blender with appropriate pres-
sure 1o refine the transition of color without the need
for any further pigment (Figure 5-20}. If you press too
hard with your colorless blender on a textured colored
pencil drawing, it can flatten out your color and elimi-
nate the color juxtaposition that occurs when you
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gently layer various colors. You can also use a colorless
blender marker to soften and blend colors. This can re-
sult in a watercolor-like effect, over which additional
color can be layered.

Burnishing refers to applying heavy layers of col-
ored pencil until the tooth of the paper is completely
filled in, creating a solid area of color and a smooth
surface (Figure 5-21). Burnished colored pencil has a
finish that can closely resemble painting. Using a col-
ared penf'll with no pigment {a colorless blender) to
burnish heavy layers of calor can ereate a translucent
effect similar to glazing.

Both burnishing and blending give best results if
you apply the colors you wish to burnish or blend with
smooth, gradual transitions. When burnishing or
blending areas of detail, begin with a fairly sharp col-
orless blender, and work the blender into larger and
less detailed areas of color as the tip becomes more
blunt. Heavy burnishing can flatten the tooth of your
paper, so plan ahead to allow for the application of as
many layers of color as necessary.

-l |

COLOR THEORY AND APPLICATION | 237

Figure 5-19. Julia Randall, American,

Decay 1, 2004, Colored pencil on paper,

30 % 22 inches, Courtesy of the artist and
Jeff Bailey Gallery, Mew York. Randall’s rich
and beautiful application of colored pencil

is an example of & textureless colored pencil
drawing because the paper tone does not
show through the image area where colored
pencil has been applied,

Figure 5-20. Student work, Tim Crecelius. This colored
pencil drawing utilizes both open strokes of calored pencil
(especially evident in the fabri¢) and carefully blended areas
of color to denote various textures, Blending is used very
effectively in the color transitions found in the glass’s orange
liguid, which requires a lack of texture to effectively convey
the smooth quality of a liquid,
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Figure 5-21. Linda Lucas Hardy, American, Yesterday Morning When | Was Young, 2008. Colored pencil on 800 grit UART
sanded paper, 17 ® 26 inches. Courtesy of the artist. Hardy's colored pencil drawing of a tricycle viewed from above shows
evidence of heavy layers of colored pencil and smoath, burrished coles in the tricycle itself. The UART paper used for this
drawing is beige, but there is little evidence of the paper color except in areas where highlights occur.

In addition to using a colorless blender, you can also
burnish and blend with a light colored pencil like white,
cream, or another pale color. 1f this results in lightening
your color more than you want, you can go back into
the darkest areas again with the original color and re-
store the depth of value. When burnishing or blending
with either a colorless blender or a light colored pencil,
be wary of unintentionally dragging a dark color into a
light color or vice versa, as color can collect on the tip
of the burnisher or blender you are using.

Some artists use a smooth, curved metal device like
a spoon or a metal burnishing tool to burnish colored
pencil. The metallic surface does not collect the col-
ored pencil, so you can apply solid pressure without
concern for lifting the colored peneil from the surface,
Additionally, you can use a short-haired, stiff-bristle
paintbrush to burnish your colors together. Be careful
not 1o unintentionally transter a dark color into a light
<olor or vice versa, as bits of color can callect on the
bristles of the blending brush.

Value Structure and Color Shifts

When shading or creating tonal ranges with colored
pencils, you can use a technigue that many colored
pencil artists use. Using a dark and cool color like in-
digo or a dark and warm color like sepia, develop a
tenal or value study using just one of these colors, just
as you would do if you were creating a tonal study us-
ing a graphite pencil. Then begin to introduce other
colors, lighter in value, by burnishing them on top of
this tonal drawing to shift and change the underlying
color. You will benefit from practicing this technigue
by building tonal scales just as you would if you were
drawing a tonal scale using a graphite pencil.

Laying a lighter color on a darker color can shift not
anly the value of the original color, making it lighter,
but also the hue of the original color. The degree of
this shift is determined by the colors being added o
the original color and the pressure used when bur-
nishing or blending additional colors. You can achieve
very light shades of dark colors by layving down a soft



tonal layer of the dark color and then burnishing that
layer with white colored pencil.

Instead of using a black colored pencil to define
black colors that you observe, consider mixing your
own black, which creates a much more lively and
beautiful black. Mix a very dark cool color with a very
dark warm color. You can also experiment with mix-
ing your own browns and grays and other neutrals by
choosing colors that are opposite each other on the
color wheel {complementary colors).

Tinting Your Paper

If you are working on white or lightly tinted paper,
you may find the areas where the light paper shows
through to be undesirable and distracting, and this
can alsa diminish the visual impact of the color This
can be addressed by starting your drawing with an
underpainting of watercolor or thinned acrylics or di-
luted colored inks, over which you apply your colored
pencils (Figure 5-22). Underpainting can improve the
brilliance of your drawings, but be aware that colar
interaction can be unpredictable if you use a bright,
saturated color for your underpainting. Middle-value,
neutralized colors work best for an underpainting. 1f
using watercolor or thinned acrylics, make sure you
ar¢ using a paper or other substrate that will not warp
or buckle when wet media is introduced.

Working from Hard to Soft or Lean to Fat

Just as when working with pastels or cil pastels, if you
are mixing and matching colored pencils from various
sets or manufacturers, it is generally recommended
that you use the harder colored pencils first for laying
in larger, broader areas of color, and gradually progress
to the softer colored pencils. If you are incorporating
oil-baged colored pencils with wax-based or water-
soluble colored pencils, you may want to reserve the
oil-based for your final layers. Since softer pencils lay
down greater quantities of pigment and binder, harder
colored pencils are best used in the earlier stages of
a drawing, rather than softer ones, so that you don't
Al in the wooth of your paper or drawing surface too
quickly. If you are not working with a variety of col-
ored pencils that are both hard and soft, then working
from lean to fat or hard to soft is not an issue,

If the surface you are working on is fairly textured
or toothy, you can work with softer colored pencils
from the outset without much concern for exhausting
the surface. If you try a sanded paper like Colourfis
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Figure 5-22. Student work. Some areas of this colored pencll drawing of a
sleeping student were first tinted with delicate color washes to knock back
thie white of the paper before the colered pencil was applied,

or Wallis or other brands, then the type of colored
pencils you use does not matter so much. The sanded
surface will accept many layers of colored pencil suc-
cessfully, although it will also wear them down much
maore quickly.

RESOLVING SOME LIMITATIONS
OF COLORED PENCIL

With all this discussion about layering using blending
and burnishing technigues, be aware that there isa limit
to the amount of layering that you can do successiully
with colored pencils, Eventually the surface will simply
not accept any more colored pencil. You can establish
a bit more tooth on an otherwise exhiausted surbace by

applying several light coats of workable fisative, which
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can crisate a it of tooth that will alless vou to add some
more colored pencil. Let the fixative dry thoroughly
before working back into your drawing.

There are other technigues for reviving the surface
of a colored pencil drawing. Using very fine sandpaper,
genthy sand the surface of the drawing that is not ac-
cepiing colored pencil. This may reestablish enough
tooth to allow for another liver. Sometimes it is help-
ful 1o switch to a softer colored pencil if vour surface
is resisting taking another coat, Use the sofiest colored
pencil you have available in the desired color,

Another issue vou may face when working with

colored pencils 15 referred to as wax Woom. Wax
bloon is characterized by the appearance of a whitish
hazy film over vour colors that is particularly evident
on darker colors. It results when the wax binder found
in most celored pencils rises to the surface, and usu-
ally shows up after a week or so. Wax blaom can be
removed by gently rubbing the surface with a clean
cotton rag or a tissue, being careful not to disturb any
color. To prevent wax bloom from reappearing after
yvou've rubbed it away, spray vour drawing with a few
layers of workable fixative.

Pastels

Pastels (also called soft pastels, dry pastels, or some-
times chalk pastels) are a colored drawing medium that
consists of pure powdered pigment (the same pigment
used 1o make paints) combined with a water-based
binder (gum arabic or methyl cellulose) that holds the
pigment together, allowing the pigment and binder to
be formed into sticks. Pastels come in a variety of forms,
including round sticks, square sticks, and pencils, and
are often categorized as soft pastels, hard pastels, and
pastel pencils. These are distinct from oil pastels, which
will be discussed later in this chapter. Some brands pro-
vide half sticks in addition to full-size sticks.

Hard pasiels, which are usually square sticks, gen-
erally have less pigment and more binder. They are
firmer and less dusty than soft pastels, but the colors
are not as brilliant and saturated, although there are
some very good artist-grade hard pastels that offer
good color saturation, Hard pastels are good for de-
tail and line work because they can be sharpened 1o a
point using a razor blade or a zanding block. They are
often used to.add detail to a drawing, for preliminary
sketching, or for laving in background color, but artist-
grade hard pastels are perfectly fine for developing

full-color drawings and are especially good for use in
the classroom because they are less dusty.

Soft pastels, which are usually round sticks, have
more pigment and less binder, resulting in brighter
colors, They usually come with a wrapping of some
sort around the pastel. Because soft pastels have less
binder, they can more easily be rubbed and blended.
Their softness also creates more dust, and they need
careful handling and a properly applied fixative to
prevent smearing.

Pastel pencils are simply a pastel lead encased in
wood, just like a regular pencil. They can be sharpened
with a pencil sharpener and are particularly useful for
fine detail. Each specific brand of pastel pencils will
typically offer the same colors found in their specific
brand of pastel sticks,

Lightfastness Is an issue with pastels just as il is
with colored pencils. Some manufacturers claim their
product is lightfast, but there are varying degrees of
lightfastness for individual colors, and that informa-
tion may not be available to you. As with colored
pencils, you can test lightfastness yourself by creating
sample patches of color on a paper surface and cov-
ering hall of each color patch with an opaque mate-
rial that will not allew light to pass through (pieces
of mat board will work), Place these test sheets in a
window, exposing them 1o direct sunlight, and check
them weekly for changes in color. If you use colors
that are not very lightfast, the finished work should be
protected from sunlight as much as possible, as even
ambient light can fade the color.

Safety is extremely important when working with
pastels. Although some manufacturers make pastels
with no heavy metals used as pigment (Girault Pas-
tels), most pastels (particularly the softer brands) are
considered potentially toxic, regardless of claims made
1o the contrary. Some pastels contain cobalt or nickel
or other heavy metals as a pigment base, which can-
not be Altered by or expelled from the body and are
potentially cancer causing. In researching the pmtntinl
hazards of working with pastels, some brands include
both a nontoxicity label and a warning label indicating
the presence of potentially cancer-causing ingredients,
This suggests that some colors are safe and some are not.
While most manufaciurers have stopped using some af
the most hazardous pigments that contain lead and
lead compounds, professional- or artist-grade pastels
should not be considered safe unless proper precau-
tions are taken.
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Figure 5-1. The twelve-siep color wheel
shows primary, secondary, and 1_-erl:i:|r3,I
colors, The gray tones positioned on the
inside circle indicate the relative value of
each pure color.
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Figure 5-2. Aed-violat,
positioned in the center,
appears warmer when
compared to violet on the
right but appears cooler
when compared to red on
the left,

Figure 5-3. With orange as
the pure color (positioned
on the left), the top row
illustrates progressive tints
(adding white) of orange,
the center row ilustrates
pregressive tones (adding
gray) of orange, and the
Bottom row illustrates
progressive shades (adding
black) of orange. Color
intensity is reduced from
beeft to right.



Figure 5-4. The gray squares sumounded by green begin o
shift voward red, which is gréen’s complement. Simultaneous
contrast is far stronger on the left than on the right because
the green and the gray are the same value, eliminating value
contrast

Figure 5-6. This color wheel includes two tetrads derived from 4 squars
[yellow-green, orange, red-violst, and blue) and a rectanghe (yell g Ofange
red-arange, blue-violet, and blue-green). These tetrads can be ropated o a I

variety of positions on the color wheel, creating additional tetrads.

Figure 5-5, This color whesl includes two triads derived from an equilateral
triangle iyellow, red, and blue) and an isosceles triangle (green, red-crange,
and red-violet). These trisngles can be rotated to a variety of positions an the
color wheel, creating additional triads.

Figure 5-7. Faculty Demaonstration Drawing (Gypsy
Schindler). This colored pencil drawing of a pear
demonstrates the use of warmer calors on advancing

planes and relatively cooler colors on receding planes. Value
differences in the colors used increase the illusion of volume.



F‘igum 5-8. Swudent work. Joe Houston, In this pastel '\.I;ul:!:,-
of the figure, the intensity or purity of colors used to describe
surfaces in light is greater than the intensity or purity of
calars used to describe pockets of shadow, This is true for
both the flesh of the model and the hair.

Figure 5-9. Lilian Kreutzberger, Dutch, Uniitled, 2008, Ink,
pastel, pen, marker, and charcoal on pager, 11.7 X 8.3 inches.
Courtesy of the artist. The value of the color used in this
mixed-media drawing of a cityscape changes dramatically as
it shifts from areas of deep shadow to areas of natural light,

Figure 5-10. Student work.
Rebecca Marsh McCannell,
Cooler colors dominate
areas of shadow in this
pastel study of the figure,
while relatively warmer
colors are used wo describe
surfaces that are lit. Motice
that some color warmith is
reintroduced in areas that
are receiving reflected light.



Figure 5-11. Patiicia
Constantine, American,

Srill Life with Heart and Bees,
2007 Watercolor, charcoal,
and pastel on paper, 42 X 54
Iinches. Courtesy of the artist.
The color used to define
areas of light is far greater

In intensity and purity than
color used 1o describe areas
of shadow, which helps

1o define the volume of
individual forms.

Figure 5-12, Student work. Notice the
increased surface texture of areas of light in
the hat, the forehead, and the shoulders, The
texture of the pastel is intentionally softened
and subdued in areas of shadow throughout
this portrait study.




Figure 5-13. Student work. This pastel figure study maintains a clear distinction between areas of light and areas of shadow, Seeing the
drawing without color helps to clarify that the areas of light and shadow are identifiable and different from one another.

Figure 5-14. Student work. Jessica Serfass. In this coloned Figure 5-15. Alan Rosas, American, Mrs. Reed

pencil drawing, strong light emanates from a mysterious box (Science Teacher), 2006, Mixed-media kinetic construction,
held by thie subject, washing out the colos In the highlights 36 » 20 ¥ 2 inches. Courtesy of the artist. This Kinetic

and diminishing thelr intensity. piece is centered around a pastel drawing that utilizes

the complement of local color in the shadows. Notice, for
example, the use of red in the shadows on the womarn's
green dress. The shadows are not pure red but a subtle
blend of red and green.



Figure 5-16. Deborah Rockman, American,
The Space Berween Us (6), 20010, Colored
pencil on Mylar over digital inkpet print,

22 % 23 inches. Courtesy of the artist. The
colored pencil drawing on Mylar of a young
girl in a life jacker provides the opportunity
for layering over another image because
Mylar is a translucent surface.

Figure 5-18. Student work. Tim Cobb. This drawing is an example of
a textured colored pencil drawing. Itis drawn on a gray tinted paper
that shows through the strokes of colored pencil, particularly in the

Figure 5-17. Student work (detail). Heather Ward. This detail view foreground area of the drawing, It is interesting to note how often
of a colored pencil drawing was done on the heavily textured side thi underying aray paper appears more violet or blue based on the
of the pager, and the texture is highly visible across the surface of proximity of yellow or arange tanes that create color shifts as a result

the drawing. of simultaneous contrast.



Figure 5-19. Julia Randall, American, Decoy 1, 2004. Colored pencil on

paper, 30 % 22 inches, Courtesy of the artist and Jeff Bailey Gallery, New York.
Randall’s rich and beautiful application of colored pencil is an example of a
textureless colored pencil drawing because the paper tone does not shiow
through the image area where colored pencil has been applied.

Figure 5-20. Student work, Tim Crecelius. This colored
pencil drawing utilizes both open strokes of colored pencil
(especially avident in the fabeic) and carefully biended areas
of color to denote various textures. Blending is used very
effectively in the color transitions found in the glass’s orange
liquid, which requires a lack of texture to effectiviely convey
the smooth gquality of a liquid.

Figure 5-21. Linda Lucas Hardy, American,
Yesterday Morning When [ Was Young, 2008,
Colored pencil on B0O grit UART sanded
paper, 17 % 26 inches. Courtesy of the artist.
Hardy's colared pencil drawing of a tricycle
viewed from above shows evidence of
heawvy layers of colored pencil and smooth,
burnished color in the tricycle itseif, The
UART paper used for this drawing is beige,
but there ks litthe evidence of the paper color
except in areas where highlights occur,



k. Some areas of this colored pencil drawing of a
ere first tined with delicate color washes to knock back
¢ the coloted pencil was applicd.
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Figure 5-23. Student work, Christine King. This in-progress
pastel portrait study utilizes a neutral gray sheet of Canson
Mi-Tefntes paper. The texture of the paper is especially
evident in the less developed areas of the neck, the ear,
and the hair,




Figure 5-25. Marianna
Heule, Dutch, Purple House,
2006, Pastel on\Wallis paper,
11 % 14 imnches. Courtesy of
LaFantsee Gallenes, Grand
Rapids, ML As evident in the
heavy impasto application
of pastel, Wallis sanded
pastel paper allows for the
use of many layers of color
without illing in the tooth
af the paper.

Figure 5-26, Student
work, lamie Combs. Side
stroking is used to block in
largre areas of color using
the side of the pastel. This
figure study was drawn
on Strathmore 500 series
charcoal paper.




Figure 5-2B. Student work, Kitty Macabee. This pastel
drawing of a fish in a riverbed primarily uses blending of
analogous colors to define the rocks found on the bhattem

Figure 5-27. Faculty Demonstration Drawing (Gypay
Schindler). This pastel demaonstration drawing of knotted
fabric uses hatching and cross-hatch ing 1o describe the folds,
creases, and undulations of fabric The drawing was done on a
piece of brownish tinted paper. Motice the prevalence of wasm
colors in areas of light and cool colors in areas of shadow,

of the river.

Figure 5-29. Student work,
Andrew McCoy. This pastel
and wash replication of a
work by Henri de Toulouse-
Lautrec uses scumbling

viery effectively. Motice that
most instances of scumbling
in this study of a masters
work involve layering lighter
celors over darker colors to
heighten colar interaction.




Figure 5-31. Student work. Phil Scally. This pastel drawing is an excellent
ample of the initial process of blocking in base colors. The initial color used
for areas of light and shadow is a mid-value Caucasian flesh tone for light (1)
and a rich violet-brown for shadow (2). As the drawing progresses, additional
ayers of color have been added to both the light and the shadow with the
Intention of describing areas of brighter light (3) and areas of reflected light
in thie shadows (4).

Figune 5-30. Student work. Micole Yarroch.

In this partially completed pastel study of
the figure, the student laid out her initial
skateh utd 3 A ML tral-calared itick. As her
drawing progressed, she wsed other colors
related to individual objects to further
shotch and define shapes

Figure 5-32. Student woark. B. A. Miligen. To enhance the
illusion of valume in this cropped portrait study, areas of
shadow are kept softer and are gently rubbed to dim

texture and help them recede. Areas of light are more
textured with a heavier application of pastel to help

them advance,

h




Figure 5-33. Swudent work. Amber Roberts. Orange, pink,
and yellow pastels are used 1o describe all the subtle shifts
in value observed on the it surfaces of the face, head, and
neck This is far more effective and descriptive than simply
applying increasingly light versions of a single color,

Figure 5-34. Mananna
Heule, Dutch, Harvest Song,
2009, Pastel on paper,

15% = 20% inches.
Courtesy of LaFontses
Galleries, Grand Rapids,

Bl The cpreatest amount

of blending in this pastel
drawing is reserved for aneas
of shadow, as seen on the
bales of hay and the darker
recesses of the bam

Figure 5-35. Student work. Chelsea Bundt. This oil pastel
drawing is done on & %" thick piece of MDF (medium density
fiberboard) that has been carefully cut, shaped, and primed

with gesso




Figure 5-36. Deborah Rockman, American,
Clowd of Stone £1, 1989 Ol pastel on
gessoed paper, 23 X 29 inches. Private
collection. This oil pastel drawing was done
on a sheet of Strathmore Bristol paper (500
series) primed with tnted acrylic gesso. The
texture of the gessoed surface is especially
evident in the foreground area of the water,

Figure 5-37. Stephen
Duren, Amesican, Ungithed,
19491, Qil pastel on paper,
17 = 26% inches. Courtesy
of the artist. Duren’s
landscape drawing utifizes
side stroking with assorted
lengths of ol pastel sticks
to create texture and color
interaction. The resulting
texture ks subtle, reflecting
the relatively smooth
surface of the paper.

Flgure 5-38. Student work
(detail). Steve Ziebarth.
This multipangl oil pastel
drawing (executed on
gessoed panels) indicates
frequent use of hatching
and cross-hatching to layer
cne color of il pastel

ower anather,




Figure 5-39. Deborah Rockman, American, Clowd Over Field
{detail), 1990, Oil pastel on gessoed paper, 23 x 29

inches. Private colbection. This very tight detail view

chearly shows the use of blending in the cdoud at the top

of the compasition, the use ol washes in the center of the
compaosition, and the use of scumbling at the bottom of the
compaosition. The texture of the gessoed surface is especially
ewvident in the central area where oil pastel has been washed
over the surface using mineral spirits.

Figure 5-40. Student work (detaill. Christina Hahmn, This oil pastel study

of the surface of water utilizes a lot of scumbling over a strongly textured
gessoed surface. The multiple layers of oil paste] yield beautiful color
interaction and effectively mimic the experience of locking at the surface of
water while also sesing past the surface into the water.

Figure 5-41. Deborah
Rockman, American,
Glowing Rock (detail), 1990,
Ol pastel on gessoed paper,
23 = 29 inches, Private
collection, This very tight
detall view shows the
process of feathering, the
primary technigue used

to establish the hovering
cloud. Many different colors
of oll pastel were carefully
feathered together to create
a soft, glowing effect and an
indistinct edge.




Figure 5-42. Deborah Rockman, American, Stalk Tree, 1990
Ol pasiel on raw paper, 23 = 17 inches. Collection of Diane
Griffin. This oil pastel drawing was done on raw, off-white
paper. After scumbling calor into the sky, a solvent was
brushed across the oil pastel, yielding very different results Figure 5-43. Michael Alderson, American, Untithed, 2006. Oil pastel on raw
than if brushing across a gessoed surface, The paper absorbs paper, 12 % 12 inches. Courtesy of LaFontsee Galleries, Grand Rapids, ML,
the selvent morne readily and the oll pastel is more resistant Alderson's expressive oil pastel drawing generally adheres 1o the principles

1@ brushing, providing more texture in the sky, Additionally, of color temperature and intensity in his selection of colors. Fiqurative
scumbling is used throughout the foliage of the tree and the  surfaces that are it are described with warmer and maore intense colors, while
ground plane, figurative surfaces in shadow are described with coober and less intense colors.,

Figure 5-44. Deborah
Rockman, Amencan, Dune,
2001, Oil pastel on mat
board, 8% = 14 inches
Courtesy of the artist. The
areas of shadow on the
dune have a thinner and
less textured application

of color when compared

1o those areas in light,
Notice also the effects of
simultaneoaus contrast in
the sky. There is no orange
color applied in the sky.
Rather, the blue oil pastel
stroked acnoss the light gray
drawing surface creates a
wvisual shift toward orange in
the exposed gray. Orange is
blue’s complement,




Figure 5-35. Debaorah
Rockman, American, Cloud
of Stone £2 (detail], 1990,
Cnl pastel on gessoed
paper, 29 = 23 inches.
Private collection. This
detail view shows increased
texture in the application [
of color that describes the |
lit surface on the upper |
surface of the stone. Areas
of shadow on the stone
are much softer in texture.
This helps 10 support the
illusion of volume,

Figure 5-46. Michael Alderson, American, Untitled, 2005
Ol pastel on raw paper, 107 x 87 Courtesy of LaFonisee
Galleries, Grand Rapids, M1, Alderson uses 3 combinaticn of Figure 5-47. Alan Rosas, American, Mrs. Shook, 2006, Pastel on Colourfix
yellow, pink, and orange oll pastels 1o describe the subtle sanded paper, 18%: % 14%; inchés. Courtesy of the artist, This drawing,
value shifts found in the lit surfaces of the face. White is used  done from imagination and childhood memory, utilizes expressive color 1o
only to describe the strang highlight located on the nose. heighten the impact of the depicted scene.



You should avoid inhaling pastel dust, as you do not
wanl it in your lungs. For this reason, never blow on
your pastel drawing o remove excess pastel, as this will
cause the dust to become airborne. Instead, vou can
tap on the back of the drawing support to release any
excess pastel dust 1o the floor. You may even wish to
weir a respirator when working with pastels. Some art-
ists are very careful about not letting any pastel make
direct comtact with their skin and so use only wrapped
pastels or wear protective gloves when working with
the medium. As with all artists' materials, exercising
proper safety precautions is always recommencded.

STUDENT-GRADE PASTELS

There are many different brands of student-grade pas-
tels, most of which are limited in terms of color selec-
tion and quality. They often have a substantial chalk
or gypsurm component that can make the pastel very
hard and also dilutes the color. While most brands
may be fine for initial exploration of the medium, if
you want to discover what pastel is truly capable of;
vou will want to begin with a higher-quality student-
grade brand, eventually working your way to artist-
grade pastels. When it comes to pastels, quality is
pretty synonymous with price. In general, the cheaper
the cost, the lower the quality. Following are some of
the most common student-grade pastels,

Alpfacolor Chalk Pastels are available as square
sticks in 48 colors (including black, white, and grays) as
well as in individual sets that are specific to portraiture,
earth tones, landscape, and grayscale. They are also
available in a set of 12 fluorescent colors. They measure
234" long and %" square and are rated nontoxic.

Blick Chalk Pastels are available as square sticks in
48 colors {including black, white, and grays), includ-
ing individual sets that are specific to portraiture,
earth tones, landscape, and grayscale, They measure
214" long and %" square and are rated nontoxic.

Faber-Castell Goidfaber Studio Chalk Pastels are
shorter sticks than most, measuring 1947 long and 14"
square. They are available ina range of 72 colors (larger
than most student-grade sets) andoffer individual sets
of 24, 48, and 72 pastels. They are rated nontoxic.

Loew Cornell Chalk Pastels measure 24" long and
¥ square, They are available in sets of both 24 and 48
colors. They are rated nontoxic.

Reeves Chalk Paseels are square sticks and are avail -
able in 36 different colors. They claim to have good
lightfastness to resist fading and are rated nontoxic.

COLOR THECQRY AMD APFLICATION | 241

Yarka Chalk Pastels are highly lightfast, which
is unusual for a student-grade pastel. They are me-
dium soft and the individual sticks are round (2%"
long > %" in diameter) and wrapped, which is typi-
cal of softer artist-grade chalk pastels. They offer 130
distinct colors as well as a landscape and portrait set,
and are rated nontoxic.

ARTIST-GRADE PASTELS

There are many different brands of artist-grade pas-
tels, some softer and some harder. Soft artist-grade
pastels (typically round sticks) praduce more dust
when used, while hard artist-grade pastels (typically
square sticks) produce less dust. Many are individu-
ally wrapped (especially the softer artist-grade pas-
tels), and most are available in a wider range of col-
ors than you will find in student-grade pastels. Their
quality is higher, with less binder and more pigment.
Each brand uses its own system for numbering or
lettering its pastels, and these systems typically des-
ignate pure colors and colors that are tinted {white
added) or shaded (black added) to varying degrees,
Many are available in open stock; either from the
manufacturer or from a good art supply store. This
allows you to replace individual colors that you use
maost often.

Artist-grade pastels are more expensive than stu-
dent-grade, but the quality of the pastels reflects the
difference in price. As noted earlier, you generally
get what you pay for when purchasing pastels. Some
sets, particularly higher-quality sets, come in a nice
wooden box for storing and transport and this affects
the price of the pastels. Based on suggested retail prie-
ing, the artist-grade pastels discussed here (both hard
and soft) are listed in order of price, from most expen-
sive to least expensive per individual stick price of the
largest available set. Mot all sticks are the same size, so
larger sticks give you more for the money, and you can
mix and match sticks from various sets.

Hard Artist-Grade Pastels

Daler-Rowney Artists' Square Pastels have a firm con-
sistency, make a smooth mark, and can be used on
their side for applying color to large areas or on their
edge for finer detail. ‘The color selection is fairly lim-
ited, with 24 calors available that range from earth
tones to blacks and shades of cool and warm grayv.
Square sticks are unwrapped and measure 2% long
and 44" square. They are rated nontoxic.
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Var Gogh Hard Pastels are available in 48 colors.
Square sticks are unwrapped and measure 2% long
and %" square. They are rated nontoxic,

Cretacolor Pastel Carré Hard Pastels are highly re-
garded for their brilliant color and high degree of pig-
mentation. They are available in 72 colors, including
small sets of portrait and landscape colors. They are
square in shape and can be used on their side for ap-
plying color to large areas or on their edge for finer
detail. Because of their hardness, they are much less
dusty than soft pastels. Square sticks are unwrapped
and measure 2%" long and %" square. They are avail-
able in open stock.

Prismacelor NuPastel Color Sticks are available in
96 colors. Square sticks are unwrapped and measure
3%" long and 14" square. They are rated nontoxic and
are available in open stock.

Drerwent Pastels are available in 36 colors, includ-
ing a "blending white” pastel stick that allows blend-
ing without affecting color density, They work best
on a paper with a coarse grain surface. Square sticks
are unwrapped and measure 2% long and 4" square.
They are rated nontoxic.

Richeson Semi-Hard Square Pastels are available in
120 colors. Square sticks are unwrapped and measure
3%" long and %" square.

Soft Artist-Grade Pastels

Sennelier Soft Pastels are handmade and are consid-
ered to be of the highest quality. They are extremely
soft, with minimal binder and a high concentration of
pigment. They are lightfast and water soluble, and are
available in 525 colors, including a variety of smaller
scls specific to landscape, portraiture, and irides-
cent colors. Sets are packaged with snug-fitting foam
to protect each stick. Round sticks are individually
wrapped and measure 2% long and %" in diameter,
Hall sticks are 1%" long. Sennelier Soft Pastels are
available in open stock.

Please note that seme of the Sennelier Soft Pastels
contain cobalt or nickel or other heavy metals, which
are potentially cancer causing. If you use these pas-
tels, you do not want to breathe any pastel dust (wear
a dust mask) and you should protect your hands with
gloves or another barrier.

Schmincke Soft Pastels have an extremely high pig-
ment concentration and a minimum of binder, They
are extremely soft and of the highest quality. They are
labeled by hand 1o prevent breakage. They are available

in 400 colors as well as in smaller sets. All sets are pack-
aged with a foam insert to protect the pastels. Schminke
Soft Pastels are soft enough to mix with water,

Please note that Schmincke Soft Pastels are NOT
labeled nontoxic, and some of the colors do contain
cobalt or nickel or other heavy metals, which are po-
tentially cancer causing. If you use these pastels, you
do not want to breathe any pastel dust (wear a dust
mask} and you should protect your hands with gloves
or another barrier.

Unison Handmade Pastels are characterized by
intense, vibrant, unigue color with very little binder.
While the sticks vary slightly due to the handmade
process, they measure approximately 24" long and
%" in diameter, They are available in 144 colors as well
as in a wide variety of specialized sets, including por-
trait sets for African American, Asian, Caucasian, La-
tino, Mediterranean, and Native American skin tones;
desert colors; shadow colors; earth colors; Southwest
colors; polar ocean colors; tropical ocean colors; and
more! Pastels are available in open stock.

Please note that some Unison Handmade Pastels
contain cobalt or nickel or other heavy metals, which
are potentially cancer eausing. If you use these pas-
tels, you do not want to breathe any pastel dust (wear
a dust mask) and you should protect your hands with
gloves or another barrier.

Art Spectrum Artists’ Soft Pastels are available in
120 colors and also offer various-size seis with col-
ors that are specific to landscape, portraiture, and
seascape. Their system uses the following designa-
tions: D for darkest, N for dark, P for pure pigment,
T for tinted, V for very tinted, X for extra tinted, and
HSP for extra soft. Full-size individually wrapped
round sticks measure 24" long and %" in diameter.
These pastels are rated nontoxic and are available in
apen stock.

Caran dAche Artists’ Soft Pastels are made in Swit-
zerland and are available in 60 colors with three dif-
ferent set sizes. The sticks are round, fairly thick in
diameter, and are unwrapped. They have excellent
lightfastness, have a high proportion of pigment, and
are rated nontoxic.

Girault Pastels are one of the oldest handmade soft
pastels in the world. They are available in their origi-
nal complete range of 526 colors, and alse in a wide
range of specialized sets, including landscape, por-
traiture, and more, The round sticks are 214" long and
approximately %" in diameter. The pigments used to



make these pastels contain no heavy metals, so they
are rated nontoxic and are available in open stock,

Greal American Chalk Bastels are handmade and
available in 500 colors that include tints and shades
of full-strength eolors. Square sticks are individually
wrapped, measure 2%" long and %" square, and are
labeled with a three-digit number. Tints and shades
of full-strength colors are followed by a decimal point
and a single number indicating the degree of tint or
shade.

Winsor & Newton Artists’ Soft Pastels are avail-
able in 40 full-strength colors, with each of the full-
strength colors offered in three lighter tints and one
darker shade. A full set has 200 total colors. Full sticks
are individually wrapped, labeled with information
about color, tint, and lightfastness, and measure 214"
long and %" in diameter. Unwrapped half sticks are
also available. Each set is packaged with a foam insert
to protect the pastels. These pastels are rated nontoxic
and are available in open stock.

Rembrands Soft Pastels are available in over 200
colors. They are harder in consistency than most
artist-grade pastels and are available in a wide range
of different sets, including landscape and portraiture.
Pastels are packaged with a foam inserl to protect
against breakage. Round full-size sticks are indi-
vidually wrapped, measuring 2%" long and 7" di-
ameter. Half sticks are unwrapped and measure 1%"
long, Each color is coded with a three-digit number
followed by a decimal point and a one- or two-digit
number indicating pure color, tinted color, or shaded
color. This coding system is especially important
since there are multiple versions of the same color
with the same name, differentiated only by the nu-
merical code. They are rated nontoxic and are avail-
able in open stock,

Holbein Artists” Saft Pastels are available in 144
colors with smaller sets that are specific to landscape
and portraiture. The square sticks are individually
wrapped and smaller than ather brands, measuring 2
leng and 47 square. They are rated nontoxic and are
available in open stock.

Blick Artists' Soft Pastels are available in 90 colors
and come in various-size sets. Individual sticks mea-
sure 2%4" long and %" in diameter. Color names are
followed by the numbers I, 2, 3, or 4, probably indi-
cating degrees of pure, tinted, and shaded color. These
round, individually wrapped sticks are rated nontoxic
and are available in open stock.
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Prismacoler Seft Pastels (formerly known as
Grumbacher Soft Pastels) are available in 48 colors,
an unusually small set compared to other artist-grade
pastels. The sticks are square and unwrapped, measur-
ing 1%" long. All colors are followed by one of five let-
ters=—A, D, H, M, and K—Iindicating various degrees
of tinting and shading. They are rated nontoxic.

PASTEL PENCILS

Pastel pencils come in a variety of brands, and, like
pastel sticks, the pricing varies significantly and gen-
erally reflects the overall quality of the pencil. Many
pastel stick manufacturers also make pastel pencils,
which are thin lengths of pastel in a wood casing.
Pastel pencils have a thicker core of color than an or-
dinary pencil lead and can be sharpened in a pencil
sharpener. Maost pastel pencils are considered hard
pastel and are excellent for details and fine line work.
They can be used alone or in combination with pas-
tel sticks. Following is a list of popular pastel pencil
brands listed from most expensive to least expensive.

Derwent Pastel Pencils are available in 72 differ-
ent colors and come presharpened. They are rated
nontoxic,

Faber-Castell Pitt Pastel Pencil Sets are available in
60 colors and come presharpened. They are available
in open stock and are rated nontoxic.

Conte Pastel Pencils are available in 48 differemt
colors and come presharpened. They are available in
open stock and are rated nontoxic,

Koh-I-Noor Gieconda Soft Pastel Pencils are avail-
able in 36 colors. They come presharpened and are
rated nontoxic.

Stabile CarbOthello Pastel Pencils are available in
60 colors. Pencils are water soluble, come presharp-
ened, and are available in open stock.

Cretacolor Fine Art Pastel Pencils are available in 72
colors. Pencils come presharpened with color-coded
tips for easy identification. They are available in open
stock.

Generals Pastel Chalk Pencils are available in 30
different colors. Pencils come presharpened and are
tipped with a soft vinyl eraser.

PASTEL ACCESSORIES

Storage and Transport Containers

Pastels can be very fragile. and if you've ever dropped
a box of sticks on the lloor, you have no doubt seen



244 DRAWING ESSENTIALS

how easily they break, Most pastels sets will come
packaged in some sort of box {cardboard or wood)
that usually holds cach stick separately in its own slot
using cardboard, plastic, or foam dividers. This helps
to protect the pastels from breaking and from con-
taminating each other with their color. If you like this
organization, you can simply return each stick to its
spot in the container when you are finished working
with it.

Because pastels are so dusty, it can be difficult to
tell what the color of the stick iz if it has been handled
a lot or is sitting in a pile of other sticks, because pastel
dust collects on the outside of the stick, disguising its
true color, If the sticks are individually wrapped, this
helps keep them cleaner, but eventually the wrapping
will need to be remeved as the stick wears down. Some
artists like to store their pastels in a box with dry, un-
cooked rice. The rice serves two purposes. It helps to
keep the pastels from bumping into each other, and
the grains of rice help to erode some of the dust from
unwrapped sticks, keeping them cleaner and easier to
identify. You can also gently wipe your pastels with a
soft cloth to clean them of collected dust.

There are some boxes with individual drawers that
are sold to store pastels. The drawers are often divided
into separate compariments. This can be an effective
way 10 store and even transport your pastels, but make
sure the spaces provided in the drawers are a good fit for
your pastels—not so big as 1o allow a lot of movement,
and not so small that vour full-size sticks won't fit.

Blenders

Many pastel artists like to blend colors on the surface
of their drawing while they work. They may also wish
to sofien texture, soften or harden an edge, or clean
up an area of unwanted pastel. There are specific 1ools
made for blending, smudging, shaping. and cleaning
areas of pastel, available individually or in kits. Some
are blending brushes (both synthetic and natural) with
specific characteristics and shapes, some are shaped
tips of foam or spongelike material on wood handles,
and some are sofi rolled paper shaped to a point.

You may want 1o use your fingers to blend pastel,
but this can leave an oily residue on the paper sur-
face that is undesirable, and it is not recommended
that you grind pastel dust into your fingertips. For
the pastel beginner, you may want 1o experiment with
brushes you already have or work with small scraps of
soft fabric or other devised 100ls before investing in an

array of pastel blending tools that can add to the cost
of working with pastels. For blending small areas, you
can always try a Q-tip. Just don’t use it to clean your
ears when you're done!

Paper stumps and tortillons are inexpensive and
can be used in 2 variety of ways with pastels. They are
made of soft, tightly wound gray paper that taperstoa
point and are good for smoothing and blending large
and small areas. Stumps are rolled with points on both
ends while tortillons are rolled to a point on one end
only. They come in a variety of sizes, both in length
and diameter, and can be purchased in variety packs.

Fixatives

"The very characteristic that makes pastels so beautiful
i% the same characteristic that makes them so fragile.
They are almost pure pigment clinging to the surface,
and are consequently easy to smear and damage. Be-
cause of this, many pastel artists use fixative to help
keep the pigment in place on the paper or other sub-
strate. This also allows layering of additional color
without disturbing previously applied colors, prevent-
ing a fresh layer of color from physically mixing with
a previously applied color if so desired.

The use of fixatives with pastel is a widely debated
issue, and not because of the potential health hazards
of fixative. Some pastel artists consider fixative to be
a necessary tool for working with pastels successfully
and use it in a variety of ways, while others consider
fixative to be damaging to the beautiful color that is
possible with pastels. In considering all the varied
apinions regarding the use of fixative, trial and error
and experimentation are required to help you under-
stand the differences between various fixatives and
their potential benehits and drawbacks,

Permanent or nonworkable fixatives are intended
as final coats for pastel and other drawings, and once
applied they secure the pastel particles to the drawing
surface and do not allow for any erasure. But perma-
nent fixatives are also likely to darken the color in pastel
drawings, although some artists do this intentionally
al certain stages of the drawing process. Permanent
fixatives can also render some cool colors transparent
or translucent. Most permanent fixatives alse have a
gloss finish that can be distracting. For these reasons,
consider using several light coats of a workable (non-
permanent) fixative, which when applied correctly
can help to protect the fragile pastel surface withoul
altering the colors significantly. Most workable fixa-



lives have a matte finish, thus eliminating the glare as-
sociated with many permanent fixatives.

Waorkable fixative can also help to restore some
tooth 1o the surface of a pastel drawing that will not
readily accept any more pastel. The drawing can then
be worked on further and protected with a final coat
of fixative (workable or nonworkable) when com-
pleted. The closer you hold the can to the surface of
your drawing, the more potential impact the fxative
will have on the appearance of the drawing.

As an alternative to using fxative to stabilize the
pastel, you can thump or tap the back of your draw-
ing surface while working to release excess pastel.
This works best if your paper is attached to a drawing
board. Tip the board forward before striking the back
of it several times in different locations, which allows
the excess pastel to fall off the paper without sliding
down the surface and causing color streaking. You can
also place a thin sheet of tissue or glassine over the
drawing. and then apply pressure with a board, This
fixes particles into the grain of the paper without af-
fecting the surface. Avoid placing anything over your
drawing that builds up static (Plexiglas, for example),
as this will pull the pastel off the paper.

To totally protect a pastel drawing, it should be
framed under glass with either a mat or spacers in or-
der to kcep the glass off the surface af the drawing.
MNever frame pastels under aerylic (commonly called
Plexiglas), as static electricity will pull any loose pastel
off the drawing and onto the sheet of acrylic.

Fixatives developed specifically for pastels and
other dry drawing media include Blick Gloss and Matte
Fixative, Blue Label Workable Fixatif, Blair Workable
Fixalif, Golden Archival Spray Varnish, Grumbacher
Final Workable Fixative, Kryplon #1306 Workable
Matte Fixative, Lascaux Fine Art Non-Matte Fixative,
Prismacolor Permanent Fixative, Prismacolor Myston
Workalle Fixative, Winsor & Newlon Artists” Workable
Fixative Spray, SpectraFix Natural and Non-Toxic Pas-
tel Fixative, LaTorur Matte Fivarif, and more. Every
pastel artist who chooses to use fixative has a favorite,
based on testing and experience. Personal experience
suggests that you don't use a permanent fixative or a
gloss finish fixative on pastels.

It is extremely important o recognize that all fixa-
tives are toxic and must be used carefully and correctly.
Proper ventilation is crucial. and ideally a protective
mask with carbon Gliers (respirator) should be worn,
If you can elffectively spray outdoors, this will help
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to dissipate the fixative fumes and reduce the health
hazards. Follow all label directions carefully when us-
ing fixative.

Erasers
In the same way erasers can lift color from a colored
pencil drawing, erasers can lift surface color from a
pastel drawing Kneaded erasers work well if you
firmly press and lift from an area where you wish to
remove the topmost layer of pastel. Always clean your
kneaded eraser before using it to lift color, and avaid
rubbing it across the surface, as this will change the
texture of the pastel. If you want to remove all color
from a selected area, you can use a plastic/vinyl eraser,
a gum eraser, a Pink Pearl eraser, or even an electric
eraser. Mot all of the color will lift, but much of it will.
Experiment with various erasers to find out how
they work on your pastel drawing. Sanded papers and
boards made specifically for working with pastel are
less likely to respond to eraser work, but traditional pa-
pers will be more responsive. If you are trying to erase
into a very small aréa, you can use an erasing shield.

Razor Blades and Sandpaper Pads

You can use single-edged razor blades, X-acto knives,
or sandpaper pads for sharpening hard pastels and
pastel pencils for detail work. Razor blades can also be
used for carefully seraping away excess pastel or un-
wanted color when making corrections and revisions.
Be careful not to gouge or damage the paper surface.

Adhesive Tape

Masking tape, drafting tape, and cellophane tape can
be used to remove pastel just as it can remove colored
pencil. Wrap the tape around your fingers and press
the sticky side of the tape firmly against the surface to
lift and remove color. You can wrap the tape around
a single finger or a group of fingers for better control.
It may take several applications to remove all the un-
wanted color,

Mahl Sticks

A mahl stick is a lightweight stick or thin pole of vary-
ing length (depending upon your needs) that has a
nonskid pad on one end. It is used to help you avoid
touching the surface of your drawing accidentally and
allows you to work into vour drawing without rest-
ing your hand on the surface of the work, which can
smiear or otherwise alter the surface.
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By resting the padded end of the mahl stick on the
edge of the drawing surface or on an area that is fairly
stable, vou can then hold the other end up (with vour
left hand if you are right-handed and with your right
hand i you are lefi-handed) and rest your drawing
arm on the stick while you drav, You will get the hang
of it with a little practice.

You can make your own mahl stick from a rigid
dowel stick by covering one end with a small piece of
folded cloth or chamois secured with a plece of string.
Use a round dowel so that vou don't have to worry
about resting vour arm on the edge of a square dowel,

Solvent Aleohal

Rubbing aleohol and denatured aleshol (methyl hy-
drate) can be used with a soft brush to dissolve pastel
or sharpen an edge of color. This technique works best
with soft pastels,

ADVANTAGES AND DISADVANTAGES
OF WORKING WITH PASTELS

Some advantages of working with pastels include their
rich and clear color, the broad array of colors avail-
able, the potential for very detailed drawings, the abil-
ity ko make corrections with relative case, and the fact
that you can start and stop as often as necessary with
no concerns about the color drving our,

Some of the disadvantages include the potential
toxicity of pastel dust, the cost involved for a large set
of quality pastels, the potential messiness of the me.
dium, a limit to the number of layers that can be built
up (depending on the paper used), the fragile surface
of a finished drawing, and the need for careful storage
and framing.

PASTEL PAPERS AND SUBSTRATES

Pastels adhere to a surface thal has some kind of
“tooth” or abrasive quality, which grabs the pastel and
holds it. A rougher or more textured surface 1akes lon-
ger to “fill in” than a finer-toothed surface and there-
fore allows more layering and buildup of pigment. But
extensive texture must ullimately be considered as ei-
ther beneficial to or disruptive to the image you wish
o develop.

Colored and Toned Papers and Substrates

Because of the need for tooth or texture, not all papers
or other substrates are suitable Tor pastel. Paper that
holds other dry media like charcoal or conte can be

used for pastel work, but if the surface is white, it can
detract from the color of the pastel drawing, particu-
larly if the application of the pastel allows the paper
color to show through,

Most pastel artists work on a tinted paper or other
substrate and are careful about the color of the sub-
strate. An intense color ground can compete with the
pastel color applied; a very light or very dark ground
can also negatively impact color (although dark
grounds are sometimes used for special effects). If you
want your colors to exhibit their true character and
accurate value most effectively, it is recommend that
you work on a neutral ground such as neutral gray er
chromatic gray (gray that leans a little toward a cool
or warm color). This neutral ground should also be a
middle value—not too dark and not too light—and, a5
noted, it must have sufficient tooth or texture to grab
and hold the pastel (Figure 5-23).

gy

Figure 5-23. Student work. Christine King, This in-progress
pastel portrait study utifizes a neutral gray sheet of Canson
Mi-Teintes paper, The texture of the paper is especially
evident in the less developed areas of the neck, the ear,
and the hair,



There are a number of papers, boards, and sanded
or textured surfaces that have been developed spe-
cifically for the use of pastels and other dry media.
‘These include Canson Ingres Drawing Paper, Canson
Mi-Teintes Drawing Paper, Art Spectrum Colourfix
Coated Pastel Paper, Daler-Rowney Murano Textured
Fine Art Paper, Fabriano Tiziano Paper, Fabriane In-
gres Charcoal and Pastel Paper, Hahrnemiihle Bugra
Pastel Paper, Hahnemiihle Premium Velour Paper,
Strathmore 500 Series Charcoal Paper (Figure 5-24),
UART Sanded Pastel Paper, Ampersand Pastelbord,
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Canson Mi-Teintes Board, Hahnemithle Velour Board,
Unison Gator Foam Premium Pastel Surfaces, Sennelier
La Carte Pastel Card, and Wallis Sanded Pastel Paper
{Figure 5-25). For more information on Art Specirum
Colourfix Coated Pastel Paper, Wallis Sanded Pastel
Paper, UART Sanded Pastel Paper, Ampersand Pastel-
bord, Sennelier La Carte Pastel Card, and Unison Ga-
tor Foam Premium Pastel Surfaces, see “Primed Papers
and Substrates” in the section titled “0il Pastels” Some
of these papers can be used on either side, with dif-
ferent textural characteristics on the front and back,

Figure 5-24. Student work,
Ellen Beck. This detall view of
a pastel drawing shows the
wiery subtle texture that ks
characteristic of Strathmore
500 serbes charcoal papers,
which corme in a wide
variety of colors,

Figure 5-25. Marianna
Heule, Dutch, Purple House,
2006, Pastel an\Wallis paper,
11 % 14 inches. Courtesy of
LaFontsee Galleries, Grand
Rapids, M1, As evident in the
heavy impasto application
of pastel, Wallis sanded
pastel paper allows for the
use of many layers of color
without filling in the tooth
of the paper,
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Figure 5-26. Swudent
weork. Jlamie Combs. Side
stroking is used to block in
large ateas of color using
the side of the pastel. This
figure study was drawn
on Strathmore 500 series

charcoal paper.

while other papers are intended for use on one side
only. Most are available in a variety of colors and sizes,
and sources for researching and purchasing them can
be found on the Internet or by inguiring at your local
art supply store.

Preparing Your Own Surface

It is also possible o create your own tinted ground by
choosing a watercolor paper with plenty of tooth (cold
press) and applying a smooth wash of the color you
desire for your ground. Watercolor or acrylic washes
are suggested mediums for tinting white paper for use
with pastels. Be careful to achieve a tint with enough
value to maximize the color value and intensity rela-
tionships of the pastels.

You can also apply various grounds that have been
developed to make a surface compatible with pastels.
These include Art Spectrim Colourfix Pastel and Mul-
timedia Primer, Golden Pastel Ground, Golden Fime
Pumice Gel, and Lascaux Pastel Ground. These grounds
come in white and, in some cases, clear as well as a va-
riety of colors that can be mixed and matched. White
water-based grounds can be tinted with acrylic color,
colored inks, or watercolors to achieve the color you
desire for your ground. You can apply these grounds
to paper, hardboards, or other surfaces. Make sure to
read and follow the instructions for proper and safe
use of these products.

PASTEL TECHNIQUES

Side Stroking

Similar to dry brush work in oil painting, side strok-
ing involves using the length or side of a pastel stick
114" 1o 1147} and stroking or pulling it over the su rface.
The result of the stroke is very influenced by the tex-
ture over which it is laid. Gradations of color can be
achieved by varying the pressure used (Figure 5-26).

Hatching and Cross-Hatehing

Individual colors can be applied using parallel or
perpendicular linear strokes. You can also layer color
by hatching or cross-hatching one color over another
color. Strokes can be short, medium, or long and can
be used to fuse colors wogether or soften the transi-
tion from one color to another. Hatching and cross-
hatching can be combined with other techniques
(Figure 5-27).

Blending

Blending involves physically rubbing, smudging, or
mixing different colors together on the surface of the
paper. Note that harder pastels do not blend as easily
as soft pastels. Blﬂnding is most effective when mixing
analogous colors or when tinting, toning, or shading
colors (Figure 5-28). Improper blending, including
blending complementary or near-complementary col-
ors, is a primary cause of muddy color in pastel work.




Figure 5-27. Faculty Demonstration Diawing (Gypsy
Schindier), This pastel demonstration drawing of knotted
fabric uses hatching and eross-hatching 1o describe the folds,
creases, and undulations of fabric. The drawing was done on a
piece of brownish tinted paper. Notice the prevalence of warm
colors in areas of light and cool colors in areas of shadow.

Skillful scumbling or feathering will blend colors
sufficiently without destroying vibrancy. If you are go-
ing 1o blend, reserve the most extensive use of blend-
ing for surfaces in shadow and receding surfaces,
a5 the softening of surface texture that results from
blending will help planes to recede. Tt is helpful to re-
member that blending is subject to the same laws and
principles of color theory and color mixture as colors
mixed on a palette,

Scumbling
Scumbling invelves applying one color over another so
that the under color shows through, and this is often
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Figure 5-28. Student work. Kitty Macabee, This pastel
drawing of a fish in a riverbed primarily uses blending of
analogous colors to define the rocks found on the battom
of the river,

achieved using side stroking. In the purest sense of the
word, scumbling invelves applying lighter colors over
darker colors or colors of similar value over one another
(Figure 5-29). By striving for an optical mixture of color
(as opposed to the colors physically mixing), you can
achieve interesting color interactions. Scumbling can
be used 1o blur or soften edges, to subdue harsh colors
and enliven dull enes, w lighten or darken calors, and
to cool down or warm wp colors, To be most etfective,
use a shimming or light stroke to minimize smudging
or disturbing the underlying color, If scumbling pastel
over washes, you can apply greater pressure withowt
concern for smudging underlying color.
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Figure 5-29. Student work,
Andrew MoCoy. This pastel
and wash replication of a
work by Henri de Toulouse-
Lautres uses scumbling
very effectively. Notice that
most instances of scumbling
in this study of a master’s
work involve layering lighter
eolors over darker eolors 1o
heighten colar interaction.

Feathering

Feathering requires a very delicate stroking of color
using the tip of the pastel stick to create fine, delicate,
closely spaced strokes. A steady hand and a soft touch
are especially important. Ideally, individual strokes
are not evident in the end result, but rather a thin veil
of color is perceived.

Working from Hard to Soft, or Lean to Fat
If you are mixing and matching various brands of
pastels, it is generally recommended that yvou use the
harder pastels first for laying in larger, broader areas
of color, and gradually progress to the softer pastels.
This may seem counterintuitive since harder pastels
are often noted as being particularly good for detail,
which would come later in a pastel drawing. The
main reason for suggesting lean to fat (an expression
borrowed from painting) is so that you don’t exhaust
or fill in the tooth of your paper while the drawing
is still in its early stages, and sofier pastels are gener-
ally going to fill the tooth of the paper more quickly
than hard pastels. You can use your harder pastels to
do your initial sketch and block in your basic tonal
divisions, and then progress to your sofier pastels,
You can then return to hard pastels to address detail
or fine line.

If you have a strongly textured or toothy surface to
work on, you can use soft pastels from the beginning,
and some artists use nothing but soft pastels. If you

use a sanded paper like Colourfix or Wallis or other
brands, then the type of pastel you use does not matter
so much. The sanded surface will accept many layers
of pastel successfully.

BASIC WORKING PROCEDURES

Starting Your Drawing

Build your drawing solidly from the beginning, just
as when working with achromatic (noncolor) media,
Using line work, establish a strong composition and
concentrate on accurate proportional relationships
and solid placement of forms. Use a medium that
will give you visible line weork on the toned paper, but
avoid heavy-handedness or intensely dark or light col-
ors in establishing your initial linear drawing. Some
artists like to lay out their initial sketch using delicate
sticks of vine charcoal, while others will use a mid-
value hard pastel stick or pastel pencil (Figure 5-30).
This line work may or may not remain visible in the
end result.

Blocking in Base Colors

Onece you have completed your initial sketch and es-
tablished your composition, observe the basic divi-
sions of light and shadow. Squinting can help you 1o
see these distinctions more clearly. All arcas of your
drawing should initially be assigned to light or shadow.
The tricky part may be deciding how 1o calegorize
your hall tones or middle-tone areas (those areas that



seem to be somewhere in between shadow and light).
Since it is recommended that you work from dark to
light with pastels, it may be advisable to initially think
of your middle tones as shadow, or you may decide to
use the paper tone (if your paper is tinted) as a mid
tone at this point, applying no color.

The process of working from dark to light, which
influences your initial coler selection, is significantly
different from the process used when working addi-
tively with achromatic drawing media on white paper,
which emphasizes working from lightest values to
darkest values. Working from dark to light with color
helps to heighten color interaction and supports a
layering process that is directly related to surface and
spatial arrangement of forms because shadow recedes
and light advances.

During the initial block-in of color (one or two
colors for shadow areas and one or two colors for ar-
eas of light), choose wisely. For areas of light, use a
color that is a middle value, representing the deepest
value of color found in the light. This allows a buildup
of increasingly lighter colors in areas of light as the
drawing progresses, and supports the notion of work-
ing from dark to light, Use a darker value of color for
shadow areas, representing the deepest value of color
found in the shadow (Figure 5-31).

We know from our study of coler theory that color
used to describe areas of light will be warmer and
more saturated or intense than color used in shadow.
Comversely, color used 1o describe areas of shadow
will be cooler and less saturated or intense than color
used in light. This principle provides further guidance
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Figure 5-30. Student work. Nicole Yarrach.
In this partially completed pastel study of
the figure, the student laid out her initial
sketch using a neutral-colored stick. As her
drawing progressed, she used other colors
refated to individual objects to further
sketch and define shapes.

Figure 5-31. Student work, Phil Scally. This pastel drawing is an excellent
example of the initial process of blocking in base calars. The initial color used
for areas of light and shadow is a mid-value Caucasian fesh tone for light (1)
and a rich violet-brown for shadow (2). As the drawing progresses, additional
layers of color have been added to both the light and the shadow with the
intenthon of describing areas of brighter light (3) and areas of reflected light
im the shadows (4).
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in choosing the colors you wish to begin with. Do not
use any light-value colors for the initial lay-in. Try 1o
respect the linear guides of your initial sketch as much
as possible, 50 as not to lose proportion and composi-
tion as your drawing develops.

As you begin to block in large areas of color, you
may notice that your pastels are producing a lot of
loose dust that is not adhering to the paper. If you are
working with vour drawing surface on an easel or a
strongly tilted drawing table, you will observe that this
dust will slide down the surface of your paper, leaving
trails or streaks of loose pastel. To prevent this, you
can set vour easel or drawing table up so that it leans
forward just slightly beyond vertical. Although it may
take some getting used to, this working procedure will
allow pastel dust 1o fall off your drawing without slid-
ing across the surface. The loose color may fall to the
lip of vour easel or table or may fall ento the floor.
Make sure you carefully sweep this dust up at the end
of your working session so you don’t have any loose
pastel dust floating around your studio,

You may choose, as some artists do, to isclate vari-
ous layers of color in the early stages of your drawing
with some workable fixative, These coats should be-
come increasingly lighter as they may impact the color
a bit. As you begin 1o develop more information and
detail, you can eliminate the use of fixative entirely,
unless vou decide to apply a final light coat when your
drawing is completed.

Select the color(s) you wish 1o use for blocking in
shadows. This choice is directly related to what you
are drawing and the local color scheme of your sub-
ject. When observing a still life or landscape with a
variety of local colors, for example, you may want 1o
use a few different base colors for vour initial block-in
of shadow shapes. Using the broad side of a stick or
a portion of a stick, begin 1o block in one base color
for the shadowed surfaces and another base color for
the lit surfaces. Remember that your paper tone has a
place in the scheme of things, much like working with

black and white media on a gray surface.

Developing Your Drawing Further

As your drawing develops and you begin to describe
more information, pastel is usually applied with greater
pressure and more intense colors in the areas of light. In
general, darker colors ar colors in the arcas of shadow
should be kept softer, thinner, and more delicate and
translucent, which supports their spatial recession,

Surface texture can enhance or diminish the illu-
sion of volume and space. Generally speaking, surfaces
that are more heavily textured will appear to advance,
as will surfaces that employ an impasto technique
with a heavier buildup of pigment. Surfaces that are
less textured or softer in nature, or that employ a thin-
ner, more translucent use of pigment, will appear o
recede. With this in mind, consider gently blending
or softening the surface texture of the colors used to
describe shaded surfaces, and keep their application
delicate and translucent. Consider eventually allowing
the application of color in the lit areas to remain un-
blended, textured, impasto, thick, and strong (Figure
5-32). Reserve the strongest lights for the last stages of
the drawing.

There is a tendency to move toward lighter and
lighter colors on the lit surfaces, which eventually
calls for the use of pure white pastel to describe the

Figure 5-32, Siudent work. B, A. Miltgen. To enhance the
illusion of volume in this cropped portrait study, areas of
shadow are kept softer and are gently rubbed 1o diminish
texture and help them recede. Areas of light are more
textured with a heavier application of pastel to help
them advance,



strongest highlights on the surface. But this tendency
denies the all-important aspects of warmth and in-
tensity to describe lit areas. A stronger effect of light
and advancing planes will be achieved if intensity and
temperature are given precedence over simple value
considerations.

Using Color Shifts to Describe Value Shifts
Describe subtle variations found in areas of shadow
with subtle color shifts and changes as well as value
changes. There is a tendency, when deseribing subtle
changes in value in a large area of shadow, to simply
use lighter versions of the base color found in the
shadow. You can describe these shifts by using changes
in hue {coler), which will create a much richer color
drawing.

Similarly, describe subtle variations found in areas
of light with subtle color shifts and changes as well
az value changes. With some exceptions, avoid using
pure white to lighten colors for strong highlights, as it
can dull them and make them appear “chalky™ (Fig-
ure 5-33).

As noted in the section on color theory, areas of
shadow are generally darker in value, cooler in tem-
perature, and duller in intensity, while areas of light
are generally lighter in value, warmer in temperature,
and brighter in intensity. Note that half tones on a
form often warm up or brighten up just before slip-
ping into shadow.

Blending by Rubbing Sparingly and Cautiously

If you blend, do so carefully. Avoid blending comple-
mentary colors. Scumbling or feathering will blend
colors sufficiently without destroying vibrancy. As a
rule (which does have exceptions), reserve the most
extensive use of blending for surfaces in shadow
and receding surfaces (Figure 5-34). Remember that
harder pastels do not blend as easily as soft pastels.

Qil Pastels

Ol pastel is a unique drawing medium that in many
ways merges some of the properties of pastels with
wax crayons or paint sticks. While pastels are made
with pigments and a gum arabic or methyl cellulose
binder (both water soluble), oil pastels are made of
powdered pigment combined with binders of wax
and nondrying, inert oil (such as mineral oil} that are
then shaped into sticks, Some brands are made with
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Figure 5-33. Studentwork. Amber Roberts. Orange, pink,
and yellow pastels are used 1o describe all the subtle shifts
invalue observed on the (it surfaces of the face, head, and
neck. This is far more effective and descriptive than simply
applying increasingly light versions of a single color.

actual mineral pigments {some of which may be toxic)
and others are made with synthetic pigments as both
a safety measure and a cost-saving measure. The oil
used in making oil pastels makes them nonyellowing
and gives them excellent adhesion properties. Unlike
pastels, they are not powdery or fragile and do not ¢re-
ate a dusty residue. They are acid-free and they never
harden, so they won't erack. They are oil soluble, but
unlike oil paint, they never fully “dry” on a completed
drawing but will firm up a bit over time.

Oil pastels come in both round and square sticks
of varying lengths, wrapped and unwrapped, and,
like colored pencils and pastels, are available in both
student-grade and artist-grade. Most importantly,
they combine the direciness of drawing with the vi-
brancy of oil paints. They are one of the most versatile
media around.

There are many different brands of oil pastels that
range from poor quality w excellent quality. With
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Figure 5-34. Marianna
Heule, Duich, Harvest Song,
2009, Pastel on paper,

16% X 20% inches,
Courtesy of LaFontsee
Galleries, Grand Rapids,

M1 The greatest amaunt

of blending in this pastel
drawing is reserved for areas
of shadow, as seen on the

°

bales of hay and the darker g ¥

recesses of the bam.

i R
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student- and artist-grade oil pastels, each brand is dif-
ferent depending on the quality of the pigments and
binder, the ratio of pigment to binder (more pigment
means more color and better coverage), the texture of
the oil pastel, the relative hardness or softness, and the
range of colors offered.
Lightfastness is an issue with oil pastels just as it
i with pastels and colored pencils. Some brands and
colors will maintain their integrity better than others
with exposure to sunlight. Some manufacturers claim
their product is lightfast, but there are varying degrees
of lightfastness for individual colors, and that infor-
mation may not be available to you. As with colored
pencils and pastels, you can test lightfasiness yoursell,
Some higher-quality oil pastel brands are tested and
labeled individually for lightfastness. If you use colors
that are not very lightfast, the finished work should
be protected from direct sunlight as much as possible,
and even ambient light can fade the color.
While safety is important when working with ail
pastels, they do not present some of the same safety
hazards that pastels do because the pigment used to

make the oil pastels does not become airborne and
therefore is not inhaled. Most manufacturers do
not use pigments with cobalt, nickel, or other heavy
metals, but some do. For this reason, you want to be
especially careful that children and animals do not ac-
cidentally ingest oil pastel. You should also avoid han-
dling food with oil pastel on your hands, as an extra
safety measure,

A quick check of the manufacturer’s website will
usually provide some information about potential
toxicity. IF it is not explicitly stated that their product
is rated nontoxic, then exercise appropriate precau-
tions. Some artists prefer 1o play it extra safe and will
wear protective gloves when working with oil pastels.
As with all artists” materials, exercising proper safety
precautions is always recommended.

STUDENT-GRADE OIL PASTELS

There are not as many options available in student-
grade oil pastels as there are in student-grade pastels,
perhaps because they are a far newer medium, They
are often more limited in terms of color selection and



quality than artist-grade materials, and the primary
reason is to make the medium affordable to students.
As always, quality is synonymous with price, but there
are some decent student-grade oil pastels with which
1o become familiar with the medium. If you find you
like working with it, you can begin to explore higher-
quality artist-grade products. Following are some of
the most common student-grade ofl pastels, listed
from most expensive to least expensive.

Sakura Cray-Pas Specialist oil pastels are square
sticks available in 85 colors (including five fluorescent
colors), many of which are tints and shades of full-
strength color. A colorless blender is also available.
Each individual stick is paper wrapped and measures
214" long and %" square. They are a firm and fairly
hard il pastel. They are available in open stock and
are rated highly lightfast and nontoxic. Some artists
consider these to be artist-grade oil pastels.

Van Gogh oil pastels are round sticks available in
90 colors (including a set of landseape colors), many
of which are tints and shades of a color. A colorless
blender is also available. Each stick is paper wrapped
and measures 24" long and %" in diameter. They are
available in open stock and are rated nontoxic,

Holbein Acaderic oil pastels are available in 48 col-
ors. They are a bit harder than Holbein's artist-grade oil
pastels, but they are a good-quality student-grade pas-
tel. Round sticks are individually wrapped and mea-
sure 23" long and '¥:" in diameter.

Daler-Rewney oil pastels are available in 36 colors,
including smaller sets of 12, 16, and 24 sticks. The
round sticks are individually wrapped and measure
24" long and %" in diameter. They are available in
open stock.

ARTIST-GRADE OIL PASTELS

High pigment concentration, excellent color coverage,
large color selection, and quality control—these are
the characteristics that make artist-grade oil pastels
such a pleasure to work with, While they vary in terms
of consistency (firmer or softer) and specific color se-
lection, they are more lightfast and provide great color
coverage, and sticks from different manufacturers can
be mixed and matched for an amazing array of color.
Most are available in apen stock, either from the man-
ufacturer or from a good art supply store, so you can
replace individual colors that you use most often. Op-
tions available in artist-grade oil postels are limited,
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just as student-grade options are fewer, but the quality
artist-grade oil pastels that are available are a pleasure
to waork with.

Like colored pencils and pastels, artist-grade oil
pastels are more expensive than student-grade, but the
price difference is reflected in the quality of the pas-
tels. Some sets are available in a nice wooden box for
storing and transporting your pastels, and these boxes
are made to accommaodate the specific size of the indi-
vidual sticks. Following is information on some of the
most popular artist-grade oil pastels, listed from most
expensive to least expensive per individual stick.

Holbein Artist-Grade oil pastels are available in 225
colors that include tints and shades of various full-
strength colors. They are also available in smaller sets
of 15, 25, 40, and 50 sticks. The square sticks are un-
wrapped and measure 2% long and %" square, They
are available in open stock and are rated nontoxic,
although information suggests that there are some
toxic pigments used. Because they are unwrapped, it
is suggested that you consider wearing gloves or us-
ing  holder. Holbein Artist Grade oil pastels are made
with refined mineral oil rather than the vegetable oil
used in some oil pastels, 5o they won't dry out or crack
once applied. They are endorsed by the Oil Pastel As-
sociation of America.

Senmelier oil pastels are the softest artist-grade oil
pastels made. They are available in 120 colors (in-
cluding a transparent blender) and are also offered in
smaller sets specific to landscape and portraiture. The
round sticks are individually wrapped and taper to a
blunt point on one end, measuring 234" long and %"
in diameter. Sennelier also offers oversized oil pastel
sticks in their full range of colors, including a trans-
parent blender. They measure 5" long and %7 in di-
ameter and are equivalent to eight regular sticks, All
sticks are available in open stock and are rated both
nontoxic and toxic. Sticks made with toxic pigments
are labeled with a warning sticker.

Caran dAche Neopastels are available in 96 colors,
including smaller sets of 12, 24, and 48 sticks, The
round sticks are individually wrapped and measure
24" long and %" in diameter. They are available in
open stock and are rated nontoxic.

Cretacolor AquaStics are a water-soluble oil pastel.
They are available in 80 colors and have a high lightfast
rating. Although information is not available on the
actual stick size, they are round, individually wrapped,
and longer than a typical oil pastel stick,
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BUILDING YOUR OIL PASTEL COLLECTION

Because not all manufacturers of oil pastels offer the
same colors, @ variety of larger sets can provide you
with an amazing array of colors, and because all artist-
grade oil pastels have the potential 1o work well to-
gr.'thcr. vour color options are expanded even more.
It should be noted that if vou are combining harder
and softer oil pastels, it might work best if vou use the
softer oil pastels over the harder oil pastels.

You will probably have favorite colors that vou use
far more often than other colors, and these will need to
be replaced more frequently. This is when open stock
is especially useful. because you can buy individual
oil pastels from the full color range as needed. Having
access to open stock allows vou 1o replace single col-
ors as needed without investing in an entire set. Open
stock is available in many art supply stores as well as
on Internet sites that sell art supplies.

If you want more information about oil pastels,
vou can access manufacturers’ websites on the Inter-
net. Many manufacturers supply free video tutorials
that vou may find helpful. Since most manufacturers
do not allow vou to order directly from their website,
they will typically provide information about where
their products are sold in your area.

OIL PASTEL ACCESSORIES

Storage and Transport Containers

Most oil pastels, which are not particularly fragile or
prone to breaking, will come packaged in some sort
of box (cardboard or wood) that usually holds each
stick separately in its own slot using cardboard, plas-
tic, or foam dividers. With some exceptions, the sticks
are usually individually wrapped, which helps to keep
vour hands and the oil pastel stick clean.

If your ail pastel sticks become muddy after blend-
ing with other colors, you can simply wipe them gen-
tly with a clean cotton cloth o remove residue. This
may work best right after you've used them because
the sticks will be somewhat softer due to friction and
the warmth it generates.

It is very important that oil pastels be stored in a
cool area away from direct sunlight, as they are very
sensitive 10 heat. If your pastels get 1oo hot and are
softer than usual, you can put them in the refrigerator
for a few minutes to cool them down so they return to
their normal consistency. If vou like to wark outdoors,
it i important 1o keep your oil pastels shaded from

direct sun. If it’s a really hot day, expect the pastels to
soften even if they are kept in the shade.

Wood boxes with individual drawers are available
for storing and transporling oil pastels. The drawers
are often subdivided into smaller compartments. If
vou decide to purchase one of these, make sure the
spaces provided in the drawers are big enough to ac-
commaodate your pastels, as not all oil pastels are the
same size.

Brushes and Solvents

Because oil pastels are oil soluble, you can use a vari-

ety of solvents (turpentine, mineral spirits, linseed oil,

mineral oil, or Zest-t citrus thinner) with a brush 1o
create washes or you can use solvents to wipe out an
area that vouw want to rework. Be aware that brushing
an area of oil pastel with a solvent to create a wash
{especially if you are using a stiffer brush) will initially
dissolve the material and move it around, but as the
solvent begins to evaporate, the brush will begin to
pick up the oil pastel from the surface. Also, solvents
work best on a prepared surface that is sealed. Oth-
erwise, a raw paper surface may absorb the solvent
too quickly and render it ineffective. Brushes are also
used to apply gesso or other surface primers if you are
preparing your own surfaces to draw on. You can test
the quality of a solvent by putting a drop on a piece of
paper and letting it evaporate. A good solvent won't
leave any residue, stain, or smell.

Palette Knives and Razor Blades

Palette knives can be used to scrape away areas that
you want to eliminate, or they can be used to scratch
through ane layer of il pastel to reveal anather color
{walﬁlﬂ}. A singltnﬁ.igpd razor blade may also be
used for these purposes, but because it is sharper, you
should be careful not to damage the surface that vou're
working on.

Blending Tools

A variety of tools, some intended for other uses, can
be used to blend or smooth areas of oil pastel, and be
aware that softer oil pastels will blend more effectively
than harder oil pastels. Royal Sovereign Colowr Shapers
have a gray synthetic rubber tip mounted on a handle,
Its wedgelike shape offers a llat edge for blending as
well as a pui.mr:l;l tip for blending in 1igh1 areas or for
smoothing out fine lines. Extra-lirm clay shapers (a
tool used for working with clay) work well for blend-



ing oil pastels, as do Loew-Cornell Paint Erasers, which
have shaped rubber tips on both ends that provide a
lot of aptions. You can also use a very hard eraser
{which can be cut up into various sizes and shapes) for
blending oil pastels. This option is far more affordable
than what you might pay to buy a color shaper, Some
peuplr use a rubber-tipped cuticle pusher to move the
oil pastel around, and still others will use their finger-
tips to gently move and blend oil pastels. Stumps and
tortillons can alse be used, but because they are paper,
they hold the pastel color and need to be periodically
cleaned of excess color to avoid contaminating an area
with an undesired color. With all of these tools, ex-
periment to determine what pressure works best to
accomplish the effect you want.

Gesso and Other Surface Primers

When mixed with marble dust or other fine grits, gesso
is a great surface for working with oil pastels, and you
can determine the degree to which you want brush-
strokes to be evident based on what kind of brush you
use to apply the gesso. You can also use Arf Spectrum
Colourfix Pastel and Multimedia Primer, Golden Pas-
tel Ground, and Lascaux Pastel Ground o prepare a
surface for working with ol pastel. Some of these are
available in a variety of colors, and those that arent
can be tinted with water-based media if you wish to
work on a colored ground.

Extenders

Also called a pastel holder, an extender is a tool that
helps you use your pastels even when a piece be-
comes too small te hold comfortably. The Holbein
Deluxe Pastel Holder is a square metal holder with
a sliding band attached to a handle, and is especially
useful with unwrapped, square Holbein oil pastels. It
also helps to keep your hands clean. There are a vari-
ety of other round and square extenders {(or holders)
available. The Intus Pastel Holder comes in a vari-
ety of sizes to accommodate nearly every type of soft
pastel and oil pastel.

Fixatives

There is considerable debate abowt the use of spray
fixatives with oil pastels, either as a final protective
coat or as a way of fixing layers to allow for layer-
ing of more color. While some artists use fixatives
without a problem, others are adamant in their rejec-
tion of fixatives, primarily due to their concern over
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a color shift, Fixatives that effectively isolate individ-
ual layers of color to allow the addition of more lay-
ers are also going to create a glossy surface, and this
can be very distracting. Sennelier (the maker of very
soft oil pastels) does make a fixative specifically for
oil pastels (DArtigny il Pastel Fixative), but it may
only be compatible with Sennelier brand oil pastels.
Other artists have used Krylon Crystal Clear fixative
for layering, with good results, but the glossy finish
is still an issue.

The need for fixative may also be based on the kind
of surface you are working on. Raw paper and prepared
surfaces that have a grinty texture may hold the pastel
better and allow for layering without a lot of physical
blending of color, if this is something you don't desire.
Working on an acrylic gessoed surface that does not
have any added grit may make it a little more difficult
to effectively layer because of the lack of tooth and the
comparatively “slick” surface of gesso. Clearly there is
no right or wrong way to resclve the issue of whether
or not to use fixative. It will require experimentation
on your part to determine what works best for you.

Unlike oil paints, oil pastels harden but they never
truly dry, and they lack the protective skin that forms
on the surface of oil paint. Given this, they definirely
need some kind of protection when finished. This can
include framing the work under glass or acrylic (make
sure the glass does not make contact with the work by
using a mat or spacers), or applying some kind of final
fixative or varnish. Some artists apply a light coat of
acrylic medium or acrylic gel medium as final protec-
tion, while others use oil paint varnishes. Some use
nothing and simply frame the piece to protect it

ADVANTAGES AND DISADVANTAGES
OF WORKING WITH OIL PASTELS

Some advantages of working with oil pastels include
their beautiful and rich color, their relative affordabil-
ity, and the fact that you can start and stop as often
as necessary with no concerns about the color drying
out. They are much safer than pastels because they do
not produce airborne dust. You can usually apply a lot
of layers to an oil pastel drawing before exhausting the
surface. Oil pastels are also fairly easy to correct, as the
medium will generally wipe off with solvent, although
it will usually leave a stain, They also do not require
a lot of big or expensive accessories to ereate a really
great drawing.
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Someof the disadvantages include the cost involved
fior a large set of high-quality oil pastels, the somewhat
limited range of colors and shades {(compared 1o pas-
tels), the potential messiness on your hands if you
don't use gloves, some difficulty in attaining fine de-
tail, and the need for careful storage and framing,

OIL PASTEL PAPERS AND SUBSTRATES

Oil pastels can be applied to a wide variety of papers
and other substrates, including nontraditional sur-
faces. They are not limited by many of the paper con-
straints we find with colored pencils and pastels. Many
of the same surfaces that are intended for use with

pastels work very well with oil pastels, and any sort of

increase in the texture of the surface (through the use

Figure 5-35. Student work, Chelsea Bundt. This oil pastel
drawing is done on a V1" thick piece of MDF (medium density
fiberboard) that has been carefully cut, shaped, and primed
with G530,

of marble dust or grit or commercially prepared sur-
faces) will often permit the use of more layers.

If you're interested in working on surfaces like
wood, glass, metal, or stone, you can always prime the
surface using a coat of clear Colourfix primer, which
provides a tooth for the oil pastels to hold onto, While
some of these alternative surfaces may present other
issues (like rusting, decaying, or oil absarption), you
can certainly experiment with them as an oil pastel
substrate {Figure 5-35).

Primed Papers and Substrates

Although oil pastels can be applied to a surface with-
out much tooth, it is much easier to apply many layers
if you are working on a textured surface of some sort.
It is not recommended that you work on a white sur-
face, as it can detract from the color of the oil pastel
drawing, particularly if the application of the oil pas-
tel allows the paper color to show through.

Moaost artists who work with oil pastels work on a
tinted paper or other substrate and are selective about
the color of the substrate. An intense color ground can
compete with the pastel color applied, as can a very
light or very dark ground (although dark grounds
are sometimes used for special effects). For true color
character and accurate value, it is recommended that
you work on a newtral ground such as neutral gray or
chromatic gray (gray that leans a little toward a cool or
warm color). This neutral ground should be a middle
value—not too dark and net too light—and can have
a lot or a little texture or tooth, depending on the sur-
face quality that appeals to you.

There are a number of papers, boards, and sanded
or textured surfaces that have been developed specifi-
cally for use with pastels but are also very well suited
for working with oil pastels.

Art Spectrum Colourfix Coated Pastel Paper is a
primed paper that comes in a wide range of colors
and is available in large sheets or small sheets. It has a
sanded surface and is fully archival,

Wallis Sanded Pastel Paper is also a primed paper.
It is rougher than Colourfix and also more expensive.
But it is a very good paper for oil pastel. It is, however,
only available in two colors (white and Belgian mist),
and so it is not recommended for oil pastel drawings
that will allow the paper to show through.

UART Sanicded Pastel Paper is a primed paper avail-
able in different grits (just like sandpaper) as well as
a variety of sizes and rolls (see Figure 5-217. It is PH
peutral and acid-free. It is only available in one color



{beige) and so it is not recommended for oil pastel
drawings that allow the paper to show through unless
the ground color is integrated into the drawing.

Ampersand Pastelbord is a primed, 4" thick hard-
board with a finely gritted surface. It's available in a
variety of precut sizes in white, sand, gray, and dark
muted green.

Sennelier La Carte Pastel Card is a primed, heavy
archival card stock that has been hand coated with
wegetable flakes. It is available in 14 colors. Be aware
that the primer is water based and dissolves eastly, so
don't use this surface with water-based processes.

Senrelier Qil Pastel Card is a heavyweight, archival
card that has been treated to prevent oil from seeping
into the surface or haloing on the surface. It is avail-
able in various-sized pads of 12 sheets each. The paper
is not tinted, so it should only be used with a dense,
full-coverage application of oil pastels.

Unison Gator Feam Premiuwm Pastel Surfaces are
Iig;htweighr and sturdy primed surfaces on a rigid
foam board. The toothy surface holds oil pastel nicely
and also accommodates water-based processes. It is
archival and acid free, and is available in a variety of
sizes in four colors and white.

Potential Problems When Working on Raw Paper
There are many additional high-quality papers that
are both tinted and textured to varying degrees. While
these papers provide many of the characteristics that
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would easily accommodate an oil pastel drawing, they
are unprimed surfaces (raw paper), and this presents
some potential problems when working with oil pas-
tels. Because oil is used as a binder in oil pastels, and
because the oil doesn't dry, it will permeate a raw or
unprimed paper surface. This is damaging to bath the
paper and color on the paper, and it can result in ha-
loing, which is the formation of a hale of oil around
your image resulting from the oil seeping into the pa-
per and spreading out,

Some people claim that you can draw directly on
raw paper as long as the oil pastels you use contain
inert oil in the binder (such as mineral oil) rather than
chemically active oil (such as linseed oil). Others ree-
ommend against ever using oil pastels of any kind on
raw paper. If you want to try working on raw paper, it
might be helpful to know that both Holbein and Sen-
nelier artist-grade oil pastels have only inert oil used
in their binders.

Preparing Your Own Surface

You can apply acrylic gesso or acrylic matte medium
or various commercially prepared grounds or prim-
ers to a wide variety of surfaces to create a surface
compatible with oil pastels (Figure 5-36). Make sure
that the surface you are using is receptive to water-
based media, otherwise it will buckle or warp. If us-
ing paper, watercolor paper is strongly advised. You
can also make your own textured ground by mixing

Figure 5-36. Deborah
Rockman, American, Cloud
af Stone #1, 1989, Oil pastel
on gessoed paper, 23 X 19
inches. Private collection,
This gil pastel drawing
was done on a sheat af
Strathimore Bristol paper
(500 series) primed with
tinted acrylic gesso. The
texture of the gessoed
surface is especially evident
in the foreground area of
the water.



260 DRAWING ESSENTIALS

pumice or marble dust with acryvlic gesso. Some good-
quality manufactured grounds include Art Spectrum
Colourfix Pastel and Multimedia Primer, Golden Pastel
Ground, Golden Fine Pumice Gel, and Lascaux Pastel
Grourd. These grounds vary in the degree of texture
they provide, and they come in white and clear as well
s a varietv of colors that can be mixed and matched.

If you are applying vour own ground, the kind of

brush you use will have an impact on the resulting tex-
ture of the primed surface, and this texture will be evi-
dent in your finished drawing. A stiffer-bristle brush
will leave more evidence of the brushstrokes, especially
if the ground is thicker in consistency. A softer-bristle
brush will leave less evidence of brushstrokes. Some
artists use sponge brushes to apply grounds, while oth-
ers use foam rollers. If you are applyving gesso to prime
your surface. you always have the option of sanding it
to a smoother texture after it has dried. Make sure you
have applied enough layers so that when you sand it
down, you don't expose raw paper.

White or clear water-based grounds (including gesso
and matte medium) can be tinted with acrylic color,
colored inks, or watercolors to achieve the color you
desire for vour ground. You can apply these grounds to
paper, hardboards, or other surfaces. Watercolor paper
comes in a vast variety of sizes and weights and tex-
tures, s0 you can pick the kind you most like and use it
25 a surface to which you add your ground.

If vou want to work with water-soluble oil pas-
tels that do not present the problem of oil migrating
to the paper, watercolor paper is again an obvious
choice 1o work on. You can easily tint watercolor pa-
per with watercolor or acrylic washes or ink washes.
Be sure to achieve a tint with enough value to maxi-
mize the color value and intensity relationships of the

oil pastels.

OIL PASTEL TECHNIQUES

While the medium of oil pastel has some distinct dif-
ferences when compared to pastel, many of the tech-
nigues are common to both, while others are specific
to oil pastel. In most instances, vou can mix and match
techniques in whatever way you desire.

Side Stroking

Side stroking involves using the length or side of an ail
pastel stick (yvou can break the stick to get the desired
length) and stroking or pulling it ever the surface (Fig-
ure 5-37). The result of the stroke is very influenced by

the texture over which it is laid. Gradations of color
can be achieved by varying the pressure used.

Hatching and Cross-Hatching

Individual colors can be applied using parallel and/or
perpendicular linear strokes, but oil pastels will not
produce the same quality of line or mark that pastels
will because the consistency is different. Harder oil
pastels will give you a firmer line than softer oil pas-
tels. You can layer color by hatching or cross-hatching
one color over another, Strokes can be short, me-
dium, or long and can be used to fuse colors together
or soften the transition from one color to another
(Figure 5-38).

Blending

Blending invelves physically rubbing, smudging, or
mixing different colors together on the surface of the
paper using any of a variety of blending tools (Figure
5-19). MNote that harder oil pastels do not blend as eas-
ily as softer ones. You can also blend colors using sol-
vent. Blending is most effective when mixing analo-
gous colors or when tinting, toning, or shading colors,
But if you have a small set and are trying to achieve a
color that is not available in a stick, you can experi-
ment with combining and blending colors to achieve
a new color. Improper blending, including blending
complementary or near-complementary colors, is a
primary cause of muddy color in oil pastel work.

If you are working realistically and are going to
blend. reserve the most extensive use of blending for
surfaces in shadow and receding surfaces, as the soft-
ening of surface texture that results from blending
will help planes to recede. It is helpful to remember
that blending is subject to the same laws and prin-
ciples of color theory and color mixture as colors
mixed on a palette.

Seumbling

Seumbling involves applying one color over another
so that the under color shows through, and this is of-
ten achieved using side stroking {Fi.gun: 5-40), In the
purest sense of the word, scumbling involves applying
lighter colors over darker colors or colors of similar
value over one another. By striving for an aptical mix-
ture of color (as opposed to the colors physically mix-
ing on the surface}, you can achieve interesting color
interactions. Scumhliug can be used 1o blur or soften
edges, 1o subdue harsh colors and enliven dull ones, to
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Figure 5-37. Stephen Duren, American, Unititled, 1991, Oil pasiel on paper, 17 X 26% inches. Courtesy of the artist. Duren's
landscape drawing utilizes side stroking with assorted lengths of oil pastel sticks to create texture and color interaction. The
resilting texture is subtle, reflecting the relatively smooth surface of the paper.

Figure 5-38. Student work
(detail). Steve Ziebarth.
This multipanel oil pastel
drawing (executed on
gessoed panels) indicates
frequent use of hatching
and cross-hatching to layer
one cabor of oil pastel

over another,
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Figure 5-39. Deborah Rockman, American, Cloud Ovwer Fiefd
(dexail), 1990, Oil pastel on gessoed paper, 23 X 29

inchaes. Private colbection, This very tight detail view

clearly shows the use of bending in the clowd at the top

of the composition, the use of washes in the center of the
compasition, and the use of scumbling at the bottom of the
composition, The texture of the gessoed surface is especially
evident in the central area where oll pastel has been washed
over the surface using mineral spirits,

Figure 5-40. Student work
{detail). Christina Hahn.
This ol pastel study of the
surface of water utilizes a lot
of scumbling over a strongly
texiured gessoed surface.
The multiple layers of oil
pastel yield beautiful color
interaction and effectively
mimic the experience of
Iooking at the surface of
water while also seeing past
the surface into the water,
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Figure 5-41. Deborah
Rockman, American,
Glawing Rock (detail), 1990,
Ol pastel on gessoed paper,
13 % }inches. Private
collection, This very tight
detail view shows the
process of feathering, the
primary technique used

1o establish the hovering
claud. Many different colors
of oll pastel were careflully
feathered together to create
a soft, glowing effect and an
indistinct edge.

lighten or darken colors, and to cool down or warm up
colors. Experiment with different pressure when scum-
bling, as this will have an impact on the resull. Avoid
scumbling a hard oil pastel over a soft one, as you may
end up just smearing the softer color. Scumbling ef-
fects will be most pronounced on a textured surface,

Feathering

Feathering requires a very delicate stroking of color
using the tip of the il pastel stick to create fine, deli-
cate, closely spaced strokes. A harder pastel works best
when feathering. A steady hand and a soft touch are
especially important. Ideally, individual strokes are
not evident in the end result, but rather a thin veil of
color is perceived (Figure 5-41).

Washes

Any of the solvents noted earlier can be used with oil
pastels to create a variety of translucent or opagque
washes (see Figure 5-39). Different solvents will give
slightly different results, so experiment a bit to see what
you like. Try a variety of brushes to see what works
best with the oil pastels you are using. Remember that
when the solvent begins to evaporate, vigorous brush-
ing will begin to lift oil pastel off the surface, especially
if you are wgrking on gesso. Additionally, you will

Figure 5-42. Deborah Rockman, American, Stalk Tree, 1990
Oil pastel on raw paper, 23 % 17 inches. Collection of Diane
Griffin, This ail pastel drawing was done on raw, off-white
paper. After scumbling color into the sky, a solvent was
brushed across the oil pastel, yvielding very different results

have a more difficult time using solvent washes on raw
paper because the paper will absorb the selvent and it
will be harder ta move the oil pastel around (Figure
5-42). If you are using water-soluble oil pastels, you
can use plain water to create washes,

than if brushing across a gessoed surface, The paper absorbs
thie sabvent more readily and the ofl pastel is more resistant
to brushing, providing more texture in the sky. Additionally,
scumbling is vsed throughout the folizge of the tree and the
ground plane.
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Waorking from Hard to Soft, or Lean to Fat

Just as when working with colored pencils or pastels, if
vou are mixing and matching oil pastels from various
sets or manufacturers, it is generally recommended that
you use the harder oil pastels first for laying in larger,
broader areas of color, and gradually progress to the
softer oil pastels. While harder il pastels may be better
for establishing detail, they are also best used in the ear-
lier stages of a drawing rather than softer ofl pastels so
that you don't fill in the tooth of your paper or drawing
surface too quickly. You can use vour harder oil pastels
to do your initial sketch and block in your basic tonal
divisions, and then progress to your softer ol pastels.
You can then return to hard pastels to address detail or
fine line. If you are not working with a variety of pastels
that are both hard and soft, then working from lean 1o
fat, or hard to soft, is not an issue.

If the surface vou are working on is fairly textured
or toothy, you can work with soft oil pastels from the
outset without much concern for exhausting the sur-
face. If you use a sanded paper like Colourfix or Wal-
lis or other brands, then the type of oil pastel you use
does not matter so much. The sanded surface will ac-
cept many layers of oil pastel successfully, although it
will also wear them down more quickly,

BASIC WORKING PROCEDURES

Starting Your Drawing

Build your drawing solidly from the beginning, just
as when working with achromatic (noncelor) media.
Using line work. establish a strong composition and
concentrate on accurate proportional relationships
and solid placement of forms. Don’t get too caught up
in detail in vour initial sketch. Use a medium that will
give you visible line work, but avoid heavy-handedness
or intensely dark or light colors in establishing vour
initial linear drawing. Some artists like to lay out their
initial sketch using delicate sticks of vine charcoal or
graphite pencil, while others will use a mid-value hard
oil pastel stick or colored pencil. This initial line work
may or may not remain visible in the end result.

Blocking in Base Colors

Once vou have completed your initial sketch and es-
tablished your composition, look for the basic divi-
sions of light and shadow. Squinting can help you to
see these distinctions more clearly. You should initially
assign light or shadow 1o all areas of your drawing.

The tricky part is determining what to do with your
half tones or middle-tone areas (those transitional ar-
¢as that seem to be somewhere in between light and
shadow), Since you are advised to work from dark to
light with oil pastels, you may want to initially think
of your middle tones as shadow, or you may decide to
use the paper tone as a mid tone at this point, applying
no color.

The process of working from dark to light. which
influences your initial color selection, is very differ-
ent from working additively with achromatic draw-
ing media on white paper, in which you work from
lightest values to darkest values. Working from dark
to light with color helps to heighten color interaction
and supports a layering process that is directly related
to surface and spatial arrangement of forms because
shadow recedes and light advances.

During the initial block-in of color (one or two
colors for shadow areas and one or twe colors for ar-
eas of light), choose wisely. For areas of light, use a
color that is a middle value, representing the deepest
value of color found in the light. This allows a buildup
of increasingly lighter colors in areas of light as the
drawing progresses, and supports the notion of work-
ing from dark to light. Use a darker value of color for
shadow areas, representing the deepest value of color
found in the shadow.

Remember that color used to describe areas of
light will be warmer and more saturated or intense
than color used in shadow, and color used to describe
areas of shadow will be cooler and less saturated or
intense than color used in light (Figure 5-43). This
principle should guide you in choosing the colors you
wish to begin with. Do not use any light-value colors
Jor the initial lay-in. Try to respect the linear guides
of your initial sketch as much as possible, sa as not to
lose basie proportion and compasition ag your draw-
ing develops.

In selecting the colors you wish to use for blocking
in shadows and light, consider the local color scheme
of vour subject. When observing a still life or landscape
with a variety of local colors, for example, you may want
to use a few different base colors for your initial block-
in of shadow shapes. Using the broad side of a stick or
a portion of a stick, begin to block in one base color lor
the shadowed surfaces and anather base color for the lit
surfaces. Remember that your paper tone (if tinted) has
a place in the scheme of things, much like working with
black and white media on a gray surface.
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You may notice that, regardless of the quality of
your oil pastels, some colors will provide more opaque
coverage while others will be somewhat translucent.
There are a variety of reasons for this, including the
brand of oil pastel, pigment properties, ratio of binder
to pigment, and the rype of binder used. In general,
vou will notice that cooler colors are more inclined to
be translucent in their coverage and warmer colors are
often more opaque in their coverage.

The initial drawing stage and early color stages can
be sprayed with a permanent, nonworkable fixative if
you desire. Although there are some cautions about
using fixative with oil pastels, it is sometimes helpful
te isolate those first layers of color to prevent them
from physically mixing with subsequent colors. You
may also decide that you want to apply a solvent to the
colors you first lay down to move them around, even
them out, or thin them down a bit. If you do use a
solvent, make sure it is fully evaporated before adding
more color or spraying with a fixative.

Developing Your Drawing Further

As your drawing develops and you begin to describe
mere information, oil pastel is wsually applied with
greater pressure and more intense colors in areas

Figure 5-43. Michael Alderson, American, Untitled, 2006. Oil pastel on raw
paper, 12 x 12 inches. Courtesy of Lafontses Galleries, Grand Rapids, M,

: 2 Alderson’s expressive oil pastel drawing generally adheres to the principles

of light. In general, darker colors or colors in areas of ; s ey el

shadow should be kept softer, thinner, and translucent, :: P HT;:’:::::;T;‘:&:’::: :amrl::dﬁmre Inteﬁxef;;:fm while
Which support e spatial nécension (Figupe 3-4): figurative surfaces in shadow are described with cocler and less intense calors,

Figure 5-44. Deborah
Reckman, American, Dune,
2001, Ol pastel on mat
board, 8% X 14 inches,
Courtesy of the artist. The
areas of shadow on the
dune have a thinner and
less textured application

of color when compared

to those areas in light.
Motice also the effects of
simultaneous Contrast in
the sky. There is no orange
color applied in the sky.
Rather, the blue oil pastel
stroked across the light gray
drawing surface creates a
wisual shift toward orange in
the exposed gray. Orange is
blue's complement.
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Surface texture can enhance or diminish the il-
lusion of volume and space. In general, surfaces that
are more heavily textured will appear 10 advance, as
will surfaces that employ an impasto technique with a
heavier buildup of pigment. Surfaces that are less tex-
tured or softer in mature and that employ a thinner,
more translucent use of pigment will appear to recede.
With this in mind, consider softening the surface tex-
ture of colors used to describe shaded surfaces, and
keep their application thinner. You can allow color in
the lit areas to remain more unblended, textured, thick,
and strong (Figure 5-45). Reserve the strongest lights
for the last stages of the drawing,

There is a tendency o move toward lighter and
lighter colors on lit surfaces, which eventually calls
for the use of white oil pastel 1o describe the strongest
highlights on the surface. But this tendency denies the
all-important aspects of warmth and intensity to de-
scribe lit areas. A stronger effect of light and advancing
planes will be achieved if intensity and temperature are
given precedence over simple value considerations, re-
gardless of what color medium you are working with.

Using Color Shifts to Describe Value Shifts

Describe subtle variations found in areas of shadow
with subtle color shifis and changes as well as value
changes. There is a tendency, when describing changes
in value in a large area of shadow, 1o simply use lighter
wversions of the base color found in the shadow. You can
deseribe these shifis by using changes in hue (color),
which will create a much richer eolor drawing.

Similarly, describe subtle variations found inareas of
light with subtle color shifis and changes as well as value
changes (Figure 5-46), With some exceptions, avoid us-
ing pure white to lighten colors for strong highlights, as
it can dull them and make them appear “chalky.”

As noted in the section on color theory, arcas of
shadow are generally darker in value, cooler in tem-
perature, and duller in intensity, while areas of light
are generally lighter in value, warmer in temperature,
and brighter in intensity. Note that half tones on a
form often warm up or brighten up just before slip-
ping into shadow.

Blending with Consideration for Color Theory

If you blend different colors to achieve a new color,
keep color theory in mind. Complementary colors,
when blended, can create very muddy color. Scum-
bling or feathering can also be used to blend colors
sufficiently without destroying vibrancy. As a rule
(which does have exceptions), reserve the most cxten-
sive use of blending for surfaces in shadow and reced-
ing surfaces. Remember that harder oil pastels do not
blend as easily as softer il pastels.

Some Final Thoughts
About Working with Color

Obviously theres a lot to think about when working
with color, especially if your intention is to draw from
abservation and record what you see, In addition to
applying your understanding of color theory, there

Figure 5-45. Debarah
Rockman, American, Cloud
of Stane #2 (detail), 1990,
Qil pastel on gessoed
paper, 29 * 23 inches.
Private collection. This
dietail view shows increased
texture in the application
of color that describes the
lit surface on the upper
surface of the stone. Areas
of shadow on the stone
are rmuch softer in texture.
This helps to support the
iflusion of volume.




Figure 5-46. Michael Alderson, American, Untitled, 2005,
Qil pasted on raw paper, 107 % 87 Courtesy of LaFontses
Galleries, Grand Rapids, MI. Alderson uses a combination of
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Figure 5-47. Alan Rowas, American, Mre. Shook, 2006, Pastel an Colourfix
sanded paper, 18%: ¥ 14 ¥ inches. Courtesy of the artist. This drawing,
done from imagination and childhood memory, utilizes expressive color to

yellow, pink, and arange oil pastels to describe the subtle
value shifts found In the lit surfaces of the face, White is used

anly to describe the strong highlight located on the nose,

are additional concerns regarding the medium you are
working with and its specific benefits and drawbacks,
the surface you are wo rking on, and the subject matter
you are addressing,

Itisimportant te understand that nearly everything
you know has exceptions, and you will often encoun-
ter works of art, both strong and weak, that appear to
have ignored or violated all sorts of principles of art-
making that have been emphasized repeatedly in your
educational experience. This is certainly true of color.
You will encounter work that respects ane prineiple
while ignoring another. You may notice that the tex-
ture found in areas of shadow is not softened or sub-
dued to help it recede. You may see representational
works that utilize value changes in color to describe
light and shadow while paying little or no attention to
temperature or intensity. You may see figurative works
in color that are more attentive to temperature shifis
than value shifis when addressing volume. You may

hetghten the impact of the depicted scene.

observe the use of intense and warm color used to de-
seribe distant points in a landscape image.

Mot every artist is geing to apply every aspect of
color in the way it is described and discussed here. In
some cases, what you observe in works of art may be
based on a lack of understanding of color principles.
In other cases, an artist may intentionally be work-
ing with expressive color that is not naturalistic in
appearance and does not “follow the rules” (Figure
5-47). And in many instances, artists may choose to
abandon all or some of the guidelines with which they
are familiar and simply follow their own instincts or
aesthetic preferences. What is important in the end
is that you have an understanding of the theory of
color use and the principles that can guide you in
working from observation. If you ultimately choose
to work outside of these guidelines, it will ideally be
a choice that is made from an informed position. It
will be intentional,
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Resolving Problems,
and Evaluating Results

Ideation: Generating Ideas

deation is really just a fancy word that refers to the
Ipm:ess of forming or generating ideas or images,

and clearly this process is vital to the creation of
art. All the technical skill in the world does not rescue
a work of art that is poorly conceived andfor lacking
in strength of idea.

For hundreds of years, human beings have explored
various methods for coming up with ideas—some of
which have been unconventional to say the least. For
example, Beethoven would often pour cold water over
his head, thinking that it jogged his creativity. And the
story goes that Schiller, the famous German poet, could
only write if he smelled rotten apples, so he would keep
decomposing apples in the drawer of his writing desk.
The great novelist Dickens aligned his bed to the North
Pole, believing the magnetic lines in the earth gave him
his creative abilities. But in fact ideation is a natural
process, one that we all knew well as children but may
have lost sight of as adults. As children we were driven
by imagination and curiosity, and as artists these re-
main vital components in the process of nerturing cre-
ativity and developing compelling ideas.

IMAGINATIVE THINKING AMD THE BRAIN

The fellowing information (edited for length) is taken
from the writing of Dr. Marvin Bartel, Emeritus Pro-
fessor of Art at Goshen College in Goshen, Indiana.

Central to the process of art and central 1o the sue-
cess of artists is the ability to generate original ideas,
designs, and compositions. Imaginative thinking is at
the core of art as well as a number of other disciplines,
but the art of imaginative thinking is often not well
understood by students and is often not practiced as
an integral part of course work. For many of you, the
source of ideas for art really remains a mystery, and
this can lead to a lack of confidence in your ability to
generate and develop your own ideas.

DeVEIOngIdeaS’

Studies show that we lose our divergent thinking
ability, our ability to think outside the box, as we ma-
ture. Why does this happen? We should not assume
that education, parenting. and societal factors are the
anly things causing this loss of creative thinking hab-
its and skills. The normal biclogical development of
our brains may be programmed to change the way the
brain works as we mature. Divergent thinking allows
our brains to scan all compartments and categories
and to look in all the unexpected places for possible
ideas. Young children have fewer fixed categories, so it
may be natural for their brains to be flexible and quick
in this respect. As we accumulate more knowledge
we categorize things and our brains try to keep a log
(remember) of where everything is. As we mature the
volume of information and the categories become im-
mense and overwhelming at the same time that our
brains become less flexible. It gets harder and harder
for us to scan all these compariments. The need 1o get
things organized seems to be a very important part
of our evolved genetics (and sanity). Furthermore, we
know that genetics varies between individuals, so we
may be genetically predisposed to be more or less ca-
pable of divergent thinking and creativity,

To the extent that the vouthful brain s malleable,
creating art is a perfect venue in which to practice
and nurture the brains imaginative powers to make
choices and connections between experience and ex-
pression. Art is an ideal venue with which to practice
imagining scenarios that go beyond anything experi-
enced in the past. When you write about art, describe
it, have discussions about artistic quality, and create
aesthetic descriptions of your surroundings, you can
be learning to make creative connections with your
own experiences and you can imagine and speculate
about experiences you have never actually observed
or experienced. Like good science education that en-
courages observation and wonderment about how
things work, art education can build minds that ob-
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serve, wonder, imagine, and create. In this way, art
history and the study of art-world content can become
concept centered rather than product centered. Works
can be studied for why they were made and for how
the artist strategized them.

IMAGINATION, CREATIVITY,
AND BRAINSTORMING

Imagination requires divergent thinking and allows
us to form a mental image of something that is not
perceived as real and is not present to the senses,
Imagination reveals what the weorld could be rather
than what it is, Imagination is the capacity to see the
unseen. Imagination can give us practice in the ability
to hold a variety of different and conflicting notions in
our minds simultanecusly.

Creativity and imagination compel us to look at
one thing and see another, to entertain a new or dif-
ferent arrangement of known, existing elements. A
creative person is not necessarily someone who tries
o create something totally new, but rather someone
who mixes existing elements into a new or different
arrangement. Consider, for example, the world of mu-
sicand the piano as instrument. All composers for the
piano use the same known elements to create their
music—the eighty-eight keys of a piano. They simply
arrange them differently, or, in the case of the com-
poser John Cage, they conceive of different ways to
coax sound from the piano. This idea applies not enly
e music but also to so many ereative endeavors, in-
cluding literature, poetry, filmmaking, choreography,
screenwriting, and the visual arts. As visual artists, we
have the potential to create limitless variations from
a menu of options—point, line, plane, shape, form,
mass, volume, texture, value, color, positive space, and
negative space—regardless of process, media, or sub-
ject matter.

The Process of Brainstorming

Brainstorming is a rapid, spontaneous, idea-generating
activity, and it is a great way to get the creative juices
flowing. It can be done singly or as a group. The idea
behind brainstorming is to generate a lot of different
ideas or solutions to a problem or a question. Ideas
generated by brainstorming can be recorded in a
sketchbook through written words, quick sketches,
collaged images or information, diagrams, digital
photos, voice recording, and any other means that al-
low you to record ideas quickly in a way that you can
understand and access later. Because you are brain-

storming for drawings, ultimately your ideas will be
expressed in a visual form.

When brainstorming, begin by defining the prob-
lem to be solved or by asking a question relevant to
the task at hand. Write it down and speak it out loud.
Brainstorming in response to this problem or ques-
tion may likely generate more problems or questions
that generate even more ideas. Think in broad terms
initially, allowing yourself to freely associate and let-
ting one idea build upon another. Don't edit or censor
any ideas. The very nature of brainstorming suggests
that at this point in the process, everything is valid
for consideration. Try to imagine ideas or solutions
through an unfamiliar viewpoint by placing yourself
in an imaginary role or position—as a child, as a large
or small animal, as an inanimate form, as an alien, as
someone from another culture or country, as a mem-
ber of the opposite sex, as your father or your mother,
and so on. Try to see, both literally and in your mind’s
eye, from as many different viewpoints as possible.

Your sketchbook is an ideal place to record the
results of a brainstorming session and to take these
results and begin developing and exploring them
more thoroughly. The advantage of a sketchbook is its
portability and its privacy. It is a place to record pos-
sibilities freely without the fear of “making mistakes”
or “messing up’” And ideally, as an art student, you
should always have a sketchbook of some sort in your
possession because you never know when an idea may
come to you or when a grand opportunity to sketch
will present itself. You can also keep multiple sketch-
books of various sizes if you prefer. Sketchbooks range
in size from 4" = 6" te 14" X 17°, They come in a wide
range of formats and papers, including hardbound
sketchbooks and wirebound sketchbooks, which have
the advantage of being folded back to provide a flat
surface on which to draw. You may have one sketch-
book that is less private, especially if your instructor
requires you to submit a sketchbook for evaluation,
You may also want to have a sketchbook that no one
will see unless you decide to show it 1o them.

Diagnosing Problems
in Your Work

With a suceessful brainstorming session behind you,
you've taken an idea that you're excited about and cre-
ated a drawing. You've taken into consideration any
parameters that your instructor may have provided
for the assignment, and now you're on your way. As
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your drawing reaches variows degrees of development,
and after vou have completed your drawing, it is wise
to spend some time assessing vour results, Maybe vou
achieved everything you had hoped 1o achieve, or
maybe your drawing didn’t quite vield the resulis you
had hoped for. It could be that vour idea is strong but
vour skill level isn't developed enough to give visual
form to your idea, or maybe your drawing is beauti-
fully executed but the idea you were tryving to express
isnt clear in the final result, Perhaps you have ex-
pressed your idea effectively and your technical skills
have provided the results vou want, but vour draw-
ing is poorly positioned on the paper. There are many
ways in which a drawing can go well or go poorly. One
of the ways that we develop our skills as an artist is to
learn to ask ourselves the right questions as we evalu-
ate our own work (and the work of others). By asking
vourself a variety of questions, you can begin to assess
where vour strengths and weaknesses lie while gain-
ing experience in using the language of art through
the process of self-critique.

Regardless of our efforts 1o the contrary, it is
nearly impassible to critique work in a purely objee-
tive fashion, particularly when it is our own work
that we are critiquing. Bul objectivity is a worthy
goal. Bear in mind that there are those aspects or
qualities of a drawing that can elude analysis, rooted
instead in intuition or personal sensibility. While
you may not be able to specifically identify their
presence in a drawing, you may know when vou en-
counter them, and efforts 1o describe them through
language may find you marveling at the essential in-
adequacy of words in the face of something that de-
fies a language-based description.

In your initial experiences of formal art educa-
tion where observation of form/subject is the primary
objective, it is quite possible to identify some recur-
ring problems that you will encounter in your draw-
ing experiences. An awareness of some of the more
insistent hurdles and problems will provide you with
a solid framework for diagnosing problems and cri-
tiquing your own work and the work of others. As is
the case in any situation where troubleshooting takes
place, effective solutions are more readily arrived at
when there is a clear identification of the problem. In
some instances, a problem will be a problem in rela-
tive terms only, as an element of a particular drawing.
What may be troublesome in one drawjng may be a
necessary and working element in another. In many
other instances, a problem or defect in a drawing will

be mearly universal—that is, it would be a problem in
the context of any drawing,

An example of this would be a drawing of the hu-
man head, based on observation and the desire for a
likeness, in which the eyes are located too high in the
overall shape of the head, which in turn alters all of the
propartions of the face. This is a perceptual error that
would not be relative—it would be considered a prob-
lem in any drawing. Some may say that altering pro-
portional relationships of the features of the face can
have powerful expressive properties, and this is most
certainly true. But the distinction here is grounded
in imtention, Your intention 1o distort for expressive
purposes is distinctly different from an accidental and
inconsistently applied distortion based on perceptual
and observational errors,

Following are some general drawing problems that
you may encounter on a fairly regular basis in your
own work or in the work of others, regardless of sub-
ject matter.

INACCURATE PROPORTIONAL, SCALE,
OR SHAPE RELATIONSHIPS

This is perhaps ane of the most common weaknesses
in the work of students in the early stages of their de-
velopment. Whether in a drawing of the human form
ar of a still-life arrangement of forms, an awkward
and Inaccurate size relationship between paris of a
form or between one form and another is apparent.
In this instance, there is generally a disregard or lack
of understanding for sighting techniques or other
measuring techniques used to observe size and shape
relationships between parts of a subject or between
multiple subjects in a drawing. In the event that sight-
ing techniques are understood but not applied, there
is a tendency to draw what you experientially know
about your subject rather than what you actually ob-
serve, and these two attitudes are frequently in con-
flict. For example, we know that a particular chair has
a square seat and four legs that are equal in length.
We know this because the square shape of the seat
of the chair has room for and supports our buttocks
when we are seated on it, and the chair rests firmly on
the floor because its legs are all the same length and
meet the floor simultaneously. But when observing
the chair from an ablique angle, the seat does not ap-
pear to be in the shape of a square, and the legs appear
to meet the floor or ground plane in different places,
implying that the legs are not all equal in length. With
this example, it is easy to understand how an empha-
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sis on “knowing” versus cbservation can contribute
to a drawing’s demise.

With the human form as subject, proportional
problems are common, indicating a lack of regard for
relating the scale or size of various parts of the figure.
Proportional problems may also indicate a disregard
for establishing a unit of measure as the basis for de-
termining the relative scale of all other forms to this
unit of measure. In the case of the figure, the unit of
measure is most often the head. Again, the tendency
to draw what you experientially know about your sub-
ject rather than what you actually observe contributes
to degrees of visual illiteracy. We know that there is a
certain length to the thigh or upper leg, for example,
in relation to the length of the lower leg. But when
we observe the figure seated in a chair, we see a fore-
shortened view of the thigh that often does not relate
to the lower leg in the way that we would expect. This
difference between what is known and what is seen
may create a conflict, and the more familiar “what we
know" will override the less familiar “what we see.” So
we lengthen the thigh in an effort to get it to match
what we “know” about a thigh, and the figure appears
to be sliding off the seat of the chair because of the
conflict between the position of the body and the ad-
justed proportions.

In some instances when proportional problems
surface in your work, there is an emphasis on length
relationships at the expense of width relationships.
What may at first appear to be a torso that is much
too long, for example, may actually be the result of a
torso whose length is accurate in relation to the unit of
measure but whose width is too narrow. The converse
is also true, What may at first appear to be an arm that
is incorrect in width may actually be an arm whose
length has been inaccurately observed but whose width
is correct.

These perceptual short circuits require a more
careful study and understanding of the principles of
abserving size, shape, and scale relationships and the
underlying language translation from 3-D (the actual,
observed form) to 2-D (the flat plane upon which
the form is represented). Sighting and scaling are ad-
dressed in Chapters One and Four,

MULTIPLE PERSPECTIVE EYE LEVELS

If you are familiar with the principles of perspective,
then forms that have an observable relationship to
perspective (any forms derived from a cubic structure)
can be represented with a clear sense of a fixed eye

level or horizon line and with a clear sense of converg-
ing parallel edges meeting at a single point on that ho-
rizon line. But even if you have no prior understand-
ing of perspective principles and no experience with
drawing in perspective, sighting provides a method
for accurately observing and recording the angles and
lengths of a form’s edges and axes, If sighting princi-
ples are applied with care and concentration, and if all
forms are seen in their spatial relationship to all ather
forms, a unified sense of spatial placement and loca-
tion can be achieved, even in the absence of specific
perspective training. Once again, sighting provides a
key component for accurate observation,

FORESHORTENING INACCURACIES
OR A LACK OF FORESHORTENING

Foreshortening, especially in the extreme, can throw
off even the most careful observer. Mot only are the
axes and the length and width relationships of forms
altered (often radically), but the resulting shape of a
form seen in a foreshortened view often bears no re-
semblance to how we typically imagine that form to
look. Once again, sighting techniques are tremen-
dously helpful in observing and recording foreshort-
ened forms, whether they are found in the human fig-
ure, in a still life, in a study of an interior space, or in
some other subject.

Foreshortening is related to the perspective princi-
ple of diminution in size. Mot only does it alter the ap-
pearance of an isolated foreshortened form, but it may
also create a radical shift in size or scale relationships
between the various parts of a more complex form.
This is highly evident in drawing a reclining figure. If
the observer is positioned at the figure’s feet or head,
with the main axis of the body at a pronounced angle
to the plane of vision, there will be various degrees of
foreshortening observed in the limbs and the torso of
the body. But there will also be dramatic differences in
the size or scale relationship between near and distant
parts, such as the feet and the head. Entire parts of a
form may disappear in a strongly foreshortened view.
Instances of overlapping increase or are heightened in
a foreshortened view. In the event that these are not
observed and recorded with care, the visual impact of
foreshortening will not be achieved.

When conlronted with foreshortening you must
utilize sighting techniques to observe the often un-
expected width, height, and size relationships. Avoid
the strong inclination to tilt your sighting stick along
the axis of a form, often unconsciously, as opposed
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1o the correct technique of keeping the sighting stick
within the two-dimensional plane of vision that repre-
sents the picture plane.

FLAT AND RESTRICTED LINE WORK

This inadequacy in a drawing is characterized by line
work that is uniform in tone, width, and texture and
is generally found along the outermost contours of
a form. Because of its uniformity and placement, it
serves primarily to describe a flat shape rather than
a volumetric form. If the line work ventures into the
interior of a form, it uswally does so reluctantly and
lacks the sensitivity to describe a range of undulating
surfaces such as may be found in the human form or
other organic forms. Rather, that same uniform line
within the interior of a form will tend to read more
like a scar or a tear than as a description of a changing
and shifting surface.

In this instance, you may have a very narrow idea of
what constitutes an edge (the place where form meets
negative space is one narrow definition), and you may
view line as capable only of defining this particular
kind of edge. The idea that line can describe volume
and space is not a familiar one. If you accept the no-
tion that line can beautifully describe form, volume,
and space, vou may still struggle with knowing when,
why, and how to introduce variation into your line
work. In addition to an awareness of the systems used
to denote hard, medium, and soft drawing materials
and their role in developing line variation, you must
become familiar with the ideas governing the use of
lighter and darker, thicker and thinner, softer and
sharper, textured and smooth lines to denote edge,
form, volume, and so on. Line variation is discussed
in depth in Chapter One,

DETAILS OR SPECIFICS AT THE EXPEMNSE
OF THE LARGER AND MORE GENERAL
UNDERLYING FORMS

Although overatiention to detail can develop in lin-
ear drawings, this is an issue that is usually closely re-
lated to the wuse or misuse of value or tonal structure.
In many cases, vour drawing may progress well in the
lincar state only to begin to fall apart when you be-
gin to explore value or tone as a description of form,
volume, and light source. The problem is rooted in
overattention to details and specifies at the expense of
the larger, simpler forms and volumes upon which the
details are based. Detail attracts our eye, and it can be
especially challenging to bypass detail until the “spon-

soring or host farm” is clearly established as a volu-
metric form.

In the figure, this issue most often develops in re-
lation to areas of greater detail, such as the head and
face or the feet and hands. Nostrils may be colored
in as dark holes before the nose takes on any volume
or structure. Eyelashes and irises may take precedence
over the spherical form of the eyeball and the eye-
lids. On a grander scale, the eves, nose, mouth, and
ears may all be properly positioned and well defined,
through tonal structure, as individual forms. But the
facial features may be lacking a sense of cohesiveness
because the greater form and volume of the head itself,
upon which these features are based, has been ignored
or underdeveloped. Hands may show all sorts of lines
and creases and knuckles and fingernails, but this in-
formation may rest on fingers that lack volume and
fullness. Nipples may rest on breasts with no velume,

The same premature scrutiny can be found in the
study of inanimate or nonfigurative forms as well,
A still-life arrangement of fruits and vegetables may
focus on surface texture without acknowledging the
spherical form upon which the texture is found. A
study of a tree may excessively describe the texture
of bark without sufficient emphasis on the columnar
volume of the trunk and branches. A drawing of a
shoe may obsessively describe laces and eyelets or the
pattern found on the sole of the shoe while denying
the larger volume of the shoe itself. A drawing of 2
house seen in two-point perspective may beautifully
describe doors and windows and roof lines and col-
umns and brick patterns, while missing the overall
tonal shifts from one large plane or side of the house
to another, which describes the house as a large cubic
structure upon which the details of doors, windows,
and other features can be found, As you can see, the
list of examples is endless.

The solution to this problem is in repeated empha-
sis on working from general to specific and in utilizing
techniques and exercises that facilitate this approach
to observation. Exercises for reinforcing the process of
working from general to specific are outlined in Chap-
ter One and, in relation to the figure, in Chapter Four.

SCALING INACCURACIES IN RELATIONTO
PERSPECTIVE PRINCIPLES

In its most fundamental state, problems with scaling
are directly related to prablems with proportional re-
lationships between individial elements in a composi-
tion. M these individual elements do not relate 1o each
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other convincingly in terms of size, the integrity of
the drawing is compromised. When forms can be ob-
served directly, sighting techniques provide a means
for determining accurate size relationships.

In its more specific application. scaling refers toa
process based in perspective that determines the ac-
curate size relationships of forms on a fixed ground
plane in an illusienistic three-dimensional space. If
you are attempting to invent elements in an illusion-
istic three-dimensional space without the benefit
of direct observation, scaling issues will be evident
through size and placement discrepancies. Forms
may appear to be too big or too small in relation to
other forms, or forms may appear to be uninten-
tionally floating above a ground plane or crashing
through a ground plane. Drawing situations where
scaling problems may arise include attempts to ad-
dress multiple forms within an interior space or a
room environment or attempts to address multiple
forms in a deep exterior space, such as a landscape or
a cityscape. Doorways and furniture may appear too
small to accommeodate figures or too large; houses
and trees and cars may appear too large or too small
in relation to each other.

The process of scaling effectively establishes a car-
ridor of convergence that determines the change in ap-
parent size or scale as a given form is moved to different
positions within the illusionistic three-dimensional
space of a drawing, It alse maintains an accurate size
relationship between different forms within this same
illusionistic three-dimensional space. The process of
scaling is addressed in depth in Chapter One, and in
relation to the figure in Chapter Four.

LACK OF VOLUME OR TIMID
VALUE STRUCTURE IN
THREE-DIMENSIONAL FORMS

As already discussed, lack of volume can result from
excessive emphasis on detail at the expense of the
sponsoring or host form. If this is not the cause, lack
of volume is often rooted in inadequate tonal structure
resulting from fear or timidity about tones getting “too
dark.” It may also result from a misuse of media based
on alack of awareness of different grades of lead, char-
coal, graphite, conte, and other materials. You may be
limiting yourself unwittingly to harder media that in
turn limits the resulting tonal range.

It is important to make a distinction between
timid, underdeveloped value structure and high-
key value structure, High-key value structure would

be sensitive to the six divisions of light and shadow
(highlight, light, shadow, core shadew, reflected
light, cast shadow) and would intentionally repre-
sent them using tones found on the lighter end of
the value scale. An anemic or timid walue/tonal
structure would not acknowledge the full and rich
range of lights and shadows necessary for describing
volume effectively,

In the event that you are misusing media because of
a lack of awareness of the systems used to denote hard,
medium, and soft drawing materials, you must inform
yourself of the system and what it means. Harder tools
make a lighter mark and can incise the paper if too
much pressure is applied in an attempt to make a mark
darker than what the medium is intended for. This
is especially true in the case of drawing pencils. The
softer the tool, the darker a mark it makes, the more
easily that material will smear and move around, and
the less easily or thoroughly it will erase.

In the case of timidity, you are encouraged to
push tonal ranges further. It can prove helpful to
set aside harder drawing materials and use medium
and soft materials only. It may also prove helpful e
“break the ice” by establishing an overall ground or
base tone of vine charcoal from which to work both
additively (with compressed charcoal pencils and
sticks) and subtractively {with erasers). It may also
prove helpful as an exercise to draw some lit forms
whose local tone is dark to begin with, which can
relieve some of the anxiety of making shadows on
a light form teo dark. Information on what to look
for when identifying value structure can be found in
Chapter One.

OVERLY GENERALIZED DRAWING

Owerly generalized drawings are characterized by
a lack of development beyond a certain intermedi-
ary point. The drawing is on the right path but is not
reaching the destination. Description of volume or
form does not address any details of surface or form,
and value structure, if applicable, docs not develop be-
yond an initial limited tonal range. The drawing is de-
veloped competently up to a certain point, but moving
beyond that point is something that you either don’t
pursue or pursue hesitantly and with negative results.
Often it is because you are afraid of “ruining” a draw-
ing that is working well in the early or intermediate
stages because you may not feel confident in devel-
aping darker passages that define a full value range
(timid value), or becanse vou are overwhelmed by
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the shift from generalized information to detailed in-
formation, er because your altention span is limited
and you are unwilling or ill equipped to move beyond
general analysis of form to mere careful serutiny. En-
couraging vourself to “take the plunge” is important,
with the understanding that practice and experience
will make this transition from a moderately developed
drawing to a fully developed drawing easier.

If technical issues seem to be more the problem
than perceptual issues, understand that this is often a
good time ta make a shift in drawing materials, partic-
ularly if the initial drawing was developed using stick
media. Detail is more easily addressed using pencil
forms of lead or graphite or charcoal or conte, which
provide greater contral.

SUBSTITUTING RECIPES OR FORMULAS
FOR CAREFUL OBSERVATION

This is a common problem in drawing. particularly
when the form being drawn is one that has histori-
cally been the subject of “how-ta" books or instruc-
tion that encourages you 1o use recipes or formulaic
solutions. Careful analysis and observation is re-
placed with generalizations and stylizations (what
you "know” vs. what you see) that resull in generic-
looking forms lacking unique character and integrity.
If this approach to drawing is firmly established, it can
be a difficult habit to break. It is ofien far more chal-
lenging to unlearn something that has become second
nature than 1o learn something about which one has
no prior experience.

UNINTENTIONALLY AMBIGUOUS SPACE

Ambiguous space that is arrived at unintentionally
delivers mixed messages 1o the viewer, characterized
by passages that convey form and velume juxtaposed
with passages that read as flat, two-dimensional shapes,
There may be a shift in technique or process or media
from one part of the drawing to another, from continu-
ous tone modeling to hatching and eross-hatching to
outlining, for example. A unified language or “voice” is
markedly absem, resulting in a drawing that is visually
confusing, weak in presenting the compositional prin-
ciple of harmony, and lacking in authority. It is a draw-
ing that is hard to believe, difficult to trust. Addressing
these shortcomings requires that you clarify your inten-
tion (what is the drawing intended to speak to) and that
you are attentive to maintaining a relatively constant
lamguage that works toward realizing your intention.

RIGID OR PRISTIME DRAWINGS
LACKING A SENSE OF PROCESS

A drawing may be well composed and reflect accurate
and careful observations of form but still lack freshness
and a sense of the process of drawing. This is often the
result of your fear of making a mistake or your fear that
a drawing will become teo “messy” In an attempt to
avoid this, there may be evidence of an overly restrained
approach that is reflected in a stiff or rigid drawing. A
lack of enjoyment of or appreciation for the process of
drawing is evident in the results. Line work may lack
fluidity, and every indication of process, if any even cx-
ists, may be painstakingly erased and “corrected.” Fear
and caution become obstacles, and the desire for per-
fection stands in the way of discovery through process
and trial and error. Exercises that emphasize process
over product can help you to develop enthusiasm for
the act of drawing and for visual evidence of the search
that is vital to the life of a drawing.

Sometimes this excessive caution is the result of
previous drawing experiences, such as technical drafi-
ing, that may have emphasized a degree of precision
that is frequently inappropriate for a frechand draw-
ing. In this instance it is helpful to examine the differ-
ent approaches and their relationship to the desired
results and function of a drawing. Process or search-
ing lines are discussed in Chapter One.

DISREGARD FOR OR POOR COMPOSITION

Because of the many factors that must be considered
in developing a strong composition, the ways in which
a drawing may reflect poor composition are numer-
ous. Typical compositional weaknesses in the work of
beginning students are often grounded in a disregard
for the most basic compaositional “rules” or guidelines,
Your work may show a lack of visual balance; awkward
or overstated divisions in the picture plane; a lack of
recurring similarities of line, shape, value, texture, or
form necessary for compaositional harmony; or a most
fundamental disregard for the relationship between
image and format.

This disregard is typically not intentional. It resulis
instead from a narrow and singular focus on the indi-
vidual forms or images that make up a drawing, eclips-
ing the need to pay attention, from the outset, to the
relationship of forms or images to each other and to
the format or picture plane that becomes their universe
by defining the total space in which they exist. Key
compositional concerns are discussed in Chapter One.
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Intentions Versus Results
DISCOVERING DISPARITY

On countless occasions 1 have witnessed the frustra-
tion of students who had very specific intentions for
a drawing and thought they were clearly conveying
these intentions only to discover that no one experi-
enced their drawing in the way they intended, either
formally or conceptually. The discovery of a discon-
nect between intentions and results is often revealed
through the critique process, through a dialogue be-
tween viewer or audience and artist. Although it can be
disconcerting to discover that you did not effectively
communicate what you had intended to communicate,
it is important to be receptive to feedback provided by
peers and teachers. What they can provide you is a rel-
atively unbiased perception of your work, free from all
the internal dialogue and familiarity that you, as the
artist, bring to the drawing. And you can provide oth-
ers with the same unbiased perception of their work.
This process of receiving and giving feedback does not
work very well if you are conducting the exercise with
a friend or classmate with whom you have discussed
your drawing at length while in the process of creat-
ing it. The information you have shared about your
ideas and your process tends to bias the feedback you
receive, It works best when it is a “blind” process.

DESCRIPTIVE FEEDBACK

A few different methods can help highlight how your
audience perceives your drawing. One method is to
have fellow students deseribe your drawing te you
and to the rest of the class as if they are speaking to
someone who is visually impaired. This yields a very
literal and thorough description of what the viewer
is actually seeing in the work, which may or may not
be as you intended. It is important when describing
the various aspects of a drawing that you utilize the
vocabulary of art and design as much as possible and
that you make an effort to be very precise and accurate
with the words you use in order to make yourself un-
derstood, If it is your work being described, it can be
very difficult to listen quietly and to avoid the tempta-
tion to grow defensive about your work. But make the
effort to do just that,

The process of description can be very informative
in terms of understanding what others are perceiv-
ing visually as they examine your drawing. This initial
description does not require judgment: It is not about
quality but rather about visual perception—what is

seen. Assuming a drawing of a still life as an example,
the description can include objects or other infor-
mation found in the drawing like drapery or ground
plane or background (what is represented in the
drawing), the placement and scale of objects on the
page (where things are and how large or small they
are), their relationship to other abjects (e.g.. things
are near other things or distant from other things
or are overlapping), whether or not any information
maoves toward or off the edges of the fermat (e.g., ob-
jects are containéd by the drawing surface or objects
move off the drawing surface), the character of line
work (e.g., line work is uniform in thickness or not,
line work has value variation or not), the character
of light source and value structure (e.g., there is a
clear light source or not, value range is full or value
range is limited), textural variations of various forms
or objects (e.g., an object has a smooth surface or a
rough surface), the kind of space used in the drawing
(e.g.. space is shallow, space is deep), the relationship
of negative space to positive space (e.g. there is a lot
ofpositiw: space and not a lot of negative space or vice
versa), how negative space is treated (e.g., the nega-
tive space is blank paper, the negative space has value
added), the media used to make the drawing (e.g., the
drawing includes charcoal and conte, the drawing is
done with graphite only), the character of the paper
or other substrate (e.g., the paper is smooth without
much texture, the paper is bright white or cream col-
ored) . . . in other words, a description of the elements
of the drawing and their erganization or composition.
The more in-depth the description, the better. It is
beneficial to take notes during a discussion of your
work so that you can recall feedback at a later time.
A variation on this process is to conduct the exercise
in writing so that your peers record their descriptions
for you to refer back to after the fact,

Eventually this process of description can be ex-
panded to include an analysis or judgment of qual-
ity. For example, line weight that is uniform in value
and thickness may be discussed as working against a
goal of volume and dimension. Variations in the size
relationship of objects may be discussed as a posi-
tive factor in terms of creating variety and visual in-
terest. The use of a highly dramatic light source and
heavy value structure may undermine the delicate,
fragile quality of the objects depicted. Your compo-
sitional choices or the arrangement of information
may be wonderfully dynamic and interesting just as
you intended.
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INTERPRETIVE FEEDBACK

Continuing with the example of a still life, if the drave-
ing is intended to convey meaning as opposed to be-
ing concerned purely with observational drawing, the
discussion and feedback can continue to include inter-
pretations of what the still life represents symbolically
or metaphorically. In this analysis, elements repre-
sented in the drawing can provoke different associa-
tions in terms of mood or meaning. both as individ-
ual elements and collectively as the various elements
relate to each other. As author Gene Mittler states in
his book Ari in Focus, "Art objects are unique arrange-
ments of the obvious and the not so obvious. In order
to understand any art object, you must be willing to go
bevond the obvious and examine the not 50 obviouws as
well” All aspects of the literal description of the draw-
ing can also be assessed in terms of meaning beyond
the literal, and together these can reveal strengths and
weaknesses, highlighting any disparities between your
intentions and your results.

When thinking about objects or elements in a
drawing in terms of their symbolic or associative pos-
sibilities, you may attach significance to something
based on very personal associations, and this signifi-
cance may not be accessible to or understood by your
peers. For example, you may include something in a
drawing because your grandfather gave it to you and
he was a very important influence on you. Perhaps
he helped to foster your interest in art. But unless the
item he gave you conveys this association to a broader
audience, the significance vou attach to it will not be
evident to others and the item may conjure up as-
sociations that are radically different from what you
intended. There is always the potential for the viewer
1o experience aspects of a work of art differently than
the artist intended. The main point here is to aveid
the exclusive use of elements in your drawing whose
significance or associative properties are too heavily
coded or personal, known only to you.

It should be noted that it is not necessary that your
drawing convey with absolute clarity your intentions.
Infactitis generally more favorable 1o lead the viewer
in the general direction of your intent while still leav-
ing room for us to discover our own meaning based on
our unigue personal history that informs everything
we experience. It is, in the opinion of many artists, far
better to pose questions in your work and maintain
some mystery than to provide all the answers. Ulti-

mately the critique process, in whatever form it 1akes,

is unequaled in revealing to you where you have suc-
ceeded in terms of your technical, formal, and con-
ceptual goals for a particular drawing and where you
have not.

Written Feedback as an Alternative

to Spoken Feedback

Another method for highlighting how your peers
perceive your work (intentions vs. results) is writing-
based rather than speech-based, resulting in a writ-
ten record of feedback for you to refer to at a later
time, This exercise can be qualitatively focused so
that it extends beyond description to include per-
ceived strengths and weaknesses. Half of your class-
mates write down only positive comments (strengths
or successes) about your work, considering techni-
cal, formal, and conceptual issues. The other half
writes down enly critical comments (weaknesses or
problems), again considering technical, formal, and
conceptual issues. This approach offers a few distinet
advantages. As mentioned, you have a record of ev-
eryone’s comments for Jater reference. Additionally,
your peers will tend to be more honest in written
feedback (especially concerning problems) and will
formulate their own ideas about your work rather
than simply agreeing with what others are saying or
not responding at all.

Clearly these techniques for helping you discover
the relationship between your intentions for a drawing
and what you actually achieve are closely connected
ta the eritique process. Critiques have the potential to
take you on a roller coaster of emotion from exhilara-
tion to despair and everything in between. But a good
critique is an invaluable part of an education in the
visual arts. We make art and want others to see and
appreciate the art we make. In the public arena, our art
is subject to all kinds of judgment whether we like it or
not. Why not learn as much as possible about this in-
escapable reality of the art world in the relative safety
of the classroom?

The Importance of Critiques

It is rot enough for a student io use a critique for ad-
wice on low lo improve a piece, or a body of work. The
whole process must sorehow be internalized, lest the art-
ist simply start fo believe, fo take at face value what his or
her teachern, friends, and critics say, instead of engaging
them in a dinlogue. Whether the work comes from heart-
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wrenching pain and passion, or cynically cool media ma-
nipulation, the artist has to acquire the ability to see it
[from the outside, lest one's vision cloud one’s vision.

Michael Bulka, artist

It is often through our “mistakes” that we learn the
most. Ideally you will grow more comfortable over
time with the notion that a critique is not simply a
forum for praise and admiration but more impor-
tantly an oppertunity to learn about how to make
your work stronger, how to make your work the best
that it can be,

If you are entering college right out of high school,
you may find yourself to suddenly be a little fish in
a big pond after leaving a situation where you were
cumfﬂrtah!y established as a big fish in a little pond.
This can be most disquieting, particularly if you were
accustomed to receiving frequent praise from friends
and family and high school teachers and now find
yourself in a different sitwation, one in which your
work is subjected to more careful scrutiny and more
evaluative processes. Remember that if you cannot
currently accomplish certain things that are expected
of you, with focus and hard work you will in time be
able to accomplish these things.

Consider how it is that you define success. You may
define success purely in terms of the “finished prod-
uct” and in terms of the grade you receive for your
work. Consider some different ways of looking at suc-
cess, Even if your end result is not as effective or as
strong as you would like it to be, think about what you
learned during the process and whether or not you
think it will help you in your subsequent work. To have
learned something that you can take with you and use
in the future is certainly an indication of at least some
degree of success. Consider additional ways you can
think of success in terms other than those to which
you may be accustomed.

GROUP CRITIQUES

A group critique provides some distinet advantages
over individual eritiques. Time constraints and prac-
ticality often do not allow for an instructor to meet
individually with each of you to discuss the strengths
and weaknesses of your work. Your instructor can
convey the most information to the greatest number
of students through the group-critique format, While
you may receive more individual attention in a one-
on-one critique, at the same time you are missing out

on the opportunity to learn by viewing the work of
your classmates, offering feedback, and hearing what
feedback others offer them regarding their work.

In a group critique, you are learning to think eriti-
cally and to deal with differing viewpoints. You are
also given an ideal opportunity to develop verbal lit-
eracy concerning the visual arts, offering your own
responses to others” work and developing those re-
sponses beyond the most basic “1 like it” or "I don't
like it" The group critique can begin the process of
learning discernment, of learning to distinguish fact
from opinion, of learning to use the language of art
and design, and of learning to give and receive praise
and criticism with integrity and grace.

A few different methods for organizing group cri-
tiques are discussed in the previous section, “Inten-
tions Versus Results.” Remember that critiques are not
just useful in response to a finished drawing. It is also
very helpful to receive feedback about a drawing while
it is in progress. In this way concerns are addressed
early on and you have an opportunity to make changes
and adjustments, This is exactly what happens in the
classroom on a day-to-day basis when you are work-
ing on an in-class drawing and the instructor is mov-
ing around the room and providing feedback as you
work. For work that is done primarily outside of class,
in-progress critiques function in the same way and
can also reveal any misunderstanding or misinterpre-
tation on your part regarding instructions or param-
eters for a praject. If your instructor does not schedule
in-progress critiques for drawing projects (either indi-
vidually or as a class), then perhaps you can meet dur-
ing his ar her office hours to request comments and
suggestions while your drawing is in process.

INDIVIDUAL CRITIQUES

There are a variety of reasons for one-on-one critiques
as an alternative or complement to group critiques.
Individual critiques may be the result of working with
a teacher on an independent-study basis, although
this would be quite unusual for a foundation-level
student. Individual critiques may be held at the mid-
point of the term or semester or at the end of the term
or semester, Individual critiques may be something
you arrange with an instructor if you feel that you are
clearly struggling maere than is necessary and would
benefit from some private and individual attention,
And of course there are those brief individual cri-
tiques that are an integral part of any working class
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session as your instructor moves around the room
and provides individual guidance, encouragement,
assistance, and feedback.

Students are generally happy to receive an in-
structor’s individual attention and focus, even if only
for a relatively brief amount of time. But it may also
make you a bit nervous, particularly if you know that
you are not doing very well and would like to be do-
ing better in order 1o make a positive impression on
your instructor.

Individual critiques that are conducted in complete
privacy (in an office space or an unoccupied classroom,
for example) provide both you and the instructor with
an opportunity to address relevant issues in greater
depth. You may feel more comfortable expressing con-
fusion or uncertainty in private or may be more willing
to ask questions that you fear are “stupid” if other stu-
dents are not around, Take advantage of an instructor’s
office hours if you feel that yeu would benefit from an
individual critique or meeting. Remember that your
instructors are there to help vou.

Key Questions

for Critiquing Work

The following questions are helpful in directing your
thinking during a critique. While there is some as-
surnption that your work is dealing with recognizable
imagery andfor objects, the questions can also serve
to critique work that is rooted in abstraction or is non-
objective. Reference to “objects” in the questions sug-
gests the presence of tangible and recognizable forms.
By substituting the word “shapes”™ or “elements.” the
emphasis can shift to work that is more abstract in na-
ture. Consequently, these questions could effectively
address drawings dealing with a still life in which the
objective is 1o record the information accurately and
realistically, or these questions could effectively ad-
dress a project that explores the elements of art and
their arrangement in an abstract or nonobjective fash-
ion. The focus of these critique questions is a broad-
based analysis of vour work. You may use these ques-
tions to facilitate your participation in a class critique,
or you may use them to evaluate your work privately,
both in progress and afier it is completed.

Some of the questions imply that there is a “cor-
rect” and an “incorrect” way to approach your work.
Other questions are intended 10 encourage you to
think about variables in your work, what choices you
have made, and why. Some questions may have no rel-

evance to a particular project on which you are work-
ing. Use the questions that are most relevant to your
work, and take into consideration any requirements
or restrictions that may be in place if you are working
on an assignment given to you by your instructor,

QUESTIONS REGARDING COMPOSITION

« What kind of balance has been used in the compo-
sition? Has unintentional centralized or symmetri-
cal balance been avoided? Has a more dynamic
asymmetrical balance been used instead?

= Does the composition contain activity in different
gpatial planes? Have foreground, middle ground,
and background been addressed?

= Do objects or elements in your composition oc-

cupy the foreground, the middle ground, and the

background?

Has attention been given to both positive and

negative space? Has the arrangement of objects

andfor positive space resulted in some interesting
negative spaces?

Have the objects in your composition been

growped in varied and interesting ways? Are

there smaller compositions within the larger

composition?

Has overlapping been used in your composition?
If not, why not? What dees overlapping indicate?

Are there objects of varying size and character,
orare all objects roughly the same size? Are there
both regular and irregular shapes or objects repre-
sented in your composition?

Is there a combination of both open and closed
shapes used to help integrate positive and negative
space, or figure and ground?

Is the entire composition developed equally, or
are there primary and secondary focal points? Are
there areas where the visual emphasis is greater
and areas where the visual emphasis is lesser?

Where are the literal or implied divisions in the
picture plane located? Are dynamic divisions
based on the Golden Section or the Fibonacci
Series in evidence (35 to Y, ¥ 1o 36 .. ) or s
the picture plane routinely divided into halves
and/or quarters?

15 the overall composition excessively crowded
or excessively empty? Does this serve any signifi-
cant purpose?

L
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Is there evidence of harmony {recurring similari-
ties of line, shape, texture, value, and/for color)?
At the same time, is there evidence of variety (re-
curring differences of line, shape, texture, value,
andfor color)?

Do the primary elements used in the composition
deny the picture plane, or do they serve to rein-
force and reflect the picture plane?

Do directional forces and visual paths of movement
direct the viewer's eye throughout the composition?
Are there "dead” spaces in the compaosition?

Are all forms fully contained by the picture plane,
or has some cropping been used? If so, is the crop-
ping occurring in a way that reinforces unequal
divisions of forms, or are forms cropped in half?

« Has tonal structure or value structure been used in
the composition? If so, is the general direction of
the light source clearly identifiable?

+ Are the values or tones in the composition well
distributed and well balanced?

Has value been used in both the positive spaces and
the negative spaces, or just in the positive spaces?

If tangible objects are being drawn, have cast
shadows been used to help anchor the forms to a
ground plane? Do objects appear to be floating?

QUESTIONS REGARDING DRAWING

= What is the subject being drawn? Does it involve
representation, abstraction, simplification, distor-
tion, or transformation?

« What media are used and on what kind of surface?

What is the organizational element in the drawing?
Is it a curve, a diagonal, a horizontal, a vertical, or
a combination?

What kind of line is used, if any—contour, mechan-
ical, gestural, calligraphic, broken or implied, and
so on. Where is line concentrated? Does it create
mass? Does it create value? Does it define edges?

Mote the distribution of different types of line in a
drawing. Are all the lines the same, or do they vary
throughout the drawing?

=+ s there line variation utilized in the drawing? Does
the line variation reinforee volume and weight and
directional light source? Is the variation random,
or does it address specific concerns in relation to
the forms or objects it depicts?

What kinds of shapes predominate? Qrganic/
curvilinear? Geometric/rectilinear? Do the shapes
exist all in the positive space, all in the negative
space, or in both? Are the shapes large, medium, or
small, or a combination of all three? Are they the
same size? Are there repeated shapes?

How have shapes been defined? By line? By value?
By texture? By a combination of these three?

Are shapes flat, two-dimensional, and decorative,
or are they volumetric, three-dimensional, and
plastic?

Is there value structure or tonality in the drawing?
Can you divide value into three groups—lightest
light, darkest dark, and middle gray? Can you
identify in your value structure the six divisions
of light and dark—highlight, light, shadow, core
shadow, reflected light, and cast shadow?

How are your values distributed throughout the
drawing? Is value in the positive spaces only? In
the negative spaces only? In both? Do the values
cross over objects or shapes, or are they contained
within the objects or shapes?

Is value used to indicate a single light source or
multiple light sources? Does value define planes?
Does it define space? Does it define mass or
weight?

Does the value structure create a mood? Is it
high-key value, low-key value, or a complete
value range?

Is invented, simulated, or actual texture used in the
drawing? Is there only one kind of texture used,

or are many textures used? Are textures repeated
throughout the drawing?

Have you used more than one medium? If so, does
each medium remain separate from the other me-
dia, or are they integrated?

What kind of space is utilized? Is it fat or two-
dimensional or decorative space? Is it shallow
space? Is it a deep or infinite space? Is atmo-
spheric perspective used to indicate space? Is it
an ambigueus space or a combination of different
kinds of space?

Are spatial indicators used? Is there evidence of
diminishing size, variety in positions or base lines,
overlapping, sharp and diminishing detail, sharp
and diminishing contrast, linear perspective, or
converging parallels?



280 DRAWING ESSENTIALS

+ How is the composition related to the page or
drawing format? Is it a small drawing on a large
format? Is it a large drawing on a small format?
Is there a lot of negative space? Does the image
fill the format, or is there a lot of extra or unused
space around the edges of the format? Do the
negative shapes seem 10 have equal importance
ta the positive shapes? Are other compositional
devices emploved?

QUESTIONS REGARDING FIGURE DRAWING

Some of the issues that warrant attention in a eritique
of figure drawings are addressed in the critique ques-
tions concerning composition and drawing. But there
are also some aspects of figure drawing that are spe-
cific to figure drawing and important to address in a
critique that sirives for thoroughness and specificity.

» [s the figure represented proportionately? Does the
head relate to the torso, the torso to the limbs, the
limbs to the extremities (hands and feet) correctly
in terms of size? In other words, do the parts relate
to each other in terms of size, and do the parts
relate to the whaole in terms of size? 15 the width
of forms considered in relation 1o the length of
forms? Has the tendency to make the hands and
feet too small been avoided? Is the process of sight-
ing being employed to help determine accurate
proportional relationships? Are the angles and axis
lines of the figure accurate? Are the features of the
face positioned correctly in relation to the head?

Are the comours of the figure being addressed
thoroughly? Is comtour activity being overstated or
understated or stylized? Do the contours of the fg-
ure accurately represent the presence of anatomical
elements and their influence on the appearance of
the figure? Is attention being given to interior con-
tours as well as exterior contours? Is the represen-
tation of contours taking into account instances of
overlapping? Are contour lines reserved for actual
edges in the figure, or is contour line being used 10
draw the edges of shadow?

« Is line work uniform in value and width and sharp-

ness, or is there variation and sensitivity in the
line? Are changes in value and width and sharp-
ness in response to observed changes in contours,
or does the variation in line work appear to be
somewhat random? Does the line variation take
into consideration the light source, the speed of

contours, surface tension, and weight or mass?
Does the line work convey a sense of volume in
the figure, independently of shading or tonality?
Do the quality and character of the line shift in
describing the difference between delicate interior
comtours and Arm exterior contours? I3 there deli-
cate line work underlying the more established line
to convey a sense of process and search, or does
the line appear stiff and rigid? Have appropriate
medium and surface been used to build line qual-
ity and variation?

+ Is composition being carefully considered? What

is the scale of the figure in relation to the drawing
format? Is the figure small on a large format or
large on a smaller format? Is the entire figure rep-
resented, or are parts of the figure cropped? If there
is cropping, is it planned and intentional or the
result of poor planning? Does the placement of the
figure on the page feel comfortable and balanced,
or does it feel crowded to one side or to the top or
bottom of the format? Does the scale of the figure
on the format activate the negative space areas?

Has value structure/tonality been addressed in a
generalized manner in the initial stages, without
premature attention to details? Is value structure
distributed uniformly throughout the figure,

or have focal points been developed? Does the
treatment of value reinforce a clear light source,
or does it create confusion regarding the light
source? Can you identify the six divisions of

light and dark in the drawing of the igure? Are
details defined through value at the expense of
the larger, simpler planes of value upon which
detail is based? Does value cross over edges of the
figure, or is value contained by edges of the figure?
Does tonal structure help to identify anatomical
structure? Has the relationship between shapes
of shadow and shapes of light been accurately
recorded? Are there abrupt value transitions, or
gradual value transitions, or both?

QUESTIONS REGARDING PERSPECTIVE

The way in which perspective is being explored can
vary. While these questions are generally address-
ing work that focuses purely on perspective and the
cubic form as the basic geometric solid from which
many other forms are derived, it is also possible to ap-
ply many of these questions o work that incorporates
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elements of perspective without being specifically fo-
cused on perspective,

Is weighted line used effectively in the composi-
tien? Is line quality used to define the foreground,
middle ground, and deep space? Lines should

be darker and thicker in the foreground, grow-

ing progressively lighter as they move toward the
vanishing point. Is there a geadation from darker
to lighter line in the drawing?

Is value/tonality used in the perspective study?
Does the use of value help create a sense of spatial
depth? Is the gradation from darker to lighter ef-
fective in describing planes and volumes? Is there a
sense of consistency in the use of value in relation
to light source?

Has the placement of forms on the picture plane
been carefully considered? Is the composition var-
ied and interesting, employing principles of com-
position such as balance, harmony, and variety?

Are the cubes drawn in correct proportion on their
foreshortened sides? Cubes should look as though
they are equal-sided. Do the cubes look more like
rectangular solids than like forms that have six
equal sides?

Has the scale determined for the drawing been ad-
hered to? Are the VPL and VPR or the SVPL and
3VPR located in the correct position in relation to
the station peint? Is the eye-level line or horizon
line the correct distance from the ground line ac-
cording to established scale?

+ Are the forms below the horizon line sitting firmly
on the ground plane, or do they appear to float?

Is overlapping used correctly, ensuring that the
mass of one form or cube does not trespass into
the mass of another? This error occurs when two
cubes or forms appear to be occupying the same
space, Have cubes or forms derived from cubes
been drawn transparently in order to identify if
trespassing is occurring?

Are the sizes of the forms consistent with their
position on the picture plane? Forms that are
lowest on the page should generally be the largest.
Forms that are higher in relation to the horizon
line should generally be smaller. This relationship
is reversed for forms located above the eye level.

15 there a gradation from large to small on the pic-
ture plane? Is the diminution too extreme, or does

it need to be more pronounced? [s the progression
from large to small smooth and consistent?

= Is the convergence of the forms executed correctly?
Do lines and surfaces on forms appear to come
together as they recede from the viewer toward
vanishing points?

= Ifthe subject is in one-point perspective, are the
lines of convergence meeting at the same vanishing
point? If the subject is in two-point perspective,
are the lines of convergence meeting at the proper
vanishing points?

« Are the sides, tops, and bottoms of forms properly
foreshortened as their angle to the picture plane
increases or decreases? Often cubic forms are not
foreshortened enough.

» Has the cone of vision been established? [s the
cone of vision teo constricted? Is distortion pres-
ent in any of the cubes or forms near the edges
of the picture plane? Has the cone of vision been
adhered to?

« Ifconstruction lines are to be present in the final
presentation, are they appropriately light and
delicate, or do they interfere with the reading of
the drawing?

Is the presentation of the drawing strong? Is the
drawing clear and clean and readable? Are points
of intersection and points of convergence precisely
drawn? Are all vertical lines drawn parallel to each
ather and drawn as true verticals? Is the drawing
crumpled, creased, or otherwise disheveled?

QUESTIONS REGARDING COLOR

« What color medium are you working with? Is the
surface that you are working on compatible with
the color medium you are using? Does it pro-
vide the necessary texture to hold the color, oris
a textured surface less important with the color
medium you are working with?

+ Are you working on a neutral-tinted surface, either
one that has been commercially tinted or one that
you are tinting yourself? If not, why not?

+ Have you taken the time to establish a strong
compaosition and solid proportional relationships
in vour initial drawing?

« Do you have the necessary accessories to work suc-
cessfully with the medium of your choice?
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+ Do you have enough colors available to work with,
or do you have only a few colors in your chosen

medium?

Are you beginning your color application by work-
ing from general to specific? Are you first identify-
ing larger, simpler areas of color before concerning
yourself with details? Are you working from dark
to light when layering your colors? If using differ-
ent brands of your chosen color medium, are you
working from hard to soft/lean to fat?

Are you applying your knowledge of color theory
in your use of color? Are relatively darker colors
used to describe areas of shadow, while relatively
lighter colors are used to describe areas of light?
Are relatively cooler colors used to describe areas
of shadow, while relatively warmer colors are used
to describe areas of light? Is the color used to de-
scribe areas of shadow less intense than celor used
to describe areas of light?

+ When describing value shifts within an area of
light or shadow, are you using color shifts, or are

-

you simply using lighter or darker versions of the
same color?

Are you considering the role of complements in
relation to shadows? In other words, when the
surface of an object moves into shadow or casts a
shadow, are you adding some of the complement
to the surfaces in shadow or to cast shadows?

+ Are you using every color in the rainbow in your

drawing, or are you attempting to restrict your pal-
ette to achieve harmonious color? Are colors being
repeated throughout your composition?

Are you considering the texture that results from
your color application? Is the texture more sub-
dued in areas of shadew? Is the texture greater in
areas of light?

If blending your colors, are you using your fingers
to blend or are you using a blending tool appropri-
ate to your chosen color medium?

Are you taking correct safety precautions if necessary
when working with your chosen color medium?



Drawing Materials

and Processes

Media and Materials
for Drawing

raditionally, drawing was understood to uti-
I lize certain materials, such as charcoal, chalk,
conte, or ink applied to paper. While these
traditional materials remain vital elements in the lan-
guage of contemporary drawing, the materials avail-
able to artists today have expanded tremendously,
providing drawers with a multitude of options. The
materials used to make a drawing may be chosen for
practical purposes, or the materials may play a signifi-
cant role in the content or meaning of a drawing. Asa
student of drawing, it is important to familiarize your-
self with these materials and to begin to understand
the advantages and disadvantages, the potential and
the limitations, and the characteristics of different ma-
terials, both traditional and nontraditional. While it is
helpful to be familiar with the information provided
here, it should be noted that direct hands-on experi-
ence is the best teacher.

Following is a list of both traditional and nontradi-
tional materials utilized in drawing, and information
regarding the different materials. This list reflects a
broad definition of drawing as reflected in the work
of contemporary artists who continue to expand and
redefine drawing while acknowledging the fluidity of
the discipline.

TRADITIONAL AND NONTRADITIONAL
DRAWING SURFACES AND SUBSTRATES

* Drawing papers (sheets or rolls)
= Watercolor papers

» Printmaking papers

« Commercially tinted papers

« lllustration boards

» Prepared paper surfaces (gesso, blackboard
spray; etc.)

Photographs and photocopies

« Frosted Mylar and acetate sheets
« Canvas and other fabrics

« Glass and Plexiglas

+ Acrylic medium sheets (handmade, not available
commercially)

L] M.l:l.'ll
» Raw and prepared wood
« Wall surfaces and found surfaces

Traditional Paper
There are so many different kinds of paper available
for drawing that it is difficult to sort through all the
possibilities and impossible to list them all here. But
paper choice is important and does affect the final
results when drawing. It is generally not necessary
for beginning drawing students to work on expen-
sive sheets of paper, as there are a number of options
that are more affordable and provide sufficient gual-
ity. Newsprint is good for gesture drawing, for larger
sketches, and for initial investigations of line and
value when using dry media. It is available in pads,
both 18" ¥ 24" and 24" X 36", and comes in both a
rough (more versatile) and smoaoth finish. Affordable
sketchbooks using inexpensive bond paper are more
than suitable for smaller studies and daily sketching.
Az you become more confident with your draw-
ings and begin to explore more developed drawings,
you should consider ather higher-quality papers as an
option. A number of factors and variables determine
the quality of a specific paper and what materials and
processes work best with that paper. These include
texture or finish, sizing, weight, acidity, ply, and size
or dimension.

---------------
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Texture or Finish

Texture or finish refers to how rough or smooth the
surface of the paper is, Some papers, like Stonehenge
or charcoal paper, are available in one texture or fin-
ish only, resulting from how the paper is made. Other
papers offer options such as rough finish (a heavily
textured surface), cold press (a mild or moderately tex-
tured surface created by pressing the paper through
unheated rollers), or hot press (a smooth surface cre-
ated by pressing the paper through heated rollers).
Fabriano Artistico, for example, is available in either
hot press or cold press or rough finish, Other terms
that refer to the texture or finish include vellum finish
{a slightly textured finish) and plate finish (a smooth
finish). Strathmore Bristol, for example, is available in
either vellum finish or plate finish.

Be aware that some papers are fairly uniform on
both sides, and you can use either side of the paper
with fairly consistent results. Other papers have a fin-
ish or texture that is different on both sides, with one
side considered to be the “front” of the paper and
one side considered to be the "back” When describing
the papers texture or finish, the manufacturer will be
describing the front side of the paper. This is not to say
that you cannot use either side, but you may find that
some of the properties of the paper are different on the
back side. For example, Canson Mi-Teintes paper, made
for charcoal and chalk pastel drawing, has a very differ-
ent texture on the back side of the paper than it does on
the front side. In order to see any differences between the
front or primary side of a plece of paper and the back or
secondary side, hold the paper so that light rakes across
the surface at an angle. This will more clearly reveal tex-
ture and surface characteristics, and you can make an

informed comparison between the two sides.

Sizing

Sizing, such as gelatin, glue, rosin, or starch, is added
to the paper to provide resistance to liquid penetration
or to cantrol absorption of wet media. Internal sizing
is sizing that is added to the raw material before the
sheet of paper is made. Most Western papers are sized
internally. Surface sizing is sizing that is applied o the
paper after it has been formed, but before it dries. Sur-
face sizing can be used in combination with internal
sizing. If just one side of the paper is surface sized, it
is best 1o work on that side 1o control absorption and
buckling. Tub sizing is sizing that is applied to both
sides of formed and dried paper by passing it through
a tub. This process results in a more thoroughly and

uniformly sized paper. Watercolor paper is generally
tub sized. Waterleaf refers to a paper with little or no
sizing. The most significant aspects of sizing are how
well it controls absorption or “bleeding” of water-
based media and how well it controls buckling or rip-
pling of the paper when water-based media is used.

Weight
The weight of paper involves a rather complicated sys-

tem wsed by the paper industry that is inconsistent at
best, especially when you consider the differences in
sheet size between commercial paper and artist’s pa-

per. Traditionally, paper is measured by the weight in
pounds of one ream, which eguals approximately 500
sheets. Because paper comes in a variety of sizes, the
weight will vary even though the actual thickness re-
mains the same. Each different type of paper establishes
a certain size as its standard for determining weight.
This is called the "basis weight” For example, a 140-1b
paper tells us that 500 sheets (a ream) of this paper at
its standard size of 22" X 30" weighs 140 pounds.

A more consistent measure of a paper’s weight is the
metric measure, which is being used more frequently by
suppliers of paper for artists. This system standardizes
the weight in grams of a square meter of paper, with-
out regard for the individual dimensions of the sheet of
paper. In the metric system, the 140-1b paper just men-
tioned (based on weight) would be 300 gsm (grams per
square meter), The bottom lineis this: A heavier (thicker)
paper will be indicated by a higher number using either
system. In general, a heavier paper is more durable.

Acidity

Acidity refers to the amount of acid present in a pa-
per. A paper that is acid free has a pH of 6.5 or higher,
indicating alkalinity. A paper with a pH below 6.5 is
considered acidic. Acidic paper is more prone to de-
terioration over time, while acid-free paper resists dete-
rioration over time. Paper can be acidic because of the
ingredients used in making it or because of inferior
storage methods, how it is used, and uncontrolled en-
vironmental conditions. In general, a higher-quality
paper will be referred to as acid free, archival, or 100%
or high rag content,

Ply

Fly refers to one sheet of paper that is bonded or lami-
nated to another sheet of paper of the same kind; | ply is
thinnest, 2 ply is twice as thick, and so on. For example,
Strathmore Bristol 500 series paper is available in 1-, 2-,
3-, or 4-ply. The 1-ply paper is very thin and flexible and



can be rolled, whereas 4-ply is quite thick and boardlike
and would crease or bend if you attempted to roll it

Size or Dimension

Paper comes in a variety of sizes and dimensions
and is sold either in pads (multiple sheets backed
by fiberboard and a cover sheet and glue bound or
spiral bound on one edge), blocks (pads of watercolor
paper bound on all four sides to help control buck-
ling), individual sheets, or rolls. Paper comes in a vari-
ety of sizes, with most pads ranging from sketchbook
size (4" X 6" up to 117 X 14") to larger pads (18" % 24"
up to 24" * 36"). Individual sheets come in a variety
of sizes, depending on the manufacturer—19" X 24",
23" M 297,227 X 307, 26" X 407, 307 X 447, 36" X 487,
38" » 507, 40" % 60, and more. Rells of paper, avail-
able only for certain papers, range in size from 32" X 10
yards, 42" % 10 yards, and 52" X 10 yards to 80 X 20
yards and up to 150-yard rolls! Larger paper can be
cut or torn to any desired size.

Paper Recommendations

Clearly there are numerous options in terms of paper,
and the choices can be a bit overwhelming, even for
an artist who is familiar with various papers and their
characteristics. While there are some papers that are
made specifically for drawing (as opposed to print-
making or watercolor), many papers offered today
provide characteristics that are suitable for drawing
and printmaking or drawing and watercolor (which
will alse accommodate ink washes). While by no
means an exhaustive list, the following information
addresses higher-quality papers available in individ-
ual sheets and recommended for use with a variety of
drawing materials and processes.

White Papers and Neutral-Tinted Papers

Stonehenge: 100% cotton, acid free, moderately
sized, vellum surface, 250 gsm, comes in various sizes
and neutral colors (including black), also available in
rolls. It has 2 smooth surface and works well with a
variety of media, including pen and ink, pencil, char-
coal, pastel, washes, and colored pencil. Holds up well
to repeated erasure and reworking.

Folio: 100% cotton, neutral pH, vellum finish,
moderate texture, comes in two sizes and two neu-
tral colors. It is a good, durable paper for dry drawing
media {pencil, charcoal, and pastel) and will accep
washes but with some buckling depending upon how
much water is used.
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Strathmore Bristol 500 series: 100% cotton, acid-
free, moderately sized, comes in one size (237 % 297,
one color (white), various weights or plies, and vellum
{also called medium or kid) and plate surface. The vel-
lum surface is excellent for dry drawing media, and
the plate surface is receptive to fine pencil and pen
work and washes.

Lenox 100: 100% cotton, acid free, vellum surface,
250 gsm, comes in three sizes, also available in over-
size rolls (60" and 807 < 20 yards). It is a good all-
purpose white paper for drawing and printmaking,
Mot generally recommended for washes.

Rives BFK: 100% cotton or rag. acid free, vellum
finish, moderate internal sizing, comes in various sizes,
neutral colors, and weights (180 gsm, 250 gsm, 270 gsm,
280 gsm, and 300 gsm). Rives BFK white is also available
in rolls. It has a smooth and absarbent surface, good for
drawing (pencil and charcoal) and printmaking.

Fabriano Artistico (formerly sold as Fabriano
Uno): 100% cotton, acid-free, internally and externally
sized, comes in one size (227 > 307), various weights,
and cold press, hot press, and rough finishes. Excellent
for ink and ink washes.

Arches Cover: 100% cotton, acid-free, lightly sized,
cold-press surface, comes in various sizes, weights
(160 gsm, 200 gsm, 250 gsm, 270 gsm, and 300 gsm)
and neutral colors (including black); white also avail-
able in rolls. A versatile, soft paper, good for print-
making and dry drawing media, does not hold up well
to repeated erasure or reworking. Not recommended
for washes.

Coventry: 100% cotton, internally sized, comes
in various sizes (up to 46" X 63"), various weights
(130 gsm, 135 gsm, and 270 gsm), and both smoocth
and vellum finish. Good for dry drawing media, in-
cluding peneil, charcoal, and pastel.

Copperplate (by Hahnemiihle): Neutral pH, mod-
erate internal sizing, vellum finish, comes in two sizes
and two versions of white, It is good for both drawing
and printmaking.

Vellum: A cotton paper, usually translucent, exter-
nally sized, often used when tracing is required, comes
in a variety of sizes and weights. The surface lacks sig-
nificant tooth but will accommodate a variety of dey
drawing media and is especially nice for pen and ink
and marker work.

Hlustration board and bristol board: Although
not technically considered paper, both illustration
board and bristol board provide a good working sur-
face for a variety of drawing materials and processes.
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Bristol board provides a working surface on both the
front and back side, while illustration board is finished
only on one side. Bristol board is typically intended
for longer-term use and preservation, while illustra-
tion board is not. Both are available in both student
grade and professional grade.

Depending on the manufacturer and whether or
not it is student grade or professional grade, bristol
board is generally acid-free and comes in a variety of
sizes, weights, and both plate surface (smooth) and
kid surface (slightly textured). Some manufacturers
provide bristol board in a variety of colors, but gener-
ally it iz white or off-white.

Mustration board, like bristol board, varies in
properties depending upon whether it is intended for
student use or professional use. It is generally avail-
able with high rag content and comes in a variety of
sizes, weights, and both hot-press and cold-press sur-
faces. The color is usually white or off-white. Because
the backing of illustration board is different than the
working surface, it can curl or warp when subjected to
moisture or wet media. To remedy this, you can sim-
ply apply gesso to the back side with a brush, either
“X"ing the back surface from top right to lower left
and top left to lower right or coating the entire back
lightly with gesso. This usually counteracts any warp-
ing or curling of the illustration board.

Charcoal and Pastel Papers—White and Color
Both white and celored chareoal and pastel papers are
made with special consideration for dry drawing media
and generally have a very identifiable texture that re-
veals itsell when the charcoal or pastel is stroked across
the surface. A “laid” surface or finish, typical of many
charcoal and pastel papers, is the result of a wire grid
against the surface of the paper when it is made. Al-
though it is not the only surface found on charcoal and
pastel papers, it is 2 popular finish. Ultimately, personal
preference will determine which paper(s) you most
prefer when working with charcoal or pastel.

Colored pastel paper provides two important
benefits for working with soft pastels—a tinted sur-
face that emphasizes color interaction and a textured
surface to grab and held the pastel and allow for the
application of multiple layers of color. Charcoal pa-
per is often white or neutral in color because it gen-
erally does not require concern for color interaction,
Because both charcoal and pasi:l benefit from some
degree of texture to hold the dry media, many papers
are made with beth materials in mind. While not an

exhaustive list, the following information discusses
higher-quality papers available in individual sheets
and recommended for working specifically with char-
coal or soft pastels,

Strathmore 500 Series charcoal paper: 1%
cotton, acid free, 95 gem with a traditional laid fin-
ish. Comes in pads (a variety of sizes) and individual
sheets (25" % 197) of black, white, and eight different
tints. A great paper for charcoal and pastel.

Fabriano Ingres: A handmade paper, acid-free,
watermarked, with a traditional laid finish. Comes in
two weights (90 gsm and 160 gsm), various sizes, and
multiple colors including black and white. A beautiful
paper for charcoal and pastel.

Hahnemiihle Ingres: Acid-free, watermarked, with
a traditional laid finish, 95 gsm, 19" X 25° comes in
fifteen colors including black and white. A good paper
for charcoal and pastel.

Canson Mi-Teintes: 67% cotton, acid-free, 160 gsm,
194" 2 251", comes in a wide variety of colors that are
not lightfast, also available in rolls. The front side hasa
heavy woven texture and the back side has a smoother
texture. Good for charcoal and pastel.

Art Spectrum Colourfix™: Acid-free, lightfast,
340 gsm, fine tooth surface similar to fine sandpaper,
made by coating smoath watercolor paper with a spe-
cial primer. Durable surface withstands vigorous re-
working and helds multiple layers of color. Comes in
small and large sheets in a variety of colors surrounded
by a thin white border.

Pastelbord™: Acid-free, nonyellowing, granular
finish, ¥&" rigid panel coated with clay and marble dust.
Comes in various sizes and a few different colors.

Nontraditional Surfaces and Substrates

for Drawing

« Prepared paper surfaces—gesso, blackboard spray,
and so on (Figure 7-1)

« Nontraditional or found paper surfaces (Figures

7-2 and 7-3)

Photographs and phatacopies ( Figure 7-4)

+ Frosted Mylar and acetate {Figure 7-5)

» Canvas and other fabrics (Figures 7-6 and 7-7)

Glass and Plexiglas (Figures 7-8 and 7-9)

Acrylic medium sheets—handmade, not available

commercially (Figure 7-10)

Metal (Figure 7-11)

Raw and prepared wood (Figures 7-12 and 7-13)

Wall surfaces and found surfaces (Figure 7-14)

L]
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Figure 7-1. Student work.
Lawra Gajewski. This large
drawing that merges both
interior and exterior views
of an abandoned house
wias done with charcoal on
paper prepared with several
coats of gesso.

Figure 7-2. Student work. Rlan Morgan. This drawing, one in a series of
waorks that explores the structure and limitations of the 9-ta-5 working world,
uses a grid of time cards a3 the substrate, Viewers were able to remave the
cards at will and insert them into a nearby time clock device aften used by
hourly warkers to punch in and out. Once punched, the cards were then
rehung, creating a piece that changed based on viewer interaction.

Figure 7-3. Student waork, Lauren Taylor This is one in
a series of drawings done on pages taken from a child’s
coloring book and remounted. The drawn images are
combined with the coloring book drawings and text to
tramsform the original meaning,
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Figure 7-4. Swudent work. Michael Bobenmoyer. This series of reworked photocopies fs based on an iconic journalistic
phategraph from the Vietnam War that was published around the warld, Each photacopy of the orginal photograph is
reworked and manipulated throwgh a vaniety of drawing processes 1o shift the meaning.

e e S e S —
Figure 7-5. Student work Emily Blocker. Double-sided
frosted Mylar is the substrate for this charcoal and mineral
Sprits. drawang.

Figure 7=6. Studdent wiak, Lares Taylon, This deawiog is done on a fabric
substratis maemated ooy onaseite, O posted is the deawing nedism.
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Figure 7-7. Student work, Alison Simmons. Curtains
purchased from a secondhand store are deawn on with
charcoal in this exploration of the experience of looking back
an our yauth from the perspective of adulthood,

Figure 7-9. Student work. Naomi Fish, This mixed-rmedia
drawing includes Plexiglas as the top layer of the plece. The
Plexiglas has been sanded with sandpaper and drawn on
with white conte to create the misshapen spinal column,

rib cage, and pelvis,

Figure 7-8. Leah Gregoire Prucka, American, Ladder Serigs #14: Caged
Pendulum, 1997, Graphite on prepared glass, 4 = 7 inches. Courtesy of the
artist. This drawing, which explores Christian concepts of the relationship
between suffering and grace, is drawn with graphite on glass. The glass
has been specially prepared to provide a surface that will receive and hold
the graphite.
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Figure 7-10. Deborah Rockman, American, Untitfed FEML
from Losing Sleep, 2003. Digital Lazertran transfers on
handmade acrylic medium sheet, 32 % 21 inches. Collection
of Jeff Meeuwsen and Steve Samson. Photo-based and
hand-drawn imagery were combined to create this image.
The image was then digitally printed on Lazertran transfer
paper and transferred to a handmade sheet of acrylic
medium, The frregular areas wisible on the surface of the
acrylic medium are fissures that result from shrinkage (also
known as crazing) when the acrylic medium Is drying.

Figure 7-11. Dustan Julius
Creech, American, The
Breaker Boys, 2004. Steel,
coal, and oil, 136 = 71
inches. Courtesy of the
artist, Creech uses the raw
materials of blue-collar
industrial laborers to
comment on the hardships
suffered by the iron, steel,
and coal workers of the
United States. This masshve
drawing is executed on
scrap panels of steel
arranged in a gridiike
Structure,
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Figure 7-13. Student wark. Alison
simmons. & wood panel prepared with
sanded gesse is the substrate for this ink
drawing with tinted galkyd poured onto the
completed drawing.

=

Figure 7-12. Student work.
Alisan Simmaons. The small
headboard of a child’s bed,
found at a secondhand
store, provides a surface for
this ink drawing that subthy
explores the abuse of a
young girl,
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Figure 7-14. Studemt
waark. Harry Williams. This
drawing. which measures
10 = 12 feet, was done

on a drywall surface that
was slated for demolition
a3 part of a renovation
project. Using a variety of
dry drawing materials, the
drawing progressed over

a pericd of a few weeks
and was documented
throughout the process,
This photograph of the
piece shows a construction
worker breaking through
the wall from the other side
as he begins tearing the
wall down,

TRADITIONAL AND NONTRADITIONAL + China markers
DRAWING MEDIA - Litho pencils

+ Drawing pencils or graphite pencils « Litho crayons

« Graphite sticks » Acrylics/acrylic washes
+ Graphite powder « Gouache
= Silverpoint » Mixed media

= Ol paint washes
+ Carbon pencils = Wax

+ Vine or willow charcoal sticks + Coffee and tea washes
» Dirt, mud, and clay

« Charcoal pencils

« Compressed charcoal sticks

+ Powdered charcoal « Smoke and/or soot
« Conte or drawing crayons » Photocopy toner
+ Conte pencils » Rust

+ Body fuids

« Colored pencils

= Colored pencil sticks
Dry Media—Black/White and Monochromatic
» Soft pastels Drawing Pencils or Graphite Pencils
= Soft pastel pencils Graphite is actually soft carbon and, when mixed with
clay as a binder, becomes the "lead” in pencils. Draw-

« Ol pastels

ST ing pencils are made of sticks of graphite encased in
woaod or, in the case of woodless pencils, wrapped in a

+ Ink wash lacquer sheath. There are also raw sticks or leads of

« Ink pens graphite that can be slipped into a mechanical lead

« Watsreolor holder. Drawing pencils are available in a range from



hard to medium to soft, denoted as 10H {the hardest),
9H, 8H, 7H, 6H, 5H, 4H, 3H, 2H, H, F, HE (these last
three are mid-range), B, 2B, 3B, 4B, 5B, 6B, 7B, and
8B (the softest). Harder graphite yields lighter, more
delicate lines and tones; softer graphite yields darker,
richer lines and tones. Graphite can also be erased,
rubbed, smeared, or dissolved with an oil-based sol-
vent. Water-soluble graphite pencils are also available.
Beaware that an excessive buildup of graphite can lead
to an undesirable shiny surface (Figure 7-15).

Ebony pencils and carpenter’s pencils are varia-
tions of graphite pencils. Ebony pencils feature a very
black, thick lead that is soft, smooth, and strong and
yields a more matte finish than other graphite pencils.
A carpenter’s pencil has a soft medium lead and is flat-
tened rather than round so it will not roll. The larger,
flattened lead is capable uflargcr, broader marks.

Graphite Sticks

Graphite sticks are a blend of powdered graphite and
clay. Graphite is available in stick form, both square
and rectangular, approximately 3" or 4" In-ng. It is also
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available in larger blocks or chunks of irregular shape,
Like graphite pencils, graphite sticks come in a range
of hard, medium, and soft, with the amount of clay
determining the degree of hardness. The advantages
of graphite over charcoal are that it is less dusty and
generally more durable than charcoal in terms of how
well it adheres to a surface and its greater resistance
to smearing.

Graphite Powder

Powdered graphite (finely ground graphite) is avail-
able from art supply sources and from hardware stores
(it is wsed as a lubricant), Because it is in a raw form,
you can apply it with a variety of materials—cloths,
tissues, your fingers, or a soft brush. Although graph-
ite is not considered toxic, it is not advisable to breathe
any significant amount of geaphite dust.

Silverpoint

Silverpoint is a specific form of metalpoint drawing
in which a wire length of metal (in this case, silver)
is used like a pencil lead to create delicate lines and

| [
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Figure 7-15. Kiel Johnson, American, Work in Progress, 2006. Graphite and ink on paper, 72 » 48 inches. Courtesy of
Hyperbolestudios.com. This very large and highly imaginative drawing of a waterfront structure in progress and surrounded
by scaffolding is drawn with graphite and ink. Careful application of the graphite eliminates excessive glare,
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marks on a prepared surface. The stylus used 1o hold
the silver wire is similar to an X-acto blade holder and
tightens around the wire, holding it securely in place.
The metal wire should be sharpened 1o 4 point. using
a sharpening stone. The drawing surface for silver-
point must be prepared in a way that will accept the
metal. There are some commereial papers available for
silverpoint, but otherwise vou can prepare vour own
surface using Chinese white ground, a white pigment
made from zine oxide. Silverpoint cannot be erased
or changed, and so requires time and patience with
which to build up subtle strokes that, when clustered
together, create subtle tone. Over time silverpoint
will oxidize, causing it to darken slightly and take on
a subtle brownish hue. Similar metalpoint processes
include drawing with a copper wire, which is called

copperpoint, and drawing with a brass wire, which is
called brasspoint (Figure 7-16).

Charcoal Pencils

Charcoal is made by heating wood in the absence
of oxygen until enly pure carbon remains. Charcoal
pencils are made from compressed charcoal. There
are also white “charcoal” pencils that have properties
similar to black charcoal pencils (Figure 7-17). Like
graphite pencils, charcoal pencils come in a full range
from hard ro medium to soft. Some charcoal pencils
utilize the same system as graphite pencils (4H, 2H,
HE, 2B, 4B, etc.), and some use the designations of
5 (soft), M (medium), and H (hard). Charcoal pencils
come in a couple of different forms. Some are lengths
of charcoal encased in wood just like a regular pencil;

Figure 7-16. Ben Polsky. American, Site 21.04, 2005, Graphite and brasspoint on rabbit skin tlue gessoed panel, 12 = 15
inches. Courtesy of the artist. Polsky uses graphite and brasspoint (a form of metalpaint) to investigate the beauty and mystery
of abandoned and demolished buibdings and sites. The rabbit skim glee gesso used o prepare the panel is necessary (o create

3 surface that 15 receplive to brasspomnt,



these can be sharpened in a peneil sharpener. Others
are lengths of charcoal wrapped in a coil of paper with
a small string running along the length. The string is
used to tear down the paper coil that is then removed
to expose the desired length of charcoal, These pencils
cannot be sharpened in a pencil sharpener but must
be sharpened using a sandpaper pad (Figure 7-18).

Carbon Pencils

Carbon pencils are made from lampblack (obtained
by collecting the soot from the burning of oil) and
combine the best qualities of graphite and charcoal to-
gether. They yield a soft, rich, and velvety tone without
shine. They are available in B, 2B, 4B, and 6B.

Vine Charcoal or Willow Charcoal

Vine charcoal is made by burning sticks or twigs of
wood in the absence of oxygen. In an unaltered form,
the sticks will be a bit crooked or curved, but some
manufacturers shape them into a more uniform stick,
Vine charcoal comes in soft, medium, and hard and in
different diameters (very thin to very thick). It is cas-
ily erased and very flexible, so it is particularly good
for the early stages of a drawing. It is not capable of
producing rich, dark black tones and is very fragile
on the surface of a drawing, smearing and rubbing
off very easily ither by accident or intentionally. Vine
charcoal is light and airy and can be easily pulverized
between two fingers (Figure 7-19).

Compressed Charcoal

Compressed charcoal is made by mixing charcoal pow-
der with a binder and then compressing it into sticks,
The amount of binder used determines the hardness of
the compressed charcoal. It is available in both square
and round sticks that generally range from 2H, HE, B,
2B, up to 6B. Sticks of compressed charcoal are stron-
ger and denser than vine charcoal and can be used to
lay in a broad stroke of charcoal by using the side of
the stick. Compressed charcoal cannot be pulveri?.ed
between your fingers (Figure 7-20).

Powdered Charcoal

Powdered charcoal is finely ground charcoal with no
binder. Like graphite powder, it is in a raw form and
you can apply it with a variety of materials—cloths,
tissues, your fingers, or a soft brush. Although char-
coal is not considered toxic, it is considered a nui-
sance dust; it is not advisable to breathe any significant
amount of charcoal dust,
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Figure 7-17. Student work, Mike Hetw, Shiny and reflective surfaces, which
exhibit a different response to a light source, are drawn using white charcoal
on black paper.

Figure 7-1B. Student work. Barb Helmer. Charcoal pencil is used very
effectively in this drawing 1o describe a variety of different textures and
values, The contrast between decay and new growth is emphasized through
the use of the potted plants, which are being nourished and cared for. and

the nieglected interior space.



95 DEAWING ESSENTIALS

Figure 7-159. Student work. Vine charcoal, which
responds well to rubbing, smearing. and eraser wark, is
an effective medium for this drawing of a tricycle. While
the drawing is done from direct observation, the goal was
to focus more on the feeling of b tricycle rather than the
appearance of a tricycle.

Conte Crayons or Drawing Crayons

Conte crayons are made with a chalk base. They are
formed into small square sticks and are available in
a range of hardness and sofiness. They are available
in black, white, gray, and several shades of sanguine
(reddish-brown}. They are capable of a beautiful
range of tones but are somewhat difficult 10 erase
(Figure 7-21).

Conte Pencils

Conte is also available in a pencil form, with a lead
of conte encased in wood. Conte pencils come in the
same shades as conte crayons. They can be sharpened
in a pencil sharpener and are good for detail work that
complements the use of conte cravons.

Dry Media—Color

Colored Pencils

Colored pencils are colored leads encased in wood; they
come ina wide range of colors. They are available in both
a wax base and, more recently, a water base. The wax-

Figure 7-20. Student work. Maomi Fish, Compressed
charcoal sticks are an excellent choice for addressing the
strong tonal contrast in this drawing of an abject body.

based colored pencils can be blended by working the
pencils together or by blending them with a selvent. but
they are difficult to erase, The water-based pencils can
be blended with water. Colored pencils can be sharp-
ened to a fine point for great detail (Figure 7-22). They
have a tendency to develop a waxy, whitish layer on the
surface called “wax bloom” This can be remedied by
wiping the surface gently until the wax bloam is dimin-
ished and then applying a layer or two of spray fixative.
Depending upon the brand you select, some colors may
or may not be lightfast. Check with the manufacturer.
See Chapter Five for more information.

Colored Pencil Sticks

Colored pencils are available in a slender, square stick
form. Colored pencil sticks have the same properties as
colored pencils and are also available in a wide range of
colors. They can be sharpened by hand to a point and
can also be used to Block in large areas of color more
quickly than a colored pencil. Again, you should check
the manufacturer’s information regarding lightfastness.



Soft Pastels

Soft pastels are made of color pigment mixed with
chalk and a binder. This mixture is then shaped into
round or square sticks in a broad range of colars. Soft
pastels are sold as both hard pastels (usually square or
rectangular in shape) and soft pastels (usually round
in shape), with hard pastels typically having more
chalk and binder and less pigment and soft pastels
typically having less chalk and binder and more pig-
ment. Hard pastels are less crumbly and produce less
dust, while soft pastels are more erumbly and produce
more dust. Whether hard or soft, high-guality pastels
provide rich and beautiful color. Their disadvantage is
that they are very easily damaged and hard to protect
since spray fixatives can darken, dull, and/or spot the
color. Be aware that breathing pastel dust is not safe,
so take appropriate precautions (Figure 7-23). See
Chapter Five for more information,
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Figure 7-21. Joseph Stashkevetch,
Amaerican, Blossoms, 2005, Conte crayon
on paper, 80 X 48 inches, Courtesy of
Won Lintel Gallery. Stashkevetch waorks
with conte crayon on paper that has been
sanded to create a very soft, lush surface.
This allows for a very broad and rich tonal
ramge in his highly realistic drawings.

Figure 7-22. Student work. Jessica Serfass. Although
this sensitive investigation of light and shadow has been
rranslated into black and white for repreduction, it was
executed using a full range of colored pencils on newtral-
toned paper. See color plate Figure 5-14,
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and mineral oil and shaped into square or round
sticks. Unlike oil paint and paint sticks, oil pastels
do not require drying time. They will harden to a de-
gree after application, but they never completely dry
so they resist cracking. Oil pastels are acid free and
nonyellowing, and they adhere well to a variety of
surfaces. They come in a wide range of colors and can
be manipulated in a variety of ways. They are soluble
with traditional oil paint mediums, but this works
best with professional-grade oil pastels because they
contain less wax. Lightfastness should be tested by
applying patches of color to a paper surface. Cover
half of each color patch with a thick piece of paper,
expose the paper to direct sunlight for a week or two,
and check for color shifts between the covered and
exposed color. Higher-quality oil pastels are gener-
ally more lightfast than inexpensive oil pastels (Fig-
ure 7-24). See Chapter Five for more information.

Wet Media—Black/White and Color

Ink

Although ink can come in a solid form known as
cakes or sticks {(often called Chinese ink or Sumi ink),
you may be most familiar with the liquid form of ink.
Black drawing ink, often called India ink, is made from
lampblack pigment suspended (in high concentration)
in water with a binder, It can be used full strength with
a variety of different pens (quill pens, reed pens, metal
nib pens) to ereate line work, or it can be applied with
soft brushes, Waterproof ink will not respond to wa-
ter or redissolve once it has dried. Monwaterproof ink

will run or bleed if exposed to water after it has dried
(Figure 7-25).
Ink is also available in a variety of different colors

Figure 7-23. Student work (after Dan Ghena), Susan Naum. A broad range
of soft pastels on tinted paper was used to create this full-color study after a
drawing by the artist Dan Gheno.

FPastel Pencils

Pastel pencils are pastel leads encased in wood. Like
other pencils encased in wood, they can be sharpened
for detail work and used in combination with pastel
sticks. They are also known as colored charcoal pencils
because their texture and consistency resemble those
of charcoal pencils. They come in a wide range of col-
ors that coordinate with the manufacturer’s range of
pastel sticks,

Oil Pastels
Oil pastels are color pigmem (the same pure pig-
ment used in oil paints) mixed with a binder of wax

(including white), with pigment suspended in water
with a binder. Do not confuse pigment-based colored
inks with dyc-based colored inks, which are not light-
fast (they will fade significantly over time). Like black
ink, calored ink can be applied as line with a variety of
differemt pens or can be applied with a brush.

Ink Washes

Ink, both black ink and colered inks, can be diluted to
varying degrees to create a full range of tints and tones
applied as a wash. Again, make sure you use pigment-
based, lightfast colered inks rather than dye-based
colored inks. Use distilled water to dilute your inks, as
lap water can cause the inks to separate (Figures 7-26
and 7-27).
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Figure 7-24. Deborah
Rockman, American, Port
Huron Fog, 1992. 0l pastel
on gessoed paper, 8 % 10
inches. Callection of
Kathleen Taylor. This study
of fog over the shoreline

of Lake Hurom shaws the
subitlety that is possible with
il pastel. The surface of the
drawing also reveals seme
of the different textures
possible with oll pastel.

The sky area is done using
salvents and soft brushes
o dissolve and move the
oil pastel around, The water
area Is done using multiple
layers of oil pastel and a
process called scumbling
that involves dragaing the ofl
pastel stick on its side across
the surface of the paper.

Figure 7-25. Student work, Alex Whitehead. A broad tanal Figure 7-26. Student work. Collin Regimbal, This beautifully
range was achieved using full-strength ink applied with composed and rendered self-portrait, showing the artist engaged in
various brushes both fully charged and dry brushe. a lively debate with himself, was done exclusively with ink washes,
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Ink Pens

Ink pens come in a wide variety of forms, including
technical pens, rollerball pens, felt-tip pens, and ball-
point pens. In general, ballpaint pens, which come in
a variety of colors, will fade over time and are not ad-
vised for archival work. However, many artists enjoy
using them for sketching and other exploratory draw-
ing processes (Figure 7-28),

Technical pens are valued for their ability to pro-
duce uniform line widths and because they contain
their own replaceable ink. They are available with a
variety of tips, each providing a different line width.
They must be carefully cleaned and maintained in or-
der to prevent clogging. The most well-known techni-
cal pen is the Rapidograph® (Figure 7-29).

Felt- or fiber-tip pens and rollerball pens {often
called markers) are widely available and come in a va-
riety of colors, Many are not lightfast, while some are.
They are available in very wide tips (felt- or fiber-tip
pens), very fine tips, and everything in between. They
are disposable because they cannot be refilled with
ink. Some are permanent, meaning they will not bleed

Figure 7-27. 5tudent work. Rian Morgan. Dramatic light and a somewhat When waler is "_ltmd“md w0 LlE dr}* ink, and some .:m.‘

graphic treatment of tonal structure characterize this drawing of a figure not, T'_u'u rsp:cmil}'. popular brands that many artists

gesturing in frustration. are using for fine line work are Pigma Micron® and
Sharpie® Micro. The Pigma Microns use archival ink,
come in six point sizes, will not smear when dry, and
are offered in a variety of colors, The Sharpic Micros
do not use archival ink, but they will mark on a wide
variety of surfaces, including film, glass, plastic, and
other smooth surfaces (Figures 7-30 and 7-31).

Figure 7-28, Stwudent work. Mant Maxwell,
This large drawing. done exclusively with
ballpoint pen on a gessoed surface, presents
a rather surreal investigation of two-point
perspective, interior and exterior space, and
the self confranting the self,
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Figure 7-29, Student
work [detail). Nicholas
Longenecker. This
beautifully detailed linear
drawing highlights this
student’s interest in the
figure and all manners

of clothing and serves to
emphasize the precise
nature of technical pens.

Figure 7-30. Rian Morgan,
American, Drawing from
“Rotting” 2006, Grayscale
markers on paper, 4 X &
inches, Courtesy of the
artist. This drawing, cne of
niearty a thousand drawings
based on videao stills, shows
the translation of full value
inta limited value through
the use of a set of twelve
grayscale markers.
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Figure 7-31. Stwdent work.
Doug Stahl. Drawn on
location, this black marker
drawing utilizes a variety of
strokes to address this view
of a cityscape.

Montraditional Drawing Media

Many of the following materials are considered tra-

ditional materials in disciplines other than drawing,

such as painting {watercolor, acrylic or acrylic washes,
gouache, oil paint washes) or printmaking (litho pen-

cils and litho crayons). So while they are not strictly
nontraditional, they are not first and foremost con-
sidered to be drawing materials. However, just as tra-
ditional drawing materials can be incorporated into
works that are primarily paintings or prints, drawing
can incorporate materials that are often associated
with other disciplines. Additionally, drawing is a vital
element in mixed-media work that defies any narrow
or specific classification through its use of a variety of
media andfor surfaces.

A few of the materials listed here are not generally
considered to be media used in the creation of art, but
some artists have used these materials inventively and
effectively.

+ China markers

« Litho pencils

+ Lithe crayons

« Watercolor washes (Figures 7-32 and 7-33)
« Acrylics/acrylic washes (Figure 7-34)
Gouache (Figure 7-35)

Mixed media {Figures 7-36 through 7-38)
« Ol paint washes (Figure 7-39)

Wax (Figure 7-40)

A

Coffee and tea washes

Drirt, mud, and clay

Smoke and/or soot (Figures 7-41 and 7-42)
Photocopy toner

Rust (Figure 7-43)

Synthetic oil (Figure 7-44)

DDITIONAL MATERIALS FOR DRAWING

AND RELATED PROCESSES

Erasers—Pink Pearl, kneaded, plastic, and tube
erasers lor subtractive drawing, remaoval of media,
repair of a drawing, or manipulation of media
Assorted grades of sandpaper for subtractive draw-
ing and for sanding gessoed surfaces

Assorted grades of steel wool for subtractive
drawing

Oderless solvents such as Turpenoid, Permtine,
and mineral spirits for dissolving or thinning oil-
based media

Chartpak brand Ad Marker colorless blender P-O
#201 for image transfers and blending of markers
and colored pencils

Eberhard-Faber brand Design Art Marker colorless
blender #2311 for image transfers and blending of
markers and colored pencils

Other appropriate solvents for image transfers, such
as Citrasolve, acetone, lacquer thinner, and so0 on



Figure 7-32. Kristopher Jones, American, 8ib, 2006, Ink and watercolor
washes on paper, 50 % 38 inches. Courtesy of the artist. Jones's primary
miedium is ink ling, but here he incorporates a watercolor wash as an
understructure for a complex network of lines that respond to the more
ethereal pature of the wash.
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Figure 7-33. Student work. Sarah Miller. Watercalar
washes provide delicate color and atmosphere for this
graphite pencil drawing that uses nesting birds as a
mietaphor for humans.
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Figure 7-34. Jon Rappleye, American,
Erchanted Wood, 2005, Acrylic on paper,

41 * 384 inches. Private collection.
Courtesy of Jeff Bailey Gallery, New York,
Rappleye's skillful use of acrylic yiclds bold
and graphic lines as well as remarkably fine
tonal structure resulting from the wse of
vy fing brushes that are strokéd across the
surface of the paper. The results, especially
in the birds and animals, mone closely
resemble fine graphite rendering and attest
to Rappleye’s skill and sensitivity.

Figure 7-35. Kelly Allen,
Amdrican, Penguin Totem
{detail), 2008, Gouache on
mat board, 15.5 « 22.5
inches. Courtesy of the artist,
This drawing detail, derived
from a photomontage
sketch, is done with
gouache and a magnifying
glass 1o achieve minule
details.
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Figure 7-36. Student work. Joe Houston. This mixed-media  pigure 7-37. Student work. Jason Roda, This mixed-media
drawing on paper combines charcoal, watercolor, and drawing on paper combines charcoal, graphite pencil, and
vegetable oil. an ink transfer of torn netting.

Figure 7-38. Student work. Elizabeth | Clare,
This twehee-panel mixed-media drawing
combines ink wash, charcoal, and digital
manipulation of four of the scanned panels.
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Figure 7-39. Student work. lody Williams. 08l paint washes
on gessoed paper estyblish the ground for this charcoal and
collage drawing.

Figure 7-50. Jenny Scobel, American, Giel With Wolf (Untitled), 2003,
Graphite and wax on gessoed wooden paned, 32 % 24 inches. Private
codlection. Scobel draws with graphite on a gesso-coated wooden
panel When the drawing is completed, she seals it under a coat af
proidred Wk,
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Figure 7-41. Steven Spazuk, Canadian, Codres, 2001, Soot
on paper, 7 X 5 inches. Courtesy of the artist. This drawing
was done using soot deposited on the paper, The tracks or

trails ef lighter marks are made by placing an insect {in this Figure 7-43, Studentwork, Jane Lubbers, In this drawing that
case, a millipede) on the soot surface and allowing it tocrawl  addresses old age and our cultural attitude toward the elderly,
argund, lifting up the soot as it moves across the paper. rust was used as one of the drawing mediums for both its

beautiful color and its association with decline and aging.

Figure 7-42. Steven
Spazuk, Canadian,
Charancen, 2003, Soot on
paper, 14 X 21% inches.
Courtesy of the artist, This
gridded plece was done
using numerous fragments
from other soot drawings
inwhich a variety of insects
explored the surface. All

of the different traces

were cut up into half-inch
squares (a total of 1,204)
and arranged to creabe this
image of a weevil, The traces
were made by bunerilies,
caterpillars, ants, millipedes,
and other insects.
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Figure 7-44. Manhew BEoonstra, American, Ghests af Detroit 2, 2004,
Used motor oil on paper, 109 = 51 inches. Courtesy of the artist, This
drawing addresses the radical decline of the automabile industry

in Detroit and the subsequent displacement of the American

autoworker. The used motor oil on the paper was heabed with a

torch, causing it 1o burn and singe the paper.

Transfer Techniques
Combined with Drawing

Drawing is capable of conveying a wealth of ideas and
information, whether in its pure, traditional form, ina
maore experimental form, or when combined with other
miaterials or processes that are not specific to drawing.
Drawing is also very versatile, and it can be creatively
combined with a variety of materials and processes.
Many contempeorary artists utilize transfer processes
in combination with drawing, achieving results that
expand upon drawing and incorporate aspects of tech-
nelogy that were unavailable to artists of the past. One
of these transfer processes, closely aligned with print-
making and the idea of multiples, utilizes photocopies
or black-and-white laser printer images.

PHOTOCOPY AND LASER

PRINT TRANSFERS

Materials Needed

You will need some basic materials to explore the pro-

cess of photocopy or laser print transfer.

* An image to be transferred—a black-and-white
photecopy or a computer-generated image that is
printed on a black-and-white laser printer

* A solvent for transferring the image

= A metal spoon, bone folder, or other smooth bur-
nishing tool for applying pressure to the transfer

Small pieces of cotton fabric, cotton balls, Webril
wipes, or makeup-remover pads for applying
solvents

= A surface on which the image is to be transferred

= Drafting tape for holding your transfer in place
when you are burnishing it

Scissors or X-acto blade for trimming your transfer
if desired

= Gloves and safety glasses for your protection

= Drawing materials for working back into the
transfers

Images for Transfer

Because of a tremendous number of variables regard-
ing the source of printed color images for transfer, we
are only addressing here the transfer of images that
are black and white. It should be noted, however, that
any color image can be made into a black-and-white
image through photocopying or digital scanning in
grayscale mode,



Amy image that is in the form of a black-and-white
photocopy or a black-and-white laser printed image
(printed on a black-and-white laser printer) can be trans-
ferved to a receptive surface. Inkjet images do not work
as a source for solvent transfers because the ink is water
soluble, This is not to say that there are not ways to
transfer an image generated by an inkjet printer (both
black and white and color). but we are not addressing
inkjet transfers here. In the case of both photocopies
and laser prints, it is the toner that is transferred from
the source image to the receiving surface. The toner
is made up of very fine particles of carbon or another
dry pigment, and during the photocopy or printing
process, powdery pigment is transferred to paper and
fused in place using heat. When making a transfer, the
solvent used for the transfer releases the toner from
the source image and depaosits it on the receiving sur-
face through applied pressure. In most cases, a laser
print transfers more cleanly and effectively than a
photocopy does.

If desired, images that are in color can be translated
into black and white by photocopying them in black
and white or by digitally scanning them, translating
them into grayscale mode, and printing them on a
laser printer. These can then be transferred. Original
images (drawings, collages, photographs, etc.) can also
be transferred by first photocopying them in black and
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white or by scanning them and laser printing them as
a digital image in black and white. Color can be added
by hand after the transfer is complete,

The photocopying or digital scanning process can
also be used to enlarge or reduce an image, darken or
lighten an image, or otherwise distert or manipulate an
image. Photocopied images can be altered by moving
or sliding the image while the photocopy is in progress.
You can also make a photomentage by combining a va-
riety of images, and this photomontage can be unified
and made ready for transfer by photocopying it or digi-
tally scanning it. Scanned images can be manipulated
in a variety of ways on the computer by utilizing Photo-
shop. Some photocopy centers have the technology to
enlarge and print images up to “poster” size (approxi-
mately 24" % 38"), and these can then be transferred by
hand or by using an etching préss to make the transfer.
If enlarging a small image to poster size for transfer, be
aware that the tonal structure will “open up” after en-
largement, meaning that tones that were rich and dark
in the original image will be considerably less rich and
dark after enlargement, and this will impact the char-
acter of the transfer. Mote that some photocopies trans-
fer more easily than others based on slightly different
technologies in different photocopy machines. In gen-
eral, both photocopies and laser prints will transfer
best when they are fresh (Figure 7-45).

Figure 7-45. Student work. Elizabeth
Tjoelker. Photocopies and laser printer
transfers form the basis for this drawing.
An image or combination of images is
chosen based on conceptual interests. The
image or collage of images is photocopied
at its original size and then reworked via
drawing, sanding, scraping, cutting areas
out, and 50 on. The altered photocopy

is then enlarged to poster size and, if
desired, aliered some more. Finally. the
large photocopy is transferred to rag paper
using Citrasolve and an etching press, The
transferred image on rag paper continues
to be reworked and drawn into until the
desired result is achieved.
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Since a tramsferred image is reversed from its
original form (left i= right and rishl is left), images
that include text or are exclusively text, or images
that you don't want to be reversed, must first be re-
versed or flipped during the photocopying process if
the transferred text is to be readable or if the image
is to retain its original orientation. Most new photo-
copy machines now allow for reversing an image, and
digital images can be reversed in Photoshop. Another
altermative for reversing an image is to apply cooking
oil to a photocopy or laser print, which makes it trans-
parent, and then photecopy it again from the back or
digitally scan it from the back.

Solvents for Transferring Images

A variety of solvents can be used successhully for mak-
ing transfers. Some of the solvents suggested for trans-
fers have harmful vapors, are skin irritants, and/or are
flammable. So please exercise caution, read the labels
for information on safe use, and work in a properly
ventilated space.

Acetone is an ingredient found in nail polish and
nail-polish remover. It works very well for transfers
and can be used full strength (most recommended)
or as an ingredient in nail-polish remover (use a
nonpily polish remover and check the ingredients o
make sure it contains acetone). Acelone can be ap-
plied with any of the recommended absarbent pads
or fabrics. Acetone evaporates rather quickly, de.
pending on whether or not it is full strength or sus-
pended in nail-polish remover, Because of this it is
recommended that you work on small areas at a time
and continue 1o apply acetone as needed. Acetone is
not nontoxic and should be used with appropriate
precautions.

Colorless blender markers work well for transfers,
but only a relatively small area can be transferred at
a time because of the evaporation rate of xylene, the
primary solvent used in many blender markers. In the
past, any number of colorless blender markers could
be used for transfers, but many companies changed
their chemical formulas in response to toxicity and
“recreational” sniffing. As a result, not all blender
markers are now capable of transferring. Design Art
Marker brand colorless blenders (2311) by Eberhard-
Faber work well, as do Ad Marker brand colorless

blenders (P-O 201 ) by Chartpak. Again, these are only
appropriate for doing hand transfers as opposed to
press transfers, and the blenders tend 1o be depleted

rather quickly. Xylene is not nontoxic and should be
used with appropriate precautions.

Citrasolve, a slightly oily, nontoxic cleaning agent
available at major grocery stares where cleaning
agents are sold, has a pleasant citrus scent and works
well for transfers. It allows a larger area to be trans-
ferred more easily because it evaporates more slowly
than other salvents do. If working with large transfers
on a print press bed, Citrasolve allows you to transfer
larger areas in a single pass on the press bed because
of the slower evaporation rate. Citrasolve can easily be
used for hand transfers as well. It can be applied with
any of the recommended absorbent pads or fabrics,
depending on the size of the area you wish to cover.
Sometimes Citrasolve does not transfer quite as thor-
oughly or richly as other solvents. There is a product
called Citra-Strip that is similar to Citrasolve but is
thicker and works very well for transfers. It is recom-
mended that with either Citrasolve or Citra-5trip, you
allow the solvent to sit for a little while on the back
of the image to be transferred before burnishing or
applying pressure. This helps to loosen up the toner
and results in a higher-quality transfer. Flease follow
all safety precautions if using Citra-Strip, as it is con-
sidered hazardous.

Lacquer thinner will work, but it has the distinct
disadvantage of being highly toxic, Like acetone and
xylene, lacquer thinner evaporates very quickly and
thus is not a good choice for doing a large transfer on
a printmaking press. If lacquer thinner is the solvent
of choice, it should be used in a well-ventilated area
away from any open flames, and skin and eyes should
be protected.

Concentrated wintergreen oil, although sometimes
recommended as a solvent for transfer processes,
should not be used, as it is toxic and can be extremely
irritating to skin, eyes, and all mucous membranes.
Make sure you test the surface you are transferring to
with the solvent you want te use. Some of the stronger
solvents may not react positively to some surfaces, al-
tering them or breaking them down,

Procedure for Transferring Images

When transferring by hand, place the image to be
transferred face down on the receiving surface. You
can transfer 1o a varicty of surfaces, including paper
dmﬁing vellum, glass, mirror, metal, frosted Mylar,
smooth wood, and other porous and nonporous sur-
faces. You can use drafting tape to hold the image in



place while you transfer it. The tape will also hold the
image in place when you lift up a corner to check the
progress and quality of the transfer.

Using a small piece of cotton fabric or other ma-
terial listed under “Materials Needed," apply a small
amount of your chosen solvent to the back of the pho-
tecopy or laser print. This makes the copy or laser print
nearly transparent until the solvent evaporates, Using a
burnishing tool, rub the back of the image to be trans-
ferred in firm, circular motions, applying uniform pres-
sure. This transfers the loosened toner to the receiving
surface. Be careful not to move the transfer while bur-
nishing it. If you are transferring a large image, work in
small sections at a time and lift a corner to check the
progress of the transfer. If an area has not transferred
well and your solvent has evaporated, you can apply
more solvent and rework the area to strengthen the
transfer. If your copy or laser print sticks to the receiv-
ing surface (which sometimes happens as the solvent
dries or evaporates), slightly dampen the copy with
water from the back to release it.

Keep in mind that using too much solvent will blur
or smudge the transferred image (although this can
create some interesting effects), while not enough sol-
vent will result in a weak or incomplete transfer. De-
pending upon the solvent you are using, it is wise to
experiment fiest to get a sense of how much solvent is
appropriate, the rate of evaporation, and your sensi-
tivity to the different solvents. Remember to dispose
of solvent-soaked materials safely, in a certified safe
metal wastecan with a lid,

As mentioned, transfers can also be made on an
intaglio press in a printmaking lab using one of the
oil-based solvents that will not evaporate quickly. You
can alse use Naz-Dar transparent base (used to thin
oil-based sereen-printing inks) to make a press trans-
fer by applying a thin layer to the back of the copy,
positioning the copy on the receiving surface, and
running it through the press with firm pressure in the
traditional manner. Do not attempt to use a press for
making a transfer unless you have received instruc-
tion regarding the correct use of an intaglio press.

If transferring to a nonabsorbent or less absorbent
surface, you need to be especially attentive to how
much solvent you use in arder to prevent the trans-
ferred image from blurring or bleeding, unless you de-
sire this effect. For example, if you are transferring toa
gessoed paper surface or a piece of frosted Mylar, any

excess solvent that reaches the gesso or Mylar will not

be readily absorbed and will tend to blur the toner be-
ing transferred. So test your solvent and your surface
first, and keep in mind that you will need less solvent
when transferring to a nenporous surface.

Other Materials Used in the Transfer Process

A burnisher works well as a burnisher! Other options
include wooden or metal spoons (my preference) or
any tools that can be used to vigorously rub the back
of the image to be transferred without tearing the pa-
per. You want to be able to press hard and get good
contact with your burnishing tool. The manner in
which you burnish can also be manipulated to achieve
various results,

Drafting tape can be used to mask off areas of the
image to be transferred or to mask off areas on the re-
ceiving surface where you do not want the transfer to
go. Drafting tape is also used to hold your transfer in
place while you are burnishing and checking the prog-
ress of the transfer. If your transfer accidentally shifis
while you are working on it, it is nearly impossible to
realign the image with what you have already trans-
ferred. Intentionally shifting the registration can create
an interesting “double image”

Additional Considerations

The quality of the photocopy or laser print affects
the quality of the transfer. The richer the image, the
richer the transfer. Delicate information, particularly
in photocopy form, does not generally transfer well.
An image that is high in contrast will generally main-
tain more int:grit)r after being transferred. The best
way to determine the potential quality of the transfer
is to first experiment on scrap surfaces with an extra
photocopy or laser print. The amount of pressure ap-
plied, either in a hand transfer or on a press bed, also
affects the quality of the transfer. More pressure yields
a more complete transfer.

Mote that different photocopy machines and laser
printers yicld slightly different results and use differ-
ent amounts of ink or toner that can affect the quality
of the transfer. While all the solvents listed here work
to facilitate a transfer, the stronger solvents (acetone,
lacquer thinner, xylene in colorless blenders) gener-
ally yield a richer transfer. Again, a little extra time
spent in experimentation will help you to avoid un-
necessary frustration.

The surface to which you are transferring has an
impact on the quality of the transfer. The smoother the
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surface, the more crisp and complete the transfer will
be. If you are transferring to a rougher, more textured
surface, this will be reflected in the transfer because
the carbon or pigment particles will sit on the highest
areas of the textured surface but not on the lower areas
of the textured surface. The more pressure you apply
to the transfer, the more likely that the transferred im-
age will find its way into the textured surface.

By photocopying or scanning original art, you
can utilize a drawing, painting, collage, or other im-
age in a variety of different ways without altering the
original. You can repeal an image (in various sizes) as
muech as you want without having to draw it over and
over again, which can save a lot of time. You can draw
back into transfers with a variety of materials, and
once an image is transferred it will withstand erasure
and will not bleed if exposed 1o water-based materials
like watercolor or ink wash. You can take a photo-
copied or laser printed image and alter it by scraping
or sanding, taping or stenciling areas out, cutting into
the image, or otherwise manipulating it before you
transfer it.

Transfers can also be layered one on top of an-
other, Because only the toner is actually transferred,
any areas of an image that are white or paper tone will
effectively become transparent when you make the
transfer. Transferred images can be combined in a va-
riety of ways, limited only by your imagination and
sense of experimentation.

ACRYLIC MEDIUM TRANSFERS

Although it is a bit different than a toner transfer, you
can also “transfer” images using liquid acrylic gloss
medium and almost any image existing on paper, in-
cluding color images (Figure 7-46).

Materials needed
You will need some basic materials to explore the pro-
cess of acrylic medium transfers.

+ Animage to be transferred. You can use photo-
graphs or images from magazines, newspapers,
photocopy machines, or laser printers—black and
white or color. Photographs or coated magazine
images should be photocopied first in order to
transfer effectively.

+ Liquid acrylic gloss medium.

» Small pieces of cotton fabric for removing paper
backing.

+ Drafting tape for keeping your image flat and hold-
ing it in place when you are coating it.

« Soft brush appropriately sized.,
+ A pan of lukewarm water.

Procedure for Transferring Images

Take the image that you want to transfer and tape it
(using drafting tape) to a firm surface, front side up,
to minimize curling, Mote that any area of the image
that is taped will not transfer because it will not re-
ceive the necessary coats of acrylic medium. With a
soft brush, apply a coat of acrylic gloss medium to the
Sfront side of the image, brushing in one direction only.
Malke sure you don't get any medium on the back of
the image. After each coat dries, apply another coat,
brushing in the opposite direction. Apply five to ten
coats minimum, letting each coat dry and brushing in
the apposite direction each time.

When you have finished this process, place the
coated image in a pan of lukewarm water and let it
soak for about fifteen minutes, no longer than twenty
minutes. The acrylic medium may appear foggy or
milky while wet, but it will turn clear again after it
is dry. While still wet, peel or gently rub the paper
backing off with a piece of soft cowon fabric. You
may have to gently rub the wet paper backing a few
times to completely remove all of it from the sheet
of acrylic medium. The end result is your image sus-
pended in a thin, transparent, flexible sheet of acrylic
medium, This can be applied to any surface that ac-
cepts acrylic using acrylic medium as an adhesive.
The suspended image can also be stretched and dis-
torted slightly, but be aware that too much stretching
will tear the sheet.

LAZERTRAN TRANSFERS

Lazertran transfer processes allow you to apply im-
ages to all sorts of different surfaces, including porous
and nonperous, flat and three-dimensional, smooth
and rough. There are a wide variety of Lazertran pa-
pers available for different uses, including Lazertran
Inkjet (for use with inkjet printers), Lazertran Silk
(for transfers to silk that will not stiffen the fabric).
and original Lazeriran (for transfers to a variery of
surfaces), which is what we will be discussing here.
For purposes of clarification, please note that the
erms Lazertran, Lazertran paper, transfer, transfer
paper, decal, transfer decal, and decal membrane are
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Figure 7-46. Deborah Rockman, American, Scenario 2GROR (version 2) from Losing Sleep, 2006, Acrylic medium transfer on
gessoed panel, 17 % 22 inches, Courtesy of the artist. Images from a variety of sources, including drawings, photographs,
and digital drawings, are collaged together digitally, printed, and transferred onto clear acrylic medium. The sheet of acrylic
medium that holds the images is then adhered 10 a gessoed birch panel using more acrylic medium as the adhesive,

all various ways of referring to the Lazertran water-
slide decal transfer paper used for making your trans-
fers (Figures 7-47 and 7-48).

Lazertran is a waterslide decal transfer paper {cur-
rently available in both 84" % 11" and 11" % 17" sheets)
that was originally develaped for use in black-and-
white and color photocopy machines. In its earlier
form, it allowed you to photocopy any image (in black
and white, monochrome, or full color) onto Lazer-
tran paper for transfer to another surface via a clear,
thin, decal-like membrane. The original paper was
relatively heat sensitive, but older photocopiers op-
erated at a temperature that was compatible with the
product. Several years ago, the Lazertran paper was

reformulated to tolerate higher temperatures without
melting, which allowed for its use in a variety of black-
and-white laser printers as well.

With the introduction of multifunction printers,
many current photocopiers are integrated into digital
printers that use a different technology and operate
at a higher temperature, rendering them incompat-
ible with current Lazertran transfer paper. But Lazer-
tran continues to work very well with older color and
black-and-white photocopiers that wse a dry toner
and silicon release oil as well as a variety of black-
and-white laser printers and some color laser print-
ers. Lazertran transfers do not reverse when th-.*:.' are
transferred, so there is no need for concern about this.
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Figure 7-47. Deborah Rockman, Américan,
Untitled LEBF from Losing Sleep, 2004,
Digital Lazertran transfer on acrylic
medium, 37 x 28 inches. Courtesy of the
artist. A scanned drawing and a found
photograph were digitally merged and
then printed (using a black-and-white laser
jprinter) on Lazertran, The Lazertran was
then transferred onto a handmade sheet of
acrylic medium. |

Figure 7-48. Deborah T
Rockman, American, g w ’ = = = = "
Scenario VGROW from Losing " T

Sleep, 2005. Digital Lazertran £

trarater on sorylic medium, :

23 = 34 inches. Collection
of Regina Salmi. Found
photographs were scanned

and digitally manipulated. |
The fHigures were then
digitally dranwn using &
fguse and merged with the
photographic background.
The finished image was
printed on Lazertran wsing

a black-and-white laser
printer and then transferred
onto a handmade sheet of
acrylic medium.




A comprehensive list of compatible printers, supplied
by customers who use Lazertran, is provided on the
Lazertran website at wwwi.lazertran.com.

Materials Neaded
You will need some basic materials to explore the
Lazertran transfer process.

-

Lazertran paper created for use with color
photocopiers.

An image to be transferred. You can use any kind
of image or combination of images that is capable
of being printed on Lazertran using a compatible
photocopier or laser printer.

A shallow pan with warm water for saaking the
Lazertran paper.

L

A plastic or rubber squecgee to assist with the
transfer.

A surface on which the image is to be transferred,
including paper, canvas, glass, ceramic, shiny sheet
metal, wood, stone, plaster, leather, PVC, and other
“difficult” surfaces.

A soft brush.

= Scissors or X-acto blade for trimming your transfer
if desired.

L]

Acrylic medium (matte or gloss) for transferring
onto paper or canvas.

+ Denatured alcohol for use when transferring to
nonabsorbent shiny surfaces.

+ Turpentine for transferring to paper, wood, stone,
plaster, leather, PVC, and other “difficult” surfaces
without using acrylic medium.

Procedure for Transferring Images

to Nonabsorbent, Shiny Surfaces

For this process, you don't need any special adhesive
other than the gum that is on the back of the transfer
paper. Trim your transfer to size if you do not require
the entire sheet. Place the Lazertran into a shallow pan
of warm water, inserting the wide end first. The paper
will roll up. Make sure it is entirely covered with water
and soak for a minute or two.

Remove the transfer from the water, at which time
the transfer should be releasing from the backing,
Carefully unroll it, and position it on the receiving
surface. Slowly slide the backing out from beneath
the transfer without lifting it too much, which can
create excessive air bubbles or wrinkling. Use a soft
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brush to begin brushing out any air bubbles. Brush
carefully from the center and toward the edges, avoid-
ing excessive pressure that could tear the delicate film.
When you have brushed out any large air bubbles,
you can then use the squeegee to remove any remain-
ing smaller air bubbles. Allow the transfer to dry for
twenty-four hours. To protect it, you can varnish the
image with either acrylic or oil-based varnish.

If you are interested in stretching the transfer de-
cal around a surface that is not flat you can apply
a very small drop of denatured alcohol to the re-
ceiving surface and apply the wet decal to this. This
makes the transfer decal more flexible so that you
can stretch it around a variety of shapes. Remember
that once the decal is separated from the backing, it
is very thin and must be handled carefully to pre-
vent tearing.

Procedure for Transferring Images

to Paper or Canvas

Attach your paper or canvas to a flat board. Paper
surfaces should be sealed with clear acrylic medium
{gloss or matte or a blend of the two) to help avoid
buckling and to increase the mobility of the transfer,
making it easier to move it around inte the position
you want. Canvas should be primed with acrylic me-
dium or another acrylic primer. You can dilute the
aerylic medium with up to 25 percent water.

Trim your transfer to size if you do not require the
entire sheet. Place the Lazertran into a shallow pan of
warm water, inserting the wide end first. The paper
will roll up. Make sure it is entirely covered with water
and soak for 2 minute or two.

While the transfer is soaking, recoat your paper
or canvas with acrylic medium or acrylic primer {use
a soft brush or a short-haired roller) so that it is wet
when you apply your transfer. Remove the transfer
from the water, at which time it should be releas-
ing from the backing. Carefully unroll the transfer,
and poesition it on the receiving surface. Slowly slide
the backing out from beneath the transfer with-
out lifting it too much, which can create excessive
air bubbles or wrinkling, Use a soft brush to begin
brushing out any air bubbles. Brush carefully from
the center and toward the edges, avoiding excessive
pressure that could tear the delicate film. When you
have brushed out any large air bubbles, you can then
use the squeegee to remove any remaining smaller
air bubbles. Allow the transfer to dry flat for several
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Figure 7-45. Deborah Rockman, American, Change of a Liferime, 2000, Digital
Lazertran transfer on stones, 20 = 16 inches. Courtesy of the artist. Digitally
scanned images were printed on Lazeriran using a black-and-white laser
printer, The images were then transferred onto the surface of stones wsing a
turpentine transfer method,

hours, after which you can apply an additional coat
of matte medium for a flat finish or gloss medium
for a shiny finish,

When using water or acrylic medium to facilitate
your transfer, Lazertran leaves a decal-like surface in
place after the transfer process is complete, and this
surface is somewhat plastic-like in character. Whether
the surface is left open or is coated with acrylic me-
dium, it is not very receptive to most traditional draw-
ing media, especially dry drawing media, As a result,
vou will typically not be able to work back into the
surface in the same way that you can if working with,
for example, a solvent transfer. So make note that if
you want to combine drawing processes with im-
ages derived from other sources, you should integrate
these media prior 1o printing the image on Lazertran
via photocopying or laser printing.

Procedure for Transferring Images to a Variety
of Porous Surfaces Using Turpentine

Trim your transfer to size if you do not require the
entire sheet. Place the Lazertran into a shallow pan of
warm water, inserling the wide end first. The paper
will roll up. Make sure it is entirely covered with water
and soak for a minute or two.

While the transfer is soaking, coat your receiving
surface with pure turpentine, Remove the transfer
from the water, at which time the transfer should be
releasing from the backing. Carefully unroll it, and
blot off as much excess water as possible. Position
your transfer on the receiving surface. Slowly slide
the backing oul from beneath the transfer without
lifting it too much, which can create excessive air
bubbles or wrinkling. Using a soft brush, apply some
maore turpentine to the surface of the transfer, which
begins to dissolve the decal membrane. If you use too
much turpentine er brush too long or oo vigorously,
vou risk breaking the transfer down, so exercise cau-
tion. Allow the image 10 set for several hours until
the turpentine has evaporated and the surface is dry.
Be aware that use of pure turpentine requires ade-
quate ventilation and other safety precautions. Tur-
pentine substitutes will not work with this process
(Figure 7-49).



APPENDIX

Contemporary Art

A GALLERY OF DRAWINGS

s the title clearly states, this book is a guide to
Admwing from observation. It focuses primar-

ily on the development of increased sensitiv-
ity to visual stimuli, to drawing materials and surfaces,
to the skills that form a solid framework for exploring
drawing and the myriad possibilities it offers at an ad-
vanced and independent level. Throughout the text,
the examples offered reflect an approach to drawing
that is not limited to observation exclusively. Some
abstract drawings serve as examples for the use of
various materials, some drawings combine traditional
drawing with digital techniques, some drawings in-
corporate nontraditional practices such as transfers
and collage, and some drawings clearly utilize a blend
of observation and invention.

As stated in the Introduction, the duality of tra-
dition (based on historical notions of drawing) and
innovation (based on contemporary notions of draw-
ing) is, in my experience, one of the hallmarks of a
successful drawing progeam. Initial course work at the
foundation level provides students with strong funda-
mental skills and experiences rooted in tradition, while
intermediate and advanced course work progresses
toward a broad working definition of drawing that
supports students whose emphasis is more traditional
as well as students whe wish te expand upon or work
outside of a traditional definition of drawing,

In these final pages is a sampling of the work of a
number of contemporary artists who work exelusively
in drawing or whose studie practice incorporates
drawing as a significant component in their body of
work. When possible, the artist’s own words are used
to describe his or her work and intentions. In the ab-
sence of this, a discussion of the artist’s intentions or
process is provided based on available information,
Some of the work is clearly more rooted in tradition
(Mary Borgman's charcoal on Mylar portraits, Joseph
Stashkevetch’s highly realistic drawings, or Robert

Schultz's graphite renderings of the figure), while
other work extends beyond the scope of observation
or engages nontraditional processes and materials
(Jon Rappleyes fantastical worlds populated by the
familiar and the unfamiliar, or Dustan Creech’s draw-
ings on steel).

Although these works represent only a small frac-
tion of contemporary drawing practices, the intention
is to highlight possibilities in terms of subject matter,
content or idea, formal concerns, materials, and pro-
cesses. All of the artists represented here graciously
granted permission to reproduce their work,

Joe Biel
(Figures App.-1-App.-4)
Joe Biel, who lives in Los Angeles, says about his work,
“1 am most interested in charged human situations.
This interest is reflected through various means in
particular works; sometimes by portraying a particu-
lar moment or event, but more often by showing the
moment before or after an action that is not named
or specified. I'm more interested in the suggestion of
narrative possibilities than in clearly resolved linear
narratives, though it seems important that certain de-
tails {e,g,,, gestures, expressions, clothing, object types)
remain quite specific. For me it is in the possibility of
the more general metaphor meeting the peculiarly
specific that images start to realize a greater, more lay-
ered potential” While Biel is interested in narrative,
he doesn’t think of himself as a storyteller. “Net that
[ wouldn't want to be, but if I try to look at the work
from a distance, as much as that is possible, I realize
that what I'm really interested in is charging images
with narrative possibilities”

Biels process is elegant vet pared down, exclud-
ing everything that is not immediately significant 1o
the central figure. Most often male, the subjects find

Please refer to the color plate section following page 368 for color reproductions of Figures App.-59 through App.-85.
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themselves in strange. unsettling, surreal situations
and predicaments. “1 realized that what really inter-
ested me was not the story that was being told, but
the strangeness of the world these figures and their
often stranger environments created. It was all in the
details, the strange distortion of a head or a hand,
the way a gesture seemed forced when compared

with photographic naturalism, Or the fact that the
rider was too big for the horse so that a sort of toy-
like quality invaded the whole scene, or that the art-
ist set the scene partially in his own time and place
and partially in a place with some biblical or histori-
cal reality so that the combination created an almost
surrealistic quality”

Biel, American, Jumper,

2005, Watercolor, pastel, |
prismacolos, and graphite {
on paper, 72 ® 60 inches.
Courtesy of Greq Kucera

Gallery, Seartle, WA

Figure App.-1. Jog ‘
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Figure App.-2. loe Biel, American, Dancers,
2005. Graphite on paper, 30 * 22 inches,
Courtesy of Greg Kucera Gallery, Seatthe, WA,

Figure App.-3. Joe Biel, American, Pistol,
2006, Graphite, watercolor, and prismacolor
on paper, 64 ¥ 53inches, Courtesy of Goff
and Rosenthal Gallery, New York.
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Figure App.-4. Joe Biel, American, Bell,
2006. Graphite on paper, 30 % 22 inches.
Courtesy of Greg Kucera Gallery, Seattle, WA,
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Mary Borgman
(Figures App.-5-App.-8)

Mary Borgman works in the tradition of represen-
tational portraiture and uses the traditional drawing
medium of charcoal. But her drawings, executed on
large sheets of frosted Mylar, rise above the conser-
valive associations we ofien ascribe to traditional
portraiture,

Her subjects are usually depicted slightly larger
than life, gazing out from the surface directly into

the eyes of the viewer. Regardless of who her sub-
jects are, they capture our attention and exude intel-
ligence, pride, and self-awareness, inviting a response
of curiosity and a desire to know these peaple better.
Borgman's facility and sensitivity with her medium
and process are nothing less than impressive, And
her selection of subjects is broadly diverse in terms
of age, gender, and ethnicity, Borgman’s drawings are
as compelling for their surface of marks and smudges
as they are for the character of her subjects that is so
expertly revealed,
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Figure App.-5. Mary
Borgman, American, Nati
Zohar (standingl, 2004,
Charcoal on Mylar, 76 X 42
inches. Cotlection of Rick.
Shoemaker and Jim Ruwd,
Chicaga; courtesy of Ann
Wathan Gallery, Chicago.
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Figure App.-6. Mary Borgman, Amesican,
Dy. Kepano Mpuang (standing), 2002,
Charcoal on Mylar, 96 % 43 inches. Courtesy
of Ann Nathan Gallery, Chicago.
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Figure App.-7. Mary Borgman, American, Portrait of Tormivwa
Alabi, 2004, Charcoal on Mylar, 69 x 42 inches. Private
eallection, Chicago; courtesy of Ann Mathan Gallery, Chicago.

Figure App.-8. Mary Borgman, American, Portrair of Kevin
Croker, 2006. Charcoal on Mylar, 68 X 44 inches, Collection
of David Pence, Los Angeles; courtesy of Ann Matham
Gallery, Chicago.
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Dustan Creech
(Figures App.-9-App.-11)

“I create work that encapsulates the lives of the socially
insignificant. 1 am from Harlan County, a peverty-
stricken coal area in southeastern Kentucky. My fa-
ther has been a coal miner for thirty-five years and he
is still underground at the age of fifty-seven. He has
sacrificed his life for his profession and ouwr nations
energy. I've watched his health slowly decline due
to his work environment as the demand for his job
grows. This has fueled the fires for my work in which
I relate industry, labor rights, and America’s energy

consumption. From the victims of Hurricane Katrina
to the blue-collar worker in our factories, these are the
lives I focus on.

“The 'steel drawings’ are a portrayal of the lives
of the blue-collar workers who slave to build the
backbone of America through iren, steel, and coal.
I gather scrap panels from steel factories and arrange
them like puzzle pieces to create the background for
the work. [ anly use tools and materials indigenous
to the professions of the workers included in my im-
agery, such as metal grinders, metal sheers, coal dust,
oil, and steel” See more of Dustan Creechs work in
Chapter Seven.

Figure App.-9. Dustan Julius Creech, American, Deeper in Debt, 2005, Steel, coal, and oll, 73 = 60 inches.

Courtesy of the artist.
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Figure App.-10. Dustan Julius Creech, American, The Breaker Boys, 2004, Steel, coal, and oil, 136 71 inches.
Courtesy of the artist.

Figure App.-11. Dustan
Julbus Creech, American,
Ancther Day Ofder, 2005.
steel, coal, and oil, 60 % 48
inches. Courtesy of the artist.
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Susan D’Amato
(Figures App.-12-App.-14)

“The navel is a symbol of origin and myth, a form and
space at once that embodies our identity, vulnerabiliny,
and mortality. Intrigued with the symbaol, form, and
idea of the navel, these drawings explore the relation-
ships between identity, the bady, natare, and origin.
Often regarded as sexual, hidden. attractive, or repul-

Figure App.-1Z. Susan D'Amato, American, Faeragaon, 2005,
Charcoal on paper, 60 = 42 inches. Courtesy of the artist,

sive, the navel signifies our primal beginning to birth
and our primary connection to maternal nurtaring.
Seen as a wound or scar, it is the evidence of our sepa-
ration, dependence, and need, embodying the duali-
ties of attachment and detachment, dependence and
independence, loss and growth. The interplay between
the mystery of creation and the body comes together
in a single landscape to evoke a contemplative aware-
ness of the interdependence of life”

Figure App.-13. Susan D'Amato, American, Reflection, 2005,
Charcoal on paper, 80 = 42 inches, Private collection, The
Minister of Foreign Affaies, Belgium,



COMTEMPORARY ART | 327

Figure App.-14. Susan

D'Amate, American, Dad,
2000. Pastel and charcoal
on paper, 50 ¥ 42 inches.
Courtesy of the artist.
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Bailey Doogan
(Figures App.-15-App.-17)

“For the past fifteen years, my drawing and painting
has focused on the human body, the mutable body
where flesh moves, changes, and has infinite variety.
Our bodies are full of stories, They are detailed maps
of our experiences. This corporeal topography of hair
patterns, veins, scars, calluses, wrinkles, and flesh
{both smooth and crenulated) speaks of a life lived.
“Represemtations of the aging body, with some no-
table exceptions, have been largely excluded from the
art canon. For the most part, the history of the body
as naked subject has been the history of the body as
seamless object. In addition to visuals, since language
carries the weight of intellectual authority, text is of-
ten used to ‘explain’ the bodv. Much of my work ex-

Figure App.-15. Bailey Doogan, American,
A Front, 2002. Charcoal on primed paper,
72 % 53 inches. Courtesy of Ethertan Gallery,
Tucson, AL

plores that charged relationship between the world of
discourse and the palpable world: the body and the
words surrounding it

“Because of the highly articulated physical pres-
ence that | have wanted in my waork, over the past fif-
teen years [ have had to reteach myself to draw. That
learning process is ongoing. The drawing process is
subtractive. | initially apply many layers of gesso 1o
the paper, then blacken the entire primed surface with
charcoal. | draw with sandpaper to pull lighl ar¢as
from the dark, so that the bodies become luminous in
the space: both receivers and emitters of light. As my
visual acuity diminishes {detaching retinas, cataracts,
etc.), my representation of the body has become more
haptic or felt. While working, [ feel that I'm literally
crawling over the surface of the body—familiarity
breeds redemption.”
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Figure App.-16. Bailey Doogan, American, Spell V. TITMAN, 1998. Charcoal on primed paper with blmul[eftmm
84 ¥ 62 inches. Collection of Ted G. Decker,
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Figure App.-17. Bailey
Docgan, American, Spefl ML
LEGMAN, 15597, Charcoal

on primed paper with bas-
refief text frame, 84 x 62
inches. Courtesy of Etherton
Gallery, Tucson, AZ

Rob Evans
(Figures App.-18-App.-21)

For the past twenty years, Rob Evanss work has fo-
cused almost exclusively on the farm and surrounding
landscape in rural Pennsylvania where he lives with
his wife and his children. His earlier work from the
late eighties through the late nineties explores various
aspects of rural life and the inevitable forces of nature.
Through his astute observations and exquisite drafis-
manship, his exterior spaces focus on the passage of
time, the cycles of life and death, growth and decay,
changes of season and weather, and the mysteries of
light. In many cases they are about seemingly insig-
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nificant events, perhaps an insect metamorphosing or
a distant storm approaching, or provide discreet evi-
dence of distant neighbors via specks of light or trails
of smoke. His intricate interior spaces, orderly and
geometric, provide liny glimpses of the surrounding
landscape and are eerily devoid of the human form
for which they are intended, conveying instead a pro-
found stillness and isolation.

It is his hope to present these commonplace ob-
jects, spaces, or events in such a way that they become
unconventional metaphors for the human experience
and specifically his own experiences as an artist, fa-
ther, husband, and participant in life at this particular
time in history.



R L ke Ul D
(i, Vil 15 =
L S T -

L

-
£
o
s
=
B
3
=
o
3
o
=]

Pre

e S
-
F

App.-18. Hob Evans, American, Study for
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Figure App.-20. Rob Evans, American, Metamorphasis (Study for “Cleada®), 1996, Charcoal and conte on
paper, 40 X 30 inches. Courtesy of the artist.
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Figure App.-21. Rob Evans, American, Power Lines 1, 1986, Graphite on paper, 21 % 25 inches. Courtesy of the artist.



334

DREAWING ESSENTIALS

Dan Fischer
(Figures App.-22-App.-24)

Dan Fischer, who works with only a mechanical pencil
and an eraser, continues to explore his self-appointed
task of drawing familiar photographs of renowned
artists with great detail and precision. The artists he
chooses to represent in his drawings are artists who
have influenced him in some way, although the influ-
ence may not be readily apparent 1o the viewer. These
drawings initially appear to be photographs, revealing
their true identity only upon close inspection.

Fischer uses a grid when transferring his drawings
to the paper surface and allows the grid to remain vis-
ible in the end result. The grid fades in and out of view,
depending upon the tonal structure through which it
passes, The grid is most poignant when juxtaposed
with images of artists whe worked in the modernist
era, and serves to remind us that we are in fact not
looking at a photograph but at a drawing of a photo-
graph intended to pay homage to artists, both past and
present, whom this artist admires.

Figure App.-22. Dan Fischer, American, Philip Gusron, 2004, Graphite on paper. Image: 8.125 = 11,375 inches: paper:
17.125 = 22,125 inches. Image courtesy of the artist and Derek Eller Galtery, New York., Private collection,
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Figure App.-23. Dan Fischer, American, Andy Warhol, 2003, Graphite on paper. Image: 12,625 ¥ 9625 inches; paper:

2225 ¥ 17,875 inches. Image courtesy of the artist and Derek Eller Gallery, New York. Cellection of Graham Schneider,
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Figure App.-24. Dan Fischer, American, Diave Wajnasowicz, 2003. Graphite on paper. Image: 6,125 « 5.25 inches; paper:
15 % 11.25 inches. Image courtesy of the antist and Derek Eller Gallery, Mew Yark. Collection of Mark Pellack.



Sangram Majumdar
(Figures App.-25-App.-29)

Sangram. Majumdar is a witness to the beautiful in
the ordinary, to the casual interplay of strangers en-
countering each other in crowded public places. They
pass by one another in a bus station, on an escalator,
in an airport, on a sidewalk at night. They move in
different directions, some looking down, some look-
ing straight ahead, some sneaking sidelong glances
at passersby. The interaction is almost exelusively
physical as they jostle past ene another on their way
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to their destination, moving off all four sides of the
plcture plane,

Majumdar views his subjects from above and
washes them in rich, beautiful charcoal and graphite
tones. Their contours shift between distinct and indis-
tinct as they both merge and separate in their move-
ment through space. We are frequently drawn to one
or more specific figures through his careful manipula-
tion of value and light. As viewers, we scan the scene
locking for a familiar face and are just a step or two
away from slipping into the crowd and joining the
others as they hurry on their way:

Figure App.-25. Sangram Majumdar, American, Darkening Rain, 2006. Graphite and charcoal on paper, 30 % 41.5inches.
Courtesy of Ann Nathan Gallery, Chicago.



57 inches Cour hicago

App.-26. Sangr 0 1 Flowang in the Middle of the Nighr, 2006, Graphite and charcoal on N%.:
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Figure App.-28. Sangram
Majumdar, American,
Recurrence, 2005. Graphite
and charcoal on paper,

50 x 72 inches, Collection
of Susan and Steve Schall,
Glencos, IL; courtesy of Ann
Mathan Gallery, Chicago.

ey - -
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Figure App.-29. Sangram Majumdar, American, The Maze, 2006, Graphite and
P kg p charcoal on paper, 38 x 57 inches. Courtesy of



Antony Micallef

(Figures App.-30-App.-32)

Anteny Micallef is a British artist who grew up with
a great interest in fashion, graphic design, music, and
pop culture. His current influences range from clas-

sical masters such as Caravaggio and Velazquez to
Japanese cartoon characters. The human figure plays

|
1

Figure App.-30. Antony Micallef, English, Becarming Artirnal,
2003, Charcoal on paper, 35 * 45 em. Courtesy of the artist.
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a significant and central role in his work, driven by an
attraction to something he sees or senses in others, His
Baconesque partraits and figure drawings, executed in
both charcoal and black oil paint, are both beautiful
and raw in their simplicity and directness, displaying
the angst that lies beneath the inescapable consumer-
driven, brand-name pop culture that permeates the
twenty-first century.

Figure App.-31. Antony Micallef, English, Study of a Boy 1, 2004. Charcoal on

paper, 100 = 141 em, Courtesy of the artist,
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Figure App.-32. Antony Micallef, English, Study for the Suck Lovers 2, 2002, Oil, charceal, pencil, pen an
canvas, 160 * 170 cm, Courtesy of the artist.



Chloe Piene
(Figures App.-33-App.-35)

Chlee Pienes charcoal drawings on paper and vel-
lum are at once sensitive and disturbing, examining
notions of sexuality, gender, eroticism, and the fine
line between anguish and ecstasy. She works primar-
ily from photographs and most ofien uses herself as
a model. The inspiration for her subject matter often
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draws from a variety of sources, including primitive
rituals, biblical stories, and the history of art. Her na-
ked figures are translucent, often providing a glimpse
of the skeletal framework that holds these fragile yet
forceful forms together. Piene deseribes the abject
bodies in her work as straddling “the erotic and the
forensic” The line work, reminiscent of Egon Schiele,
exudes energy and anxiety and reflects the rapid ex-
ecution of these single-session works,

Figure App.-33.
Chloe Piene, American,
Mizmatched Pair (Aina
& Vaino) (detail), 2001.
Charcoal on paper,
45% » 40 inches
(1149 = 107.6 cm).
Courtesy of the artist.
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Figure App.-34, Chloe
Piene, American, Death

Carrying Her Brood (detail),

2002, Charcoal on vellum,
36,125 ® 49,5 inches
(918 ® 1257 cmi).
Courtesy of the artist,

Figure App.-35. Chice
Plene, Amercan, Girl with
Deod Goot, 2002 (detail).
Charcoal on vellum,
44.09 = 30.31 inches
{112 % 77 em). Courtesy
of the artist.




Ben Polsky
(Figures App.-36-App.-39)

“I take digital photographs to make drawings. My
drawings are guided by these photographs. 1 have
little interest in the kind of free form usually associ-
ated with drawing as it too often degrades into self-
consclous mark making. The drawing that 1 de is a
mechanical act intended to function in a specific way.
The use of a predetermined layout enables me to have
a clear start and end to the picture. In contrast to the
feeling of being finished with something, | am done
when I reach the other side of the page. Although this
may seem cold, it is actually an intimate situation as
much interpretation of the visible image takes place.
“My abjective is to transport the experience that I
have had—locating sites, hopping fences, walking in
black puddles, and breathing in mysterious dusts—
taking in the wholeness of the complex and con-
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templating how particular views will transfer to the
paper. The photos are a temporary reference for the
purpose of transferring my experience to the viewer
of a drawing.

“To me these sites are organic and to convey that
is my primary goal. Art is essentially a construct—in
direct opposition to destruction, and these pictures
exemplify this point. These sites are not devastation.
My subject is beautiful. First, | revere the places 1 find
and I elevate them from that source. An archeologist
searches for answers from the past in order to articu-
late an exact order to things but my locations are not
significant in this manner. They simply reach back
throughout our century and functioned at one time
in average ways. [t is the way they exit that seems to
me to be so mysteriously organic and universal. These
drawings are documents, not myths. The testament to
the sites lies in innovation, not folklore” See more of
Ben Polsky's work in Chapter Seven.

Figure App.-36. Ben Polsky, American,
Cinderblock Remnant, 2002-2007, Carbon
wransfer on rag paper, 100 % B0 inches,
Courtesy of the artist.
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Figure App.-37. Ben Polsky, American, Ink Plant—Building 2, 2002. Carbon transfer on rag paper, 20 % 60 inches. Callection of
Michael Straus, Birmingham, AL

Figure App.-38. Ben Polsky, American. Qfiver Street Survey—Pile 01 (detail), 2005, Graphite on Mylar, 22 % 34 inches, Courtesy
of the artist.
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Figure App.-39. Ben Polsky, American, Site 21.01, 2005, Graphite and brasspoint on rabbit skin glue gessoed panel,
7.5 ¥ 12inches. Courtesy of the artist.
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Jon Rappleye
(Figures App.-40-App.-43)
Jon Rappleves drawings depict fantastical worlds popu-
lated by familiar animals, exotic creamures, and strange
hybrid phenomena. They are homespun fairy tales,
explorations of cultural folklore and his own personal
mythology: Within these environments are lavered ref-
erences to the human body. Biological structures and
functions are reanimated, exploring ecological issues,
technology, and the dream-world landscape.

Owls, deer, rabbits, and various birds inhabit un-
familiar terrains that appear to have been barren yet

Figure App.~40. Jon
Rappleye, American,
Beast of Fowl, 2005,
Acrylic on paper, 30 x 22
inches, Private collection;
courtesy of Jeff Bailey
Gallery, Mew York.

are coming back to life in freakish ways, Clouds, stars,
and voleanic smoke curl and drift in skies that range
in color from yellow to orange to blue to green to gray.
What has happened naturally and man's effect on the
environment are blurred and left open to question.
Using nature as a blueprint, he explores the boundar-
ies of reality versus artifice.

Through the utopian ideal that inspires all of Rap-
pleye’s work, he convinces us that, in these dreamlike
worlds, peaceful coexistence is much more than just
an unatiainable desire. See more of Jon Rappleyes
work in Chapter Seven.
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Whevein Creature Both Great
and Small Doth Dwell, 2005,
Acrylic on paper, 30 X 22
inches. Collection of Ryan
Wallace: courtesy of Jeff
Bailey Gallery, Mew Yark.

Figure App.-41. Jon
Rappleye, American,
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Figure App.-43. lon
Rappleye, American,

Our d Feuillage That
Shadows My Likeness, 2005.
Acrylic on paper, 30 X 22
inches. Private collection;
courtesy of Jeff Bailey
Gallery, New York.
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Robert Schultz

(Figures App.-44-App.-46)

“My work is narrative and thought provoking, In all
my drawings. the buman form is the main composi-
tional element. It provides movement for the piece.

Because | work in graphite, the page is designed
with shapes of value (light to dark) that create strong

positive and negative shapes. This brings an abstract
quality to each drawing. An additional element in
my work is the lost edge, where the light skips across
the edge of forms and dissolves into the white of the
paper. Titles are sometimes simply deseriptive, and
other times serve to suggest the meaning or inten-
tion behind the drawing.” See more of Robert Shultz’s
work in Chapter One.

Figure App.-#4. Robert Schultz, American, Black Shirt and Torso—Back, 2006, Graphite on paper, 843 X 12% inches, Collection

of Dr. Morman E. Masters Jr.
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Figure App.-45. Robert
Schulitz, American, M,
2005. Graphite on paper,
17% % 10v: inches.
Collection of Graham
and Louise Rowe.
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Figure App.-46. Robert Schultz,
American, Descend, 2005, Graphite on
paper, 22% X 10% inches. Collection of
Brett Barmett.




Jenny Scobel
(Figures App.-47-App.-50)

Jenny Scobel's portraits are done with a combina-
tion of graphite, wax, and sometimes oil on ges-
soed wooden panels. Scobel uses the heads of both
well-known personalities (including Virginia Woolf,
Michelle Peiffer, Jacqueline Kennedy, and Audrey
Hepburn) and ancnymous pecple that she culls from
vintage found photographs or print media. These
heads are then merged with iconic torsos that make
nostalgic reference to an era long past. There are often
subtle (and intentional) disproportionate relation-
ships between the head and the body.

Scobel repeatedly uses the same faces and torsos
in various combinations, positioned centrally against
‘Walt Disney- and Betty Boop-inspired cartoon back-
grounds or wallpaper motifs from the 1930s and
1940s. There is an unsettling relationship between
the disparate elements, and the backgrounds often
allude, metaphorically, to death and/or family happi-
ness, Atmospheric perspective is absent, compressing
the space between the figurative foreground and the
background. The finished images are sealed under a
layer of wax, alluding to memory and recalling black-
and-white television. See more of Jenny Scobel’s work
in Chapter Four and Chapter Seven.
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Figure App.-47. Jenny Scobel, American, Cars, 2006. Graphite, watercalor,
and wax on gessoed wooden panel, 42 % 24 inches. Private collection,
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Figure App.-48. Jenny Scobel, American, Whispers, 1999, Graphite, oil, and wax on gessoed wooden panel,
32 x 24 inches. Private collection.
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Figure App.-49. Jenny Scobel, American, Outrun Memory, 2002-2003. Graphite on gessoed wooden panel, 34 % 48 inches,
Private collection.
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Figure App.-50. Jenny Seobel, American, Dan
wooden panel, 32 x 24 inches, Private callect

cirg With No Shees, 2003, Graphite, sil, and wax on gessoed
en.



Joseph Stashkevetch

(Figures App.-51-App.-53)

Joseph Stashkevetch is a realist whose work is often
characterized by an all-over compaosition that flirts
with abstraction via patterns of shape, tone, and tex-
ture. His monochromatic work is executed with conte
crayon on large sheets of thick paper that are sanded
10 sofien the surface. There is a distinet duality in the
subjects that he chooses to represent, shifiing from
natural forms to human-made forms both celebrated
and discarded. In those images that recede into space,
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he often calls attention to the effects of photography
by exaggerating the tension between focused form
and out-of-focus form.

These larger-than-life drawings, when viewed from
afar, at first appear photographic in terms of their pre-
cision. But upon closer inspection, they reveal a beau-
tifully rich surface and evidence of the artist’s patient
and meticulous hand, rewarding us in a way that real-
ist work often does not when examined closely. See
mare of Joseph Stashkevetchs work in Chapter One
and Chapter Seven.

Figune App.-51. Joseph Stashkevetch,
American, Rocks, 2005. Conte crayon on

paper, 60 % 40 inches, Courtesy of
Vion Lintel Gallery.
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Figure App.-52. Joseph Stashkevetch, American, Clouds 86 (Hunter’s Point}, 2000. Conte crayon and watercolor wash on
paper, 30 ¥ 40 inches. Courtesy of Von Linte! Galkery.
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Figure App.-53. Joseph Stashkevetch, American, The End of the Road, 2000, Conte crayon and watercolor wash on paper,
50 60 inches. Courtesy of Von Lintel Gallery.

Armin Mersmann

(Figures App.-54-App.-58)

“Drawing gives me the opportunity to truly see. Asan
artist, [ do not casually observe my surroundings nor
take them for granted, but rather view the world as a
creator and architect of my own artistic vision. I have
never been interested in simplification—on the con-
trary, it’s the complexities and how we see them that
drives me to spend countless hours on a drawing. This
act of drawing enables me to gain insight and under-
standing of intricate structure, whether it is a human
figure, face, an isolated eye or a tempest of trees, Draw-
ing pushes me to examine every aspect of what I see—
every pore and hair follicle, every leafand branch. I be-
come immersed in my observational skills and depict
my vision in a way that a casual observer could nat.

“Once a drawing is complete, it is no longer re-
lated merely to the artist but becomes a starting
point for the viewer's feelings and imagination. This
alignment hopefully transcends the ordinary and
the overlooked to something approaching the meta-
physical and sublime. Photo-realism itself does not
interest me in the least; realism does, details and
textures do, ultimately seeing what others fail to see,
until they see it in my work. When this is achieved,
the collaborative relationship between the artist and
viewer reaches its climax. Ultimately, and interest-
ingly, the climax is a humble interpretation of the
greatness of nature.

"A good ‘rendering’ represents what a person sees,
but ‘a work of art” illuminates what others do not see”
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Figure App.-56. Armin Mersmann, American, Sticks and Stones, 2005, Graphite on acid-frop illustration board,
16 = 30 inches. Courtesy of the artist.
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Figure App.-57. Armin Mersmann, American, Collapse to Nature, 2010, Graphite on acid-free illustration board,
32 » 40inches. Courtesy of the artist.
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Figure App.-58. Armin Mersmann, American, AfterfTood, 2010, Graphite on acid-free illustration board, 30 =% 30 inches.
Courtesy of the artist.



Julia Randall
(Figures App.-59-App.-64)

“I am in love with drawing, and I use my seductive
technique to humeorously take aim at the way sexuality
and nature are fetishized. I craft images that are simul-
taneously erotic and humorous, beautiful and repul-
sive. My hybrid humanoid drawings challenge what is
‘natural’ and ‘synthetic’ about corporeality, desire, and
the natural world,

“Lick Line is an ongoing series of disembodied
mouths floating in space. We see the mouth and tongue
all the time, yet they are simultaneously very private
and intimate. Rendered in exacting detail, the tongues
protrude and beckon the viewer to come close. Saliva
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bubbles reflect back the viewers' space, thus including
them into the narrative. Seen as a group, the mouths
undulate and bounce. Like many voices talking at
once, they invade our space with strangeness, and a
possible perversity. In the Lures series, the mouth is
on the move, speaking, biting, kissing; both ferocious
and tender.

“In Compact, I take my cue from Dada inventions
to become the Erotic Mutty Professor, and obsessively
draw imaginary hybrid contraptions designed for self-
gratification and maximum autonomy. Fantasy items
inspired by French Empire fashion and decorative ob-
jects get playfully cobbled together with mouths and

tongues. Large-scale funky apparatuses tweak the re-
lationship between objects and desire”

e ———— e

|| Figure App.~59. Julia
| Randall, American, Lick Line
#12, 2002, Colored pencil
on paper, 16 X 12 inches.
Courtesy of the artist and
Jedf Bailey Gallery, Mew York.

"
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Figure App.-60. Julia Randall, American,
Lick Line #£20, 2002. Colored pencil on paper,
16 x 12 inches. Courtesy of the artist and
Jeff Bailey Gallery, New York.

e 10|

Figure App.-61. Julia
Randall, American, Lure 1, [
2006, Colored pencil on

paper, 18 x 23.75 inches.
Courtesy of the artist and

Jefi Bailey Gallery, New York. |
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Figure App.-5%. Julia Randall, American, Lick Line #12, 2002. Colored  Figure App.-60. Julia Randall American, Lick Line £20, 2002. Colored
pencil on paper, 16 X 12 inches. Courtesy of the artist and Jeff Bailey pencil on paper, 16 % 12 inches. Courtesy of the artist and leff Bailey
Gallery, New York, Gallery, Mew Tork.



Figure App.-61. Julia
Randall, American, Luve 1,
2006. Colored pencil on
paper, 18 ® 23.75 inches.
Courtesy of the artist and
Je#f Bailey Gallery, New York.

Figure App.-62. Julia
Randall, American, Lure 2,
2006. Colored pencil on
papei, 22.5 = 300125 inches.
Courtesy of the artist and
Jeif Bailey Gallery, New York.

Figure App.-63. Julia
Randall, American, Lure 3,
2006 Colored pencil on
paper, 22 = 30inches.
Courtesy of the artist and
Jeff Bailey Gallery, New York.




Figure App.-64. Julia Randall, American,
Compact, 2003. Colored pencil on paper,
405 X I8 ing hq-:..'l:qur[l;'g:,- of the artist and
Jeff Bailey Gallery, New York.

Figure App.-65. Daniel E. Greene, American, Cor’s Cradle & Gameboards, 2005, Pastel on wood, 34 = 42 inches.

Private collection.
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Figure App.-66. Daniel E. Greene, American, Circus Voltini, 1996. Pastel on pastelcloth, 31.5 = 41.5 inches.

Private collection,

Figure App.-67. Daniel E. Greene, American, 967 51 Tunnel, 1995, Pastel on pastelcloth, 40 < 60 inches,




Figure App.-68. Daniel E. Greene, American, Wil St Station Stairs, 1994, Pastel on pastelbord, 40 % 32 inches.
Private collection.
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Figure App.-89. Daniel E. Greene, Armerican, 86™ 5t, 1981, Pastel on pastelbord, 40 = 30 inches. Private collection.



Figure App.-70. Lilian Kreutzherger, Dutch, Untitfed, 2007, Ink, chalk pastel, pen, marker, and charcoal on paper, 8.3 X 11.7 inches.

Courtesy of the artist



Figure App.-71. Lilian
Kreuizberger, Dutch
2007, Ink, chalk

pastel, pen, marker,
and charcoal on papr
83 % 11.7 inches.

By

Courtesy of the artist.

fig‘un& ﬁFP.-?I. Lilian
Kreutzberger, Dutch,
Untitied, 2008. Ink, chalk
pastel, pen, marker,

and charcoal on paper,
B3 = 11.7 inches.
Courtesy of the artist.
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Kreutzberger, Dutch,
Limntithedl, 2009, ink, chalk
pastel, pen, marker,
and charcoal on paper,
B3 x 11.7 inches
Courtesy of the artist

Figure App.-74. Lilian
Kreutzberger, Dutch,
Untitled, 2009, Ink, chalk
pastel, pen, marker,

and charcoal on paper,
B.3% 117 inches.
Courtesy of the artist.



Figure App.-75. ck, American, Untitled, 2008. Oil pastel on paper, 15 # 14 inches

Photo credit: Susa {holland




Figure App.-76. RobWomack, American, Untitled, 2010, Ol pastel on papen, 16% 17 inches. Courtesy of tha artist.
Phota credit: Susan Saandholland.




Figure App.-77. Rob Amencan

Phioto credi




mack, American, Without a Word, 2010. Ol pastel on paper, 12% X 13% inches. Courtesy of the artist.

halland.




Figure App.-78. RobWomack, American, Girl with Pink Ritrbon, 2010, Oil pastel on paper, 11% = 10% inches. Courtesy of the artist.
Photo credit: Sutan Saandholland
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Figure App.-80. Nathan Heuwer, Amarican,
Shack (detail), 2009, Watercolar and
graphite on paper, 22 * 30 inches.
Courtesy of the artist.

ﬁg‘un- App.-B1. Mathan Heuer, American,
1975 (detall), 2009. Watercolor and
graphite on paper, 22 = 30 inches.
Courtesy of the artist.

Figure App.-82. Mathan Heuer, American,
Bearms (detail), 2008, Watercolor and
graphite on paper, 30 = 44 inches.
Courtesy of the artist.



Figure App.-83. Nathan Heuer, American,
Bridige (detail), 2009, Watercolor and
graphite on paper, 22 % 30 inches.
Courtesy of the arist,

Figure App.-B4. Mathan Heuer, American,
Menufocturing’s Consent £2 (detail), 2010,
Watercolor and graphite on paper, 30 = 44
inches. Courtesy of the artist.

Figure App.-B5. Nathan
Heuer, American,
Manufactuvings Consent £1
(detaill, 2070, Watercolor
and graphite on paper,

30 41 inches. Courtesy
of the artist.
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Figure App.-62. Julia
Randall, American, Lure.2,
2006. Colored pencil on
paper, 22.5 X 30.125 inches.
Courtesy of the artist and
Jetf Bailey Gallery, Mew York.
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Figure App.-64. Julia Randall, American, Compact, 2003. Colored pencil on paper, 49,5 38 inches. Courtesy
of the artist and Jeff Bailey Gallery, Now York,
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Daniﬂl E, GI’EEI]E pns!. with modern ccmh:!npur.'l.r}'. themes. It is of vi-
tal importance to me (o explore ideas that have per-

{Plgl-ll'ES ﬂpp—*'EE"ﬁPP"Eg} sonal relevance and to express in my portraiture and
“My approach to pastel painting and figurative art  pastel painting the qualities that I admire in great
i5 based on incorporating timeless techniques and  artworks. Maintaining an original point of view is
fundamentals espoused by the great masters of the  paramount.”

Figure App.-65. Daniel E. Greene, American, Cat’s Cradie & Gameboards, 2005, Pastel on wood, 34 = 42 inches. Private collection.
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Figure App.-66. Daniel E. Greane, American, Circus Valtind, 1996, Pasiel on pasielcloth, 31.5 X 41.5 inches,
Private coliection.

Figure App.-67, Daniel E. Greene, Amverican, 96" Si. Tunne, 1995, Pastel on pastelcloth, 40 % 60 inches.
Private collection
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Figure App.-68. Daniel E. Gres

Frivate collection,

ne, Armerican, Wall St Starion Stairs, 1994, Pastel on pastelbord, 40 = 32 inches.
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30inches. Private collection.

Figure App.-69. Daniel E Greene, American, 85 51, 1991, Pastel on pastelbord, 40 =



Lilian Kreutzberger
(Figures App.-70-App.-74)

“For my generation the world is smaller than éver be-
fore, and %0 personal decisions are more important.
With every choice T make, I am aware of the things
I did not choose, and [ see longing as the dark side
of this newly received freedom. Striving for a kind of
perfection, my work transcends mere darkness and
becomes an expression of longing.

“I build my images intuitively, sometimes starting
with just a horizon or a collage of existing images and

Figure App.-70. Lilian Kreutzberger, Dutch, Untitled, 2007, Ink, chalk pastel, pen, marker, and charcoal on paper, 8.3 % 11.7 inches.
Courtesy of the artist.

CONTEMPORARY ART

memaories. | see my work as portraits where 1 locate
my longing in living rooms, interiors, streets, and
landscapes that often result in a threatening or sur-
real quality.

“With thin layers of wash, T build my work in
many shades of black and apply a final layer over the
image to give the impression of looking through an
unclean window. With this layer | guide the viewer
into and through the drawing, helping them to dis
cover the drawing and to find their way through this
layer to the point of relief. It is the unseen viewer who
inhabits the spaces”
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Figure App.-71. Lilian
Kreutzbenger, Dutch,
Untitled, 2007, Ink, chalk
pastel, pen, marker,

and charcoal on paper,
B3 = 11.7inches
Courtesy of the artist.

Figure App.-72. Lilian
Freutzberger, Dutch,
Limpitled], 2008, Ink, chalk
pasiel, pen, marker,

and charcoal on paper,
B3 % 11.7 inches.
Courtesy of the artist.
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Figure App.-73. Lilian
Kreutzberger, Dutch,
Untitled, 2009, Ink, chalk
pastel, pen, marker,
and charcoal on paper,
8.3 = 11.7 inches
Courtesy of the artist,

Figure App.-T4. Lillan
Kreutzberger, Dutch,
Lintitied, 2009, Ink, chalk
pastel, pen, marker,

and charcoal on paper,
B3 x 1.7 inches.
Courtesy of the artist.
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Rob Womack
(Figures App.-75-App.-79)

“For all of my adult life there have been uninhabited
rooms in my minds eve, solitary places where [ can
house the thoughts of my imagination. When [ first
started rendering these rooms over thirty years ago 1
had ne idea they would lead to so many different sce-
naries. Sometimes (but not always), | pictare this 1o be
a place from a different time than my own. Possibly 1
am creating a distance from the real world by not allow-
ing myself to coexist at the same time as these places.

“Although more and more [ find mysell being
termed (understandablv) a realist, 1 never see these
drawings that way. | don’t work from observations of
the outside world or of nature, and these are not actual
places. I do, however, observe other artists” art very in-
tently, with musings and observations about art being
another interior pursuit that goes into the making of
my own work. It is important to me that these imagi-
nary rooms mirror the inner vision of my mind's eve
in as many ways as possible.

“Imagining these rooms in a time and place that
I have not visually witnessed is not the only way to

communicate the picture [ see in my mind. For ex-
ample, 1 have always started by visualizing color and
light symbolically for cach drawing. I don't believe in
theories that assign specific emotions to every color.
However, | do believe, at least for mysell, that color is
the most intuitive component in art-making. By us-
ing color in specific combinations, proportions, and
values, a language of color can be spoken clearly. L also
came to realize that composition (as practiced by such
artists as Vermeer, Edward Hopper and George Bel-
lows) was not only a formal device used to create a
solid picture but could add another intuitive element
in the service of emotional content.

“l have often thought, when starting a drawing,
that the process felt like the spinning of a web. 1
always begin with a pencil, in the middle, moving
cutward, pulling the lines of composition into place,
determining the outer perimeter and scale after cre-
ating the center. Next, using oil pastels 1 add layers of
color and burnish the layers by sweeping them with
a horsehair drafting brush, which results in a pol-
ished, leather-like surface. The physical act of bur-
nishing the drawing always gives me a nice sense of
completion,”
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Figtine App.-76. RobWomack, Amavican, Unatithed, 2010, O pastel on paper, 1 17 inches. Courtesy of the artist,
Photo credit: Susan Saandholland.




Figure App.-77. RobWomack, American, With Authosiny, 2010, 0l pastel on paper, 154 5 143 inches. Courtesy of the artist.,
Ph oredit: Susan Saandholland.




Figure App.-78. Rob : 0. Ol pastel on paper, 1.2% = 13% inches. Courtesy of the artist.
Photo credi: Susan $




»mack, American, Girl with Bink Ribbon, 2010, Ol pastel on paper, 1% % 10% inches. Courtesy of the artist,
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Nathan Heuer
(Figures App.-80-App.-85)

“These drawings are an examination of the imperma-
nence of individual societies. My objective is to treat
these examples of contemporary riins as part of the
greater narrative of history by removing them from
their typical surroundings and displaying them as
izolated objects or artifacts. Many of our contempao-
rary ‘ruins’ parallel the ruins of past societies like the
Roman Empire, for example. A modern public swim-
ming pool can be directly translated to the Roman

—— e =

public baths, just as a contemporary sports stadium
bears many connections to a Boman amphitheater.

“In many cases [ choose o invent the structures that
I draw from imagination, trying to work through the
issues that would go into their construction, just as so-
cietal planners of the past and the present would have
1o do. AL ather times | attempt to depict contemporary
ruins beginning with the same process of intensive
research and documentation employed by archacolo-
gists. In a process so invalved with the depicted object
or structure, | am forced to wonder what the true lon-
gevity of our contemporary ‘ruins’ will be.”

Figure App.-B0. Nathan Heuer, American, Shack [detaill, 2009, Watercolor and graphite on paper, 22 > 30 inches. Courtesy

of the artist.
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Figure App.-81. Mathan Heuer, American, 1975 (detail), 2009, Watercodor and graphite on paper
21 % 30 inches. Courtesy of the artist.

Figure App.-82. Mathan Heuer, American, Beams (detail), 2008, Watercolor and graphite on papern,
30 = 44 inches. Courtesy of the artist.
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Figure App.-B3. Nathan Hewer, American, Bridge (detail), 2009, Watercelor and graphite on paper,
22 ¥ 30inches. Courtesy of the artist.

Figure App.-B4. Nathan Heuer, American, Manufacturings Cansent 2 (detail), 2010. Watercolor and
graphite on paper, 30 = 44 inches. Courtesy of the artist.
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Figure App.-85, Mathan Hewer, American, Manufacturing’s Consent #£1 (detail), 2010. Watercolor and graphite on paper, 30
« 44 inches. Courtesy of the artist.



GLOSSARY OF ART TERMS

A few thoughts regarding this glossary, The
challenge of trying 1o decide what terms 1o
imlade {or mot inelude) 15 an intcrﬂ.ﬁug One,
The glossary is not limited only o terms or
concepts included in the contents of this book.
It inchudes definitions of seme terms or con-
cepts that you, as a student, may encounter in
rescarch or may hear in discussions, Addition-
ally, the definitions provided are specific o
art in general and drawing in particular gven
whien a term has many more definitions that
are unrelated 1o the field of art, as is the case
with words like bloom, buckle, canon, ground,
medium, opening.. plane, resolution,  scale,
shide, stress, tooth, and wehicle. Some terms,
like triangle, have more than one definition
that ks related 1o art and n:!rnw:ing. in which
cate both definitions are provided.

A number of terms listed in the glossary are
defined in the context of individual chapters to
facilitate undertanding as you are reading the
material and looking at the illustrations, In this
imttance, the glossary will refer you o a specific
chupter for definitions related to perspective
termimalogy [Chapter Two), anatomical termi-
nobogy (Chagter Four), and color terminology
{Chapter Five).

A

Abduction or abductor: See Chapter Four,
Anatamical Termrrology.

Absorbent or absorbent ground: A material
or surface i absorbent when it can soak
up liquid. An absocbent ground, available
commercially, i3 3 material upp]i:n:l 1 a
monabsorbent surface that makes it absor-
bent or receptive to water-based materials.
For example, a gessoed surface can be
treated with an absorbent ground to make
it receptive to ink washes or watercolors.

Abstraction or abstract art: Abstraction refers
to imagery that intentionally deviates from
representational accuracy (what something
actually looks like) to varying degrees.
Simply speaking, abstraction involves selec-
tively exagperating or simplifying forms.

Acetate: The commeon name for a type of
“rong, ransparent or semilransparent,
flexible sheet of plastic. available in vari-
o thicknesses, and used for.a variety of
purposes in various art-related processes
af acimvaties:

Achromatic: See Chapler Five, Color
]’l‘ L] r.'|.'|.'<l\.';|_§:. .

Acld-free: Refers to the acid content of a ma-
terial. Strictly speaking. a pH level below
7 iz said 1o be acidic and above 7 is said to
be alkaline. Acid-free materials, including
paper, are bess likely 1o deteriorate or dis-
COROT Over lime,

Acute angle: See Chapter Two, The Terminol-
ogy of Perspective,

Additive colar: See {:llﬁ]!lll’::r Five, Calar
Terntinology.

Adduction or adductor: See Chapter Four,
Anatamical Terminology.

Adjacent cobor: See Chapter Five, Color
Terminology.

Aesthetics: The branch of philosaphy that
deals with the nature of beauty and art,
and the nonmonetary value of art objects

and experiences. It is concerned with iden-

tifying aspects of art that can be used to
understand and evaluate judgments based
on emotion and taste.

Aesthetic value: The value of an object or an
event based on its ability to evoke plea-
sure. This pleasure is understood to be

derived from aspects of the object or event

that are typically considered to be warthy
of attention,

Afterimage: An optical phenomencn in
which the eyes continue to perceive an
image after the image is no longer present,
The afterimage usually appears gimilar to
the original image, but with a reversal of
color or value. For example, a red shape
will yield a green afterimage, and a white
shape will vield a black afterimage, Dark

colors will also be lighter in the afterimage

and vice versa.

Alignment: An armangement or position ina
straight line.

Ambiguous: Vague or open to multiple
meanings or interpretations. In visual
art, ambiguity can be unintentional and
undesirable (such as ambiguous space
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Anterior: See Chapter Four, Anatomical
Terminology.

Anthropomorphism: The representation

of inanimate objects, animals, deitics, or
other forms with human appearances,
characteristics, and behaviors. Anthro-
pomorphism has been used by artists for
thousands of years and remains in use by
contemporary artists working ina variety
of disciplines.

Apex: The highest point or summit, such as
the top of a pyramid or a cone.

Archival: Refers to materials, substrates, and
framing supplies that are made to with-
stand the test of time without decaying,
changing color, or otherwise breaking
down in response to the environment.
Drawing materials that are stable and Lighe-
fast, papers and boards that are acid-free,
acid-free framing materials (mat boards
and backing boards), and glass that prohib-
its the penetration of UVA and UVE light
rays are examples of archival materials that
can inaure a long life for a work of art.

Art: Attempting to define art is treading in
dangerous territory, as there are so many
varied and conflicting ideas about whal is
art, and many definitions have been pro-
pased, It can be said that art requires some
degree of human involvement, either in
creative thought or creative action.

Art criticism: The description, analvsis,
evaluation, interpretation, and pudgment
of works of art, The typical use of the word
“criticisni” suggests a negative assessment of
art, but this is not always the case, as an art
critic who engages in art criticism can offer

resulting from a lack of understanding of
how to represent space ona 2- [ surface)
or intentional and desirable. For a variety
of reasons, many contemporary artists
value intentional visual or conceptual
ambiguity in their work, in part to ac-
knowledge the value of multiple interpre-
tations and to avoid being overly literal
or explanatory,

Analogous colors: See Chapter Five, Color

Terniinology.

Angle: An angle s a figure formed by two

lines or edges diverging from a cammon
point (verfex) or two planes diverging
from a common line or edge. Acute anghes
are less than 90 degrees, a right angle is
precisely 90 degrees, and an obtuse angle
is greater than 90 degrees but kess than 180
degrees, The term “angle™ can refer to the
space between such lines or surfaces, or ko
a direction or point of view,

Anomaly: A deviation from the normal or

expected form, order, or arrangement.

a very positive review of an artist’s work.

Artistic anatomy: The study of body struc-

ture, whether human or animal, with
specific attention to bones and muscles
and their impact on the appearance of the
body in various states of rest and activ-
ity. Artistic anatomy does not investigate
anatomy to the same degree as medical
anatomy, which goes well bevond the
bones and muscles of the body.

Art movement: An artistic style, trend, or

tendency charscterized by a significant
number of artists whose work shares simi-
lar intentions, techiniques, subject matter,
and/or philosophies that are recognized
or validated by critics, collectars, or others
with power or influence in the art world.
Art movements have existed for ::mdnd: :
af years, with some lmln Ao

or decades, Interestingly, ;mnwdﬁm
as an art moventent is characterized by a
broad divergence of styles and philoso-
phies and a back of unified artistic goals.
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Asymmetry or asymmetrical balance:
Asymmetry is the opposite of symmetry,
and here relates 1o a type of balance in a
composition. Asymmetrical balance is

achieved when the elements of a composi-

thon are organized so that one side differs
significantly from the other without com-
promising an overall sense of balance.
Atmospheric perspective: Also known as
acrial perspective, stmospheric perspec-
tive relers 1o the effect of the atmaosphere

on the appearance of objects when viewed

from a distance. As the distance between
an object and the viewer increases, the
contrast between the object and its back-
ground decreases, and texture or detail
within the object also decreases. Colors in
the distance become less saturated, often
shifting toward a bluish hue. Atmospheric
perspective most often appears in land-
scapes and citvscapes {where we most

often observe it), baut its principles can also

be wsed to enhance the illusion of space

with other subject matter. Be careful not 1o

confuse acrial view with aerial perspective.
Unlike aertal view, aerial perspective does
not require that you view your subject
matier from a high vantage point.

Autobiographical art: Art that is made asa
documentation of or @ response 1o events
in the artist’s life.

Auxiliary vanishing point (AVP): See Chap-
ter Two, The Termiinology of Perspective.

Axis or axis line: A real or imaginary line
around which an object or parts ofan
object are arranged or organized, often
indicating the mator directional thrust of
an object. An axis line can also join two
related parts of an object 1o indicate the
angle between the parts. Simple forms can
have one or two main axes, while more

complex forms (like the human body) may

have a number of major axes and several
minor axes based on the torso and spine,

the individual limbs, the angle between the

shoulders, the angle of the hips, and mare.

B
Background: The part of a drawing or image
that appears to be farthest away from the

viewer, positioned behind the main objccts

or subject matter. Background is the op-
posite of foreground.

Backlight or back lighting: Light coming
from behind & subject, which usaally
mazkes the subject more difficult to see,
creating a sithouette-like effect.

Balance: A principle of design and comiposi -

tiom, balance refers to the way the lements

of art (line, shape, value, texture, color,
elc.) are arranged to create a feeling of
stability and equal distribution of viseal
weaght. Balance can be symmetrical (a
more formal type of balance), approxi-
mately symmetrical, asymmetrical (a more
informal type of balance), oF radial.

Baseline: The imaginary point at which an
object makes contact with the ground
plane or surface it is resting on,

B and W or B/W: Abbreviation for black and
white.

Beauty: Although beauty is relative, meaning
that different people find beauty in dif-
ferent things, we can generally state that
beauty is a quality or a collection of quali-
ties present ina thing (like a work of art)
or a person that gives intense pleasure or
deep satisfaction to the mind or the senses.

Bilateral: Refers to two sides.

Binder: The ingredient in various art materi-
als {charcoal sticks, graphite sticks, colored
pencils, pastels. oil pastels, paint, and
more) that adheres pigment or other loose
particles to one another.

Binocular vision: Secing with both eyes
simultancousty, which allows for the per-
ceplion of depth. Closing one eye creates
monocular vision and does not allow for
the perceplion of depth.

Bird’s-eye view: Alsocalled an aerial view, a
bird’s-eve view is a high viewpoint. Like a
bird in flight or the view from an airplane
window, vou are above and looking down
from a high altitede,

Blend: In drawing. blending means 10 merge
values or colors together so that there s a
smooth transition from one value 1o an-
other or from one color to another.

Blocking in: Laying down large, simple areas
ofline, value, or color in the initial stages
of a drewing. Blocking in is the first stage
in working from general to specific and e3-
tablishes placement. size relationships; and
basic compasition.

Bloom or wax bloam: Bloom s a whitish
haze or cloudiness that can form on the
surface of a colored pencil drawing, and is
especially visible on darker colors. Bloom
can be removed by gently wiping the sur-
face with a soft cloth.

Bony landmarks: Those places on the body
where the skeletal structure pushes against
the surface and makes itself visible.

Brainstorming: Also called ideation, brain-
storming is a group problem-solving
technigue that involves the spontancous
expression of ideas from all members of
the growp, without judgment, editing. or

censorship, Brainstorming can also be
done alone or with just a few people.

Brevis: See Chapter Four, Anatonical

Terminology.

Bridge: A tool used to support the hand you

are drawing with in order to prevent it
from coming into contact with 2 work in
progress. While a bridge rests on the op-
posite edges of a drawing, a mahl stick
functions in the same way while resting on
a single edie of a drawing.

Brightness: The degree of lightness or value

ina color

Brilliance: The brightniess of a ssturated colon

Brightness and brilliance are often used
interchangeably, which can lead 1o some
confusion, Generally, a color is brilliant
when it is both light in vaiue and highly
saturated (think of a pure vellow), The op-
posite of brilliant colors can be thought of as
deep colors, which are darker in value while
still highly saturated (think of a pure vioket).
Colors that are light in vahee and not highly
saturated are referred to as pale cobors, while
cobors that are dark in value and not highly
saturated are referred 1o as dark colors.

Bristol board: A thick, sturdy. two-sided

drawing surface available in different
finishies.

Buckle: The appearance of waves or rippl:s

on paper resulting from excessive mois-
ture or uneven drying. Paper that is not
intended for use with water-based media
will buckle il water is applied or in humid
conditions.

Burnisher: A teol with a hard, smooth,

rounded surface (usually metal or stone)
used for smoothing and polishing. Col-
ored pencils can be burnished by applying
hizavy pressure during application of colos,
using very light-value colored pencils to
buraish other colors. or by using a colored
pencil with no pigment (called a blender)
1o burnish other colors.

Busy: Term used to describe an area of 2 draw-

ing that is visually overactive or confusing.

e Symbel for “copyright.,” meaning the ex-

clusive legal right 1o reproduce, publish,
sell, or distribute something such as a liter-
ary. musical, or artistic wark.

€. or ca.: Abbreviations for circa, meaning

“about” of “approximately” in relation toa
date or time period,

Cadmium: A toxic, poisonous metal found

im various compounds, including as an in-
gredient in pigments such as reds, oranges,
anad yellows,




Caption: A brief text that helps to explain
an image.

Carbon: A nonmetallic element commonly
found in many I.I'IME..‘IIlic and all urg_;tnin;
compounds, and the primary ingredient in
carbon pe ncils.

Censorship: The act or process of removing
what some may consider to be obscene or
otherwise objectionable material.

Center of gravity: The point of rest or bal-
ance; the poant at which all parts of an
object are in balance.

Central vanishing point or CVP: See Chap-
tef Two, The Terminology of Perspective.

Charcoal: Burned and compressed wood
used for drawing.

Chiaroscuro: Originating during the Re-
ndissance, chiaroscuro is a term bor-
rowed from Italian (“light and dark”)
referring 1o the illusion of valume or
three-dimensionality by drawing light and
shadow with significant contrast or differ-
ence on a two-dimensional surface.

Chinese white: Also called zinc white,
Chinese while is a dense, white pigment
mde from zinc oxide and often used as a
ground or base for silverpoint drawing,

Chroma: Among colors ather than black,
white, and grays, chroma refers to the
combination of a color’s hue and satura-
ton or purity.

Chromatic pigments: All pigments contain-
ing color as opposed to ack, white, and
grays {(achromatic pigments).

Chronology: The arrangement of events in
the order in which they occurred in time,

Circa: From Latin, circa means “about” or “ap-
proximately” It Is often abbreviated as c. or
ca, and is used before approximated dates.

Circles See Chapter Two, The Terminolagy of
.I'cr.':lpffrfw,

Circumference: See Chapter Two, The Termi-
mology of Perspective.

Circumseribe: To draw a line or lines around
something: to encircle, as when enclos-
ing something within lines, curves, or
surfaces,

Cliché: An idea or image or expression that
has been overused and, asa result, has
become trite, predictable, and lacking in
originality.

Closed shape: A space that is completely en-
chosed by an unbroken line. A triangle, for
example, is a closed shape.

Closure: Based on the psychological prin-
ciple of Gestalt, closure refers to the fact
that when we view an incomplete or frag-
mentary form, we are capable of ignoe-
ing the missing parts and perceiving the

form as whole and complete because the
brain is able to Al in missing informa-
tion based on previous expericnces and
stored visual memory.

CMYE: A system for color reproduction in
print media. Commonly referred to as

four-calor printing. a broad range of colors

can be created by selectively layering cyan,
magenta, yellow, and black.

Coated paper: A paper surface treated with
white clay or an acrylic substance 1o pro-
vide a smooth printing or drawing surface
and minimize the absorption of ink. This
surface of coated paper is usually glossy or
semiglossy but can also be matte,

Cognitive: Having to do with the mental pro-
cess of knowing, including such things as
analysis, application, awarencss, compie-
hension, perceplion, reasoning. synthesis,
evaluation, and self-awareness,

Coherence or coherent: Coherence is the
quality of having logically or aestheti-
cally ordered or integrated parts that al-
low comprehension or recognition. As a
principle of design, coherence is essen-
tially the same as unity, and its opposite
% incoherence,

Cold-pressed paper: Paper that has been
pressed between cold cylinders at the end
of the papermaking process to produce a
slightly textured surface.

Collaboration: To work together with others

to achieve a shired goal. Artists sometimes

work collaboratively, with each artist con-
tributing ideas, labor, and special skills
toward the end resull

Collage: A work of art that includes glu-
ing or otherwise attaching various flat or
nearly flat materials to a surface. Coilage

can be used exclusively or in combination

with other processes. Elements of collage
can include newspaper clippings, bits

of colored or handmade papers, found
materials of all kinds, photographs or bits
of photographs, veneer, and many other
items. Animage made exclusively with
collaged photegraphs is called a photo
collage or a photomontage.

Color: $¢e Chapter Five, Color Terntinology.

Color dyad: See Chapter Five, Color
Terminology,

Color intensity: See Chapter Five, Color
Terminology.

Color permanence: The ability of a color to
maintain its original properties over time
under normal lighting and environmental
conditions. Any pigment that can be ex-
pected tolast or remain without essential
change is considered to have color perma-
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nence. Various color-based art materials
are somctimes labeled with a code indicat-
ing a color’s degree of permanence.

Color scheme: A group of colors and their

various combinations that are used in

an artwork. Sometimes referred o as

a palene, a color scheme is considered
harmonkous iF its colors are aesthetically
compatible with a root or base color. Some
common color schemes include achro-
matic (without color), monochromatic (a
si::gtf base color), complementary {two
colors), analogous (adjacent on the color
wheel), split complementary (a color and
twio colors surrounding its complement),
triad (thiree colors based on an equilateral
or isosceles triangle), and tetrad {four col-
ors based on a rectangle or square].

Color temperature; See Chapter Five, Color
Termiirtlogy.

Color tetrad: Sec Chapter Five, Colfor
Terminology.

Color triad: Sce Chapter Five, Color
Terminology.

Color values See Chapter Five, Color
Terminology.

Color wheel: A radial diagram of colors in
which primary, secondary, and intermedi-
ate or tertiary colors are displayed to aid
in color identification, choice, and mixing.
Each colors complement is located directly
opposite on the color wheel.

Compass: A mechanical tool that has two
hinged, adjustable legs for drawing differ-
ent sizes of circles and arcs. One of the legs
has a sharp steel point that is placed on
one spot on the paper. The other leg can
hold either a pencil, 2 pen, or even a blade
that rotates around the pointed end, and
can be adjusted to determine the size of
the circle or arc.

Complementary colors: See Chapter Five,
Color Termirology.

Compose: To arrange the elements of art in
a-work, usually according to the princi-
ples of design. The elements of art include
line, shape, form, value, texture, color
and space.

Composition: The placement or arrangement
of the elements of art in a work. When
compasing the elements of a compasition,
artists consider the various principles of
composition, including balance, harmony,
variety, emphasis, movement, proportiorn.,
economy. unity, and more. How the formal
elements are arranged not only determines
the strength ofa composition but also s es-
sential in conveying and supporting content
or the communication l.‘lfldﬂm&mw:ﬁn&
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Concave: Concave describes a surface or edge
that curves or bulges inward. Convex is the

oppodile of concave. A pood way 1o remem-

ber the definition of concave is 1o think of a
cave as a space that bulges inward.

Concentric: Two or more shapes or forms
having the same point as their center, Cir-
cles on a target or dartboard, for example,
are concentric circles.

Concepl or concepiual: An idea or thought
that is created or developed through
mental activity, Art is often evaluated or
critigued based on its technical, formal,
and conceptual strengths. Conceprual
may also refer to an that is primarily
idea-based and may or may not produce a
tangible end result.

Condyle: See Chapter Four, Anatomical
Ternrimalogy.

Cone: See Chapter Twao, The Terminology of
Perspective.

Cone of vision or COV: S¢¢ Chapler Two,
The Terminolagy of Perspective,

Consistency: Compatibility, similarity, or
harmony berween individual parts or be-
tween paris and the whole. It also refers 1o
the density, firmness, or texture of a mate-
rial or substance.

Conte crayon: The common name and the
trademark or brand name for a drawing
micdium that is comparable to colored
chalk. Each stick of conte cravon is labeled
“Conte a Pans” by the manuizciurer. Al-
thewgh come cravans are available in sev.
eral codors, the most widely used colors are
sanguine (red-brown ), bistre (dark brown),
and black, white, and assorted gravs,

Contemporary: Having the characteristics of
or belonging 16 the present or current pe-
riod, The term wiually refers 1o our present
time but can also refer 1o being current
with anyv specified vme.

Content: The meaning or significance of a
work of art; what a work of an is abour.
The actual subject matter may of may not
pertain directly to content or meaning, as
subjoct matter can be used as a metaphor
or @ symbaol, transcending its everyvday
meaning.

Contour: The outline and other visible edges
of a hgure or object,

Contour drawing: A drawing in which con-
tour lings are wsed (o represent subject
matter. There are several diferent kinds of

lincar contour drawings.

Outer contour: A drawing that addresses
only the outermost contours or edpes
of an object, resulting in a flat shape
or cutline.

Blind contour: A drawing done without
looking a1 the paper, focusing omn re-
cording all contours or edges with one
slow and continuous line, both outer-
mast and innermost contours, In blind
contour, you do not lift your pencil
from the surface of the paper.

Modified blind contour: The same pro-
cess as blind contour, but with
oecasional glances at the drawing to
moditor placement and proportion,

Cross-contour: A contour drawing ithat
crosses over the surface of the object
being drawn to describe changes in the
direction or movement of the surface,
Blind. modified blind, and cross-

contour drawings all result in a three-

dimensional quality because of their
fiocus on both outer and inner edges that
describe height, width, and thickness or
depth,

Contrappoito: The position el a human hg-

ure in wikich the hips and legs are turned
in a different direction from that of the
shoulders and head; the twisting of a figure
on its owm vertical axis. A natural pose
with the weight of the body focused pri-
marily on one leg, and the shoulders and
hips counterbalancing each other,

Contrast: A significamt difference between

mwo things, such as big and small, green
and red. or light and shadow. Closely re-
lated to the design principle of emphiasis,
contrast refers 1o a way of juxtaposing ele-
ments of art 10 emphasize the differences
between them. Contrast can be used to
emphasize an area of a drawing or to direct
attestion to points of inlerest,

Convergence: See Chapter Two, The Termi-

nology of Perspective.

Convex: Convex describes a surface or edge

that curves or bulges outward. Concave is
the opposite of convex.

Cool colors: Colors such as blue, green, and

violet that suggest cool temperatures, They
appear on one side of the color wheel,
opposite the warm colors, Cool colors
suggest shadow, iransparency, sedation or
calmness, airiness, distance, lightness in
weight, and weiness.

Crafismanship: The quality and skill of what

an artist does. Crafismanship is considered
strong when an artist creates with skill,
dexterity, and technical refinement using
his or her hands and/or tools. Some artists
intentionally reject craftsmanship in favor

of a raw look.

Crayon: Traditionally, any drawing material

made in stick form, including chalk, pas-

tel, charcoal, conte, graphite, lithagraphic
and other grease crayons, and of course
wax crayons such as those often used by
children.

Creativity: The ability or power to create; the

act of recognizing and nurturing inspira-
tion, Creatbvity requires a willingness to
take chances and experiment without fully
knowing what the outcome will be.

Critique: A critical review or discussion deal-

ing with works of art to determine what

i or is not successful based on the art-

ist’s intentions. Critiques may take many
forms. An artist can critique his or her own
work., A critique can take place between
two people, one critiquing the work of the
other. For stedents, a critique often involves
a group of art students with one or more
instructors or guests who critically assess
the students’ work while alse providing the
students with an opportunity to critigue
each other’s work. Participants can describe,
analyze, interpret, and judge work, offering
both favorable and unfaverable feedback
and explanations of how these assessments
are made. While the term “critique” is
closely associated with criticism and the
negative associations many of us have with
criticism, a critigue is ideally intended to be
helpful and provide the student with steate-
gies for strengthening Ruture work.

Cross-hatching and hatching: A method for

creating tonal structure by using closely
spaced parallel lines (hatching) or layers of
closely spaced parallel lines that are placed
at an angle over the previous layer. Hatch-
ing and cross-hatching can include lines of
varying lengths, angles, and proximity.

Cube: See Chapter Two, The Terminology of

Perspeciive.

Curve: A line or edge or surface that devi-

ates from being straight in a smooth,
continuous way, A continuously bending
line, edge, or surface that has no straight

segments,

Curvilinear: Formed or characterized by

curving lines, edges, or surfaces,

Cylinder: See Chapter Two, The Terminology

of Perspective.

Deckle edge: Also called a featheredge, the

rough or untrimmed edge of paper. Muast
handmade papers have four deckle edges
(which may or may not be trimmed),
while machine-made papers typically have
two deckles that are efien trimmed. Some
artists prefer the deckle edges, while oth-
ers will trim them off. You can simulate a
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deckle edge by wetting the paper along a
fiold line and tearing it by hand or by using
a specially made ruler with a rippled edge
along which the paper is torn,

Decorative: In relation to fine art, the term
“decorative™ refers to the purely ornamen-
tal, or serving an aesthetic rather than a
useful function.

Definition: In visual terms, definition in-
volves making something definite and
clear through distinctness of outline or de-
tail, sharp edges or boundaries, and clear
focus and contrast, Definition indicates
theat visual information is specific, ¢lear,
and concise, as in high-definition televi-
sions or video.

Delineate: To indicate or represent by draw-
ing with a tool that leaves a linear mark.

[t can also mean to visually describe with
acouracy or in detail.

Denatured alcohol: A mild solvent that
evaporates quickly and is used for a variety
of purposes, including to dissolve shellac,
stop-out varnish and aquatint in print-
making, and pastes. It is toxic if ingested
and highly flammable.

Depth: The third dimension in combination
with height and width. Depth describes
the distance from front to back or near to
far in a three-dimensional artwork but can
also describe the suggestion or illusion of
distance from fromt 1o back or mear to far in
@ two-dimensional artwork. When depth
refers 1o an object’s smallest dimension, it
can also be called its thickness. There are
varbous techniques for suggesting depthina
twa-dimensional drawing, such as size vari-
ation, bageling or position on the picture
plane, overlapping, sharp and diminishing
detall, increased and decreased contrast (at-
mospheric perspective), and perspective.

Design: A plan, or the process of planning,
the organization or composition of a work
afart. An effective design is one in which
the ebements of art and principles of design
have been skillfully combined to achieve
an ovérall sense of unity.

Detail: An individual or small part of a
whole, Detail can also refer to a small part
of a work of art that has been enlarged to
show a close-up of its distinctive features.

Diagonal: See Chapter Two, The Terminology
of Perspective,

Diagonal measuring line (DML): See Chap-
ter Two, The Terminology of Perspective.
Diameter: See Chapter Two, The Terminalogy

of Perspective,

Digital image: An electronically processed
image generated by a compater.

Digital portfolio: Also called an electronic
portfolio, a digital portfolio is a group
of images of artwork that is stored ona
computer disc, The original work may
have been created digitally, scanned di-
rectly from an original drawing or paint-
ing or print, or photographed using a
digltal camera.

Dimension: A measure of spatial distance.
The dimensions of three-dimensional
spaces or objects are listed, in order, as
height by width by depth. The dimensions
of two-dimensional spaces or objects are
listed, in erder, as height by widih.

Diminution: See Chapter Two, The Termtinol-
agy of Perspeclive.

Diptych: Any work of art consisting of two
individual but related surfaces or panels.
A three-paneled piece is a triptych. a four-
paneled piece is a quadriptych, and any
piece with more than three panels is called
a palyptych.

Distort or distortion: To change the way
something looks or to alter its natural
appearance, sometimes deforming or
stretching an object or figure out of its
natural shape to exaggerate its features.
When intentionally done, distoriion is
usuaily meant for expressive purposes, as
in George Groszs drawings and paintings
of Mazi officers during World War 1L For
a student who is still learning to observe
carefully, distortion is often unintentional
or accidental,

Dominant: The part of a composition that
stands out, is emphasized, and attraces at-
tention, Dominance in a wark of art can
be achieved through contrast, size, place-
ment, texture, color, and more.

Drafting tape: Similar to masking tape or
painter’s tape, drafting tape is easily re-
movable, even from delicate surfaces like
paper. It does not leave a sticky residue
wien it is removed,

Drafismanship: Technical skill in drawing.

Drawing: Flease see the Preface of Drawing
Essentials for an in-depth discussion of the
definition of drawing.

E

Earth colors: Colors that are brownish-reds
or browns like those of soil er earth,
including sienna, burnt sienna, raw si-
enna, ochre, and yellow ochre. Pigments
for making earth colors are obtained by
mining.

Easel: A structure that provides stable sup-
port for and display of a canvas or deawing
board. Enscls typically allow for adjust-

ment of height and angle. Portable easels
are smaller and lightweight so they can

casily be carried to various locations, and
tabletop easels are used for smaller work.

Economy: A principle of design that en-
courages editing of information or sim-
plification for the sake of unity, A spare,
restrained, or efficient use of art elements
or information to achieve maximum effect
with minimum effort.

Ecorché: A figure that is drawn, painted, or
sculpted to show the muscles of the body
withoun skin, Ecorchés can be life-size or
smaller and are used to study i.ldpﬂ'ﬁf.“iﬂ
anatomy.

Edge: The place where two surfaces meet
or intersect, or the place where a surface
changes direction. Also, the place where
an object begins or ends,

Elements of art or elements of design: The
basic components used by an arust when
creating works of art, whether the art is
representational or abstract. The elements
include paint, ling, shape. form., mass, vol-
ume, value, texture, color, and space, and
are the building blocks for a work of art.

Ellipse: See Chapter Two, The Terminclogy of
Perspective.

Elongate: To stretch an object or figure
lengthwise, which alters its proportions
and makes it look taller and more slender.

Emphasis: As a principle of design, emphasis
is any device that gives importance or
dominance to some part of an artwork.
Some aspect may be singled out or stressed
through the use of contrast or difference.
Emphasis creates ome or more centers of
interest in an artwork (focal points), focus-
ing attention on the most important part
or parts of a composition.

Empirical: Relying on or derived from ob-
servalion or experience. Empiricism is a
theory that suggests that all knowledge
ariginates in experience.

Epicondyle: See Chapter Four, Anatomical
Terminology:

Equilibrium: A state of rest or balange be-
tween differing elements or opposing
forces.

Eraser: A tool used to remove parts of draw-
ings. Graphite and charcoal drawings can
be erased with a variety of commercially
made erasers, and some artists will use
a kneaded piece of fresh bread (o erase
charcoal. Some ditferent kinds of eruees
include kneaded erasers, Pink Pearl eras-
ers, white plastic erasers, gum erasers, ink
erasers, and electric erasers. Erasers come
as blocks or, in some cases, tubes,
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Erasing shield: A thin metal rectangle that
has various shapes cut out of it 1o isolate
where an eraser will make contact with
the paper.

Expressive or expressive qualities: Effectively
conveving meaning. mood, or feeling to
the viewer through a work of art.

Extensor or extension: See Chapter Four,
Anatemical Terminalogy.

Eye-hand coordination: Movement of the
hand as directed by the eve and brain. In
drawing, the ability to accurately récord
what vou see,

Eye level: See Chapter Two, The Terminolagy
of Perspective.

F

Facsimile: An exact copy or reproduction

Feather or feathering: To blend an edge so
that it fades off or softens, or to overlap
values and colors like the overlapping
feathers of a bird. Feathering can also refer
1o the very delicate veiling of one color
over another.

Fibonacci sequence or Fibonacd numbers:
In its simplest form, 2 sequence of num-
bers—1,1,2, 3, 5,8 13, 21, 34, 55, 89,
144, 233, 337, 610, 987, 1587, 2584, 4181,
6765 . . .—in which each successive num-
ber is equal to the sum of the two preced-
ing numbers, The fractional version is ¥,
¥, 45, 4, ¥ %5, e1e, Named after Leon-
arde Fibonacch (1175-1230), an halian
mathematician, the Fibonace sequence
has unusual characteristics that are evi-
dent in various natural forms, astronomy,
architecture, and the human body. The
Fibanacci sequence and the related Golden
Section are significant compozitional de-
vices in many preal works of art,

Figurative: Describes artwork representing
the form of a human, an animal, or any
recognizable thing. The term “figurative” is
often used to describe work that represents
the human form, but, as indicated, it has a
broader meaning. Abstract art is in many
ways the opposite of figurative art,

Figure: The form of 2 human, an animal, or
a thing, but most often refers 1o the hu-
frian forem.

Figure-ground: In 1wo-dimensional art, the
relationship and distinciness between a
form or object and its background. This
idea is closely related to the idea of posi-
tive and negative space. In some works
of art, igure and ground may appear io
change places.

Fixative: A natural or svnihetic varnish that
can be spraved over charcoal, pastel, oil

pastel, oil crayon, pencil, and ather draw.
ing mediums to protect them from smear-
ing. Most fixatives will alter the original
value or color to some degree,

Flat: The quality of a smvooth, even, broad
surface; a surface or edge with no cur-
wvature, especially a horizontal one, With
regard to drawing, lacking variety in shad-
ing ar color. Flat can also refer to a matte
finish that lacks any kind of shine or gloss,
as in flat wall paint.

Flexor or flexion: See Chapter Four, Ama-
temical Terminalogy.

Floodlights: Lights thai spread light over a
broader area, as opposed to spotlights,
which focus the light on a smaller area.

Foam core or Foam board: A strong. rigid,
and lightweight board of palystyrene
laminated with paper on the front and the
back. Often used as a surface on which to
mount twe-dimensional wark, it is avail-
able in a variety of thicknesses and colors,

Focal point: The portion of an artwork's com-
position that generates the greatest atten-
tion or interest, although a work of art may
have more than one focal point (primary
and secondary focal points). Focal points
may be developed in a variety of ways.

Foreground: The area of a drawing or other
twa-dimensional image that appears to be
closest ta the viewer.

Foreshortening: A way of representing a
figure or an object so that it conveys the
illusion of depth and movemnent back into
space. In foreshortening. the length of an
object appears to be compressed. Propor-
tional relatienships between parts are dif-
ferent whien foreshortening is present than
when it is not, and instances of overlap-
ping are more pronounced, The shape of
forms can also change dramatically when
seen in a foreshortened view.

Form: An elernent of art that is three-
dimensional (having height, width, and
depih} and encloses volume. A square,
for example, is a two-dimensional shape,
while a cube (composed of multiple
squares) is a three-dimensional form.

Formal: Relating to the visible form or struc-
ture of a work that includes the seale or
dimension of the work, the elements of art
and their use in the work, and principles of
design and their use in the work. Formal
does not consider meaning of content.

Formal analysis: The study of a work of art
with concern for formal issues rather than
for meaning or content.

Format: The given space in which a work of
art is composed; the relative length and

width of the bounding edges of a drawing
surface, such as 18° ¥ 247, Format, in part,
controls the compogition,

Found image, found material, or found

ohject: An image, material, or object not
originally intended as a work of art but in-
corporated into a work of art, often with-
out being altered in any way.

Four-dimensional: The fourth dimension is

time. Anything that is four-dimensional
has height, width, depth, and also moves or
changes over a period of time. Dance, the-
ater, and performance art include all four
dimensions, while film and video include
height, width. and time, but no depth.

Frottage: A rubbing or transfer technique

made by laying a piece of paper onto a tex-
tured surface (thinner paper works best)
and rubbing graphite, conte, charcoal, or
some other dry media across the surface of
the paper o create a positive impression of
the texture underneath,

Gallerist: The owner or operator of an art

gallery.

Gallery: A room, building, or institution

where works of ast are exhibited
and/or sold,

General to specific: Refers to a method of

working when developing both two- and
three-dimensional compositiens, The art-
ist first develops or blocks in the largest
and simplest shapes and forms, gradually
progressing toward greater specificity and
detail.

Genres: Various categories of subject matter

in art as defined by traditional academic
art programs and represented realisti-
cally. Genres are ranked according to their
importance and include history {most im-
portant), megalography, (representations
intended to excessively glorify or idealize
an event, person, of thing), mythology,
religion, portraiture, scenes from everyday
life and commaon activities, landscape, and
still life,

Gesture drawing: A rapid and generalized

drawing that captures the gesture, energy.
and movement of the subject; most aften
used in relation 1o the human figure or
animals.

Golden Section or Golden Mean: A propor-

tional relation (ratio) obtained by dividing
aline or a plane so that the relationship

of the smaller part to the larger part is the
same as the relationship of the larger part
to the whole. This ratio is approximately
0618 to 1.0,



Gradation: A smooth, gradual, subtle step-
by-step change from dark to light values,
from large to small shapes, from rough to
smaath textures, or from one color (o an-
other. Ay one of the art elements can be
presented using a series of gradual changes
10 create gradation.

Graffiti: A mark or image or symbol made
on a wall or other surface to be seen
by the public. Although it is usually
considered 1o be an act of vandalism,
it may also be considered a form of art.
Commaon sites include walls, boxcars,
subways, highway overpasses, and aban-
doned buildings.

Graphite: A soft form of carbon that is dark
gray or black and available as pencils,
sticks, or powder. It has a metallic look
and a greasy feel. In addition to its use as
3 drawing mediurn, it is also used in lubri-
cants, paints, and other coatings.

Gray scale: A drawn strip of gray values usu-
ally intended to explore the range of grays
awailable with various drawing media. A
gray scale can employ a smoath gradation
of values with no visible division from one
gray tone to the next, or it can be created
using individual steps of value with a dis-
tinct edge between each value shift.

Grid: A panern of evenly spaced horizontal
and vertical lines. A chessboard, for ex-
ample, is structured as a grid, and typical
graph paper is a grid of lines.

Grisaille: A method for establishing values
using a neutral or single color of low in-
tensity, such as sepia, grays, or a comple-
mentary color, before applying full color.

Ground: & material used to create or prepare
asurface to receive drawing or painting
miedia. Also, the prepared surface itself
can be referred to as the ground. Withina
drawing. ground may also refer to the arca
surrounding the primary subject or to the
background area.

Ground line: See Chapler Two, The Terminol-
o) of Perspective,

Ground plane: See Chapter Two, The Termi-
nology of Perspective,

Gum éraser: Typically tan or brown in color,
gum erasers are made of soft, coarse rub-
ber that does not damage the paper. It
tends to crumble as it erases, leaving a lot
of residue that can be swept off the paper
with a large, soft brush.

H
Halftone art: Printed images in which shades

of gray are represented by a pattern of very
small dots of variable size.
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Hard-edged: Refers 1o work in which the

edges of shapes are precise and crisp rather
than soft and blurred.

Hard to soft or lean to fat: Hard to soft sug-

gests the sequence in which you should
layer your drawing materials for best re-
sults, and is related 1o the expression "lean
to fat” that describes the best sequence for
layering paint. With black and white draw-
ing media such as graphite or charcoal, the
harder grade lays down less value while
the softer grade lays down more value, and
the sequence of hard to soft supports the
notion of working from general 1o specific.
‘This sequence also holds true for a variety
of reasons when working with pastels and
colored pencils, especially if you mix ma-
terials from different manufacturers that
include both hard and soft pastels or hard
and soft colored pencils.

Harmonious colors: Colors that work well

together because they are either comple-
mentary colors, analogous colors, or are
based on a color chord.

Harmony: As a principle of design, harmony

refers to methods for combining elements
of art to heighten their similarities and
unify the parts of an image into a whole.
Think of harmony as recurring similari-
ties, Harmony must be balanced with vari-
ety (recurring differences).

Hatching and cross-hatching: A method for

creating tonal structure by using closely
spaced parallel lines (hatching) or lay-
ers of closely spaced parallel lines that
are placed at an angle over the previous
layer. Hatching and cross-hatching can
include lines of varying lengths, angles,

and proximity.

Height: The first dimension, height is the

measurement of the distance from the
lewel of the lowest point to the level of the
highest point of a shape or space.

Heighten: To raise or lighten the value of

areas by using white er a pale coler in or-
der to complete the illusion of the form.

Herringbone perspective: A type of per-

spective in which the lines of projection
or convergence meet not on a vanishing
point but on a vertical axis at the center of
the image.

Hexagon: A closed two-dimensional shape

defined by six straight-line segments.

Highlight: The area on any surface that re-

flects the most light. Both highlights and
shadows are important (o the achievenment
of chiaroscuro,

Horizon line: See Chapler Two, The Termni-

rology of Perspective.

Horizontal: Straight and flat across, parallel
to the horizon. The opposite is vertical,
All horizentals and verticals are the same,
meaning there is only one horizontal
direction and one vertical direction. All
other directions are diagonal, which can
differ significantly.

Hue: See Chapter Five, Color Terminalogy:

Human scale: The size or praportion (scale)
of a space, a part of a building, an article of
furniture, or any other object as it relates
to the dimensions of the human body.

I

Teon: In its simplest form, an image or a
plciure.

Ideal: A theory or concept of something in its
absolute perfect form. Also, a standard or
model of excellence,

Idealization: The representation of same-
thing according to a preconception of
ideal form; a form of distortion to produce
idealized forms, possibly motivated by the
desire 1o make things appear as they would
in a “perfect” world,

IMumination: Light, or a source of light.

Ilusion: A visually or intellectually decep-
tive or misleading image or idea; the way
something is perceived that causes misin-
terpretation, whether intentional or not.
In drawing. you can create the llusion of
space of three-dimensionality on a flat or
rwa-dimensional surface.

[lustrate or illustration: To create designs
and images for books, magazines, or
other print or electronic media in order
to clarify or explain the text or show the
sequence of events in a story.

Illusiration board: A board made by mount-
ing good drawing paper on a stiff backing.
Surfaces vary from smooth to rough, and
the backing may or may not be acid-free.

Image capiure: Emploving a scanner ar ather
device to create a digital representation of
an image that can be stored on a computer.

Image manipulation: Changing or ma-
nipulating a digital image using digital
processes such as those available in Photo-
shop software,

Imagination: The use of the brain to create
a mental image of something that is not
present 1o the senses (sight, wuch, etc.) or
perceived as real; the creative powers of
the mind.

Impasto: A thick application of pastel or
paint.

Inanimate: Incapable of movement and hav-
ing none of the qualities associated with
livig organisns.
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Incising: Cutting or scraiching into a surface,
ovpically used on metal, stone, or pot-
tery. Incising can alzo be done on paper,
creating grooves below the surface that
will either hold or reject various media
depending on how the media is applied.
Watercolor on incised paper will segtle into
the incised areas with a greater concentra-
tion of pigment, while dry drawing media
like charcoal or graphite will rest on the
surface and create white areas where inci-
sions are located.

India ink: The name in ihe United States for
biack ink. a liquid with a pigment base
made from carbon. This ink i also uzed in
a solid form mobded into cakes or sticks,
and is called Chinese ink, Japanese ink,
or surmi ink. India ink is especially made
for use in permanent works. [t is water
resistant when dry, and is also available in
a water-soluble formula.

Lnert: S1able, unable to move or act, or slug-
gish in movemen. Ineri substances and
materials do not decompose easily and do
not change chemically. which is a desirable
characteristic for art materials. Acid-free
papers. for example, are more inert than
acidic papers, so they degrade more showly
and are less likely 1o discolor or become
brittle over time.

Inferior: See Chapter Four, Amnatemical
Terminology.

Insertion attachment or point of insertion:
See Chapter Four, Amatomical Terminalogy

Interdisciplinary: Invelving two or more
artistic of other disciplines. Artists have
preduced many interdisciplinary works
since the early twentieth centary, and
especially since the onset of postmodern-
wm, Interdisciplinary approaches to the
creation of art break down the boundar-
ies between categories, allowing the artist
1o incorporale aspects of drawing, paint-
ing. sculpiure, film. video, periormance,
and more.

Intermediate or tertiary colors: See Chapter
Five. Color Terminology.

Interpret or interpretation: Interpretation
is 3 stage of art criticism that follows the
description and analysis of an artwork. In
interpretation. one identifies the work's
expressive qualities, the meaning, the
mood. or the idea communicated to the
viewer, Different people can interpret a
wark of art in ditferent ways, and there is
no right or wrong response when inter-
preting a work of art.

Inwert: To turn inside out or upside down,
Also, 1o reverse the position, order, or

condition of gomething, such as making
what ks black white, and what is white
black.

Irony or iconic: lrony is a form of expression
in which the true meaning of something
is concealed or contradicted by the words
of images used; a meaning that is either
significantly different or is entirely oppo-
site of what appears to be presented. Irony
invalves the perception that things are
Aot what they seem 1o be. lrony is usually
intended to be humorous, dramatic, tragic,
insulling {sarcastic), or absurd,

Isometric tension: See Chapler Four, Ama-
tormncal Terminslogy.

Judge or judgment: In art criticism, judgment
is a carefully censidered decision regarding
an artwork’s success or lack of success (as
opposed to like or dislike). including rea-
sons that suppont this judgment.

Juxtapesition or juxtapose: Being placed
close logether or sade by side in order
0 permil or encourage comparison or
ocontrast.

K

Kinetic: Expressing movement, In an, kinetic
refers 1o sculplure or anything that moves,
such as a mobile.

Kneaded eraser: An eraser that can be manip-
ulated into a variety of shapes in order to
remave pencil and other unwanted marks,

L

Laid papers: Papers with a patterned texture
of parallel lines in each sheet. The pattern
results from the wet paper pulp resting
against wires on the mold screen as the pa-
per is made. “Chain” lines are farther apart
and run parallel with the grain direction
of the sheet, while “laid” lines are closely
spaced and perpendicular to the grain,
Charcoal paper is typically laid paper.

Landmark: In the process of sighting, a land-
mark is any point or visual feature on any
form that acts as a point of reference and
that can be referred back 1o repeatedly.

Lateral: Sec Chapter Four, Anatomical
Terminology.

Lead: A soft, malleable, dense metal that is
dull medium gray in color and wsed for
a wide vanety of purposes, Lead is toxic
and has been removed from pencils, house
paints, and most gasoline because of is
toxacity.

Lean: When used 1o describe colored drawing
media or paint, lean signifies 3 medium

with a minimal amount of ail in relation to
the amount of pigment.

Left brain: Refers to a theory in which the
lefi side of the brain is responsible for
reasoning, language (reading, writing. and
specch), and numbers, while the right side
af the brain is the creative side, responsible
for creativity, imagination, and spatial
awareness and comprehension.

Length: Usually refers 1o the longest
dimension.

Life drawing or figure drawing: The act of
drawing the human fhigure from direct
observation of a live (often nude) model.
Widely considered an eszential component
of an artists education, life drawing trains
the eyes, the brain, and the hand, and in-
creases skills needed for representation of
the human form.

Life size: Actual or full size. Drawing a stand-
ing figure at life size would require a large
picce of paper.

Lightfast: The ability 1o resist fading with
long exposure to sunlight. Indicates per-
manence of color when applied to pig-
ment. The epposite of lightfast is fugitive.

Lightness: Also called tone or value, the
property of a color (or value) that indi-
cates i1s brightness in relation to a scale
of lightest to darkest. Pure white has the
maximum lightness, and pure black
the minimum lightness.

Line: A mark with length and direction(s).
An element of art that refers to a continu-
ous mark made on a surface by a moving
poeant, Various types of line include thick,
thin, dark, light, vertical, horizontal, di-
agonal, straight, curved, broken, sharp,
blurred, and more,

Linear perspective: A system of drawing
used 1o create the illusion of spatial depth
on a two-dimensional surface, Linear
perspective is effective because it follows
consistent geometric rules for rendering
objects as they appear to the human eye,
such as railroad tracks that appear to meet
or converge in the distance even though
we know that in reality they do not actu-
ally meet.

Line variation: Changes in the character or
quality of a line that help to describe an
object more completely. Line variation
can include changes in thickness, value,

texture, focus, direction, continuity, and
mare,

Local color or objective color: See Chapter
Five, Color Teritinology.

Lomgus: See Chapter Four, Anatorical

Terminology.
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M

Magnus: See Chapter Four, Anatomical
Ternninology.

Mahl stick: Also called a bridge, a mahl stick
isa tool used to support the hand you are
drawing with in order to prevent it from
coming inte contact with a work in prog-
ress. While a mahl stick rests on one edge
of & drawing, a bridge functions in the
same way while resting on opposite edges
of o drawing,

Malleable: Capable of being physically
shaped or formed, either by hand or with
toals.

Margin: An edge and the area immediately
adjacent 1o it; a border,

Masonite®: A trademark for a type of fiber-
board often used by artists as a surface
for drawing or painting. Masonite is dark
brown and has one very smooth side and
one very textured side. Gesso is commanly
applied to Masonite as a ground to prepare
the surface for drawing or painting.

Mazs: The bulk, density, and/or weight of a
theee-dimensional form in space.

Mass media: Means of communicating toa
large mass of people, such as print media,
radi, TV, film, and the Internet.

Master or old master: In the aris, a master isa
person whose teachings or ideas are valued
and folbowed by others. Historically, a mas-
ter was an artist of great skill and acoom-
plishment whase followers were referred to
as apprentices or disciples. The “old mas-
ters” are a group of artists who were consid-
ered to be unquestionably important; mast
lived and worked sometime during the Af-
teenth through the seventeenth centuries.

Mat, matt, or matte: A border placed around
a work of art, also called a mat board. If
framed, a mat serves to keep glass from
touching the art. Also, having a dull, flas,
nonreflective surface; the opposite of glossy,

Material Safety Data Sheet (MSDS): A Mate-
rial Safety Data Sheet (MSDS) contains
basic information intended to help you
work safely with a hazardous material.
Some of thiz information may be posted
a5 2 label on the product or posted on the
manufacturer’s website. The Art & Creative
Materials Institute { ACMI) is an interna-
tional organization made up of hundreds
of manufacturers of art materials that au-
thorizes the placement of its seals (AP and
€L} on packaging in order to inform con-
sumers of the safety and hazards of those
products. In the United States the Occu-
pational Safety and Health Administration
(OSHA) is the federal agency that specifies

what information must be provided on the
label and BMSDS for every material that
OSHA has classified as hazardous.

Meaning: What is conveyed or signified
by a work of art; an interpretation of an
artwork’s significance. Regardless of the
artist’s infent regarding meaning, It is the
viewer who ultimately creates meaning in
each and every image.

Measuring line (ML): See Chapter Two, The
Terminology of Perspective.

Mechanical drawing: A representation of
forms or abjects by means of lines with the
help of mechanical tools or instruments,
such as a cornpass and a T-square.

Media: The plural form of medium. Also
may refer to mass media, which includes
printed media such as books, magazines,
and newspapers; radio; cinema; and such
electronic media as television, web pages,
CD-ROMs, DVDs, the Internet, etz.

Medial: See Chapter Four, Anatomical
Terminalogy.

Medium: The material or technique used by
an artist to produce 3 work of art. Medium
can also refer to a liquid material in which
pigment is suspended, and is also called a
vehicle or a base. A variety of mediums are
available that provide a matte, semigloss,
or glossy fnish,

Metalpoint: A metal stylus of silver, brass,
copper, or gold that produces a delicate
line when drawn upon an abrasive surface
by leaving a trail of extremely fine particles
of metal eroded from the stylus. Metal-
point lines become more visible as the
metal particles oxidize, with ¢ach different
metal taking on a slightly different “color™
through oxidation, Also known as silver-
point, brasspoint, and copperpaint.

Metamuorphosis: A transformation, To mefa-
morphose is to change in appearance,
character, condition, er function. In art, a
visual transformation of one form into an-
ather through drawing or other processes.

Metaphor: A figure of speech in which a
word or phrase that ordinarily designates
one thing is used to designate another, in-
viting a comparison. One thing conceived
as representing another; a symbal.

Middle ground: The part of an artwork that is
positioned between the foreground (near-
est to the viewer) and the background.

Mil: A unit of measurement of the thickness
of a sheet of paper equal to one thou-
sandth of an inch.

Millimeter: A unit of distance measurement
equal ta Vie of o centimeter, or Viess of a
meter. Abbreviated num.

Mineral spirits: A polsonous petroleum
distillate used as a solvent or paint thin-
ner, often used in place of turpentine. Itis
flammable, which necessitates special care
in its use, storage, and disposal.

Miscible: Refers to soluble liquids that can be
mixed in all proportions to each ather.

Mixed media: A technique involving the use
of two or more artistic media, such as ink
and pastel or pencil and collage, in a single
composition.

Modeling: The effect of light on a three-
dimensional form. The three-dimensional
quality of such a form iz emphasized by
mveans of light, shadow, and color. Re-
producing the effect of light, shadow, and
color in a drawing (modeling) makes it ap-
pear maore realistic,

Maodern: Generally refers to recent times
of the present. Also conveys the sense of
something being contemporary, recently
developed, or advanced in terms of style,
technique, or technology. Modeen art,
however, can refer to art made during the
perind of Modernism, which is a move-
ment of the late nineteenth and early 1o
mid-twentieth centuries.

Modernism: An art movement of the late
mineteenth and early 1o mid-twentieth
centuries characterized by a departure
from tradition and the use of innovative
forms of expression. Modernism refers
to a period of interest in the use of new

materials; a rejection of the inherited
notions of what art should be: the expres-
sion of feelings, ideas, and dreams instead
of the world we see; the use of abstraction
rather than representation; the accep-
tance of the elements of art as valid sub-
ject matter in and of themselves: and an
increasing focus on the intrinsic qualities
of the media used.

Monochromatic or monochrome: See Chap-
ter Five, Color Terminelogy.

Monotony or monotonous: The state or qual-
ity of an unpleasant lack of variety.

Motif: A consisient or recurrent conceptual
ar visual element in a work of art.

Movement: A principle of design that de-
scribes the manner in which elements of
art are arranged (o encourage visudl move-

ment throughout a composition. The idea
of movement is closely related to our ten-
dency to visually join things that are the
same or similar. Recurring lines, shapes,
textures, values, or colors throughout a
composition will encourage our eyes to
move back and forth between these recur-
ring elements.
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Mount: To aftach securely to a suppor, as
when a work on paper is artached to a
sheet of flat and rigid material.

Mucilage: A tvpe of adhesive made with any
sticky substance derived from plants.

Multiculturalism: A movement 1o broaden
the range of cultures we study, value, and
appreciate, in contrast to the traditional
(and sutdated) opinion that great accom:-
plishments of all kinds have been made
almost exclusively by white males of Euro-
pean descent.

Mutable: Subject to change.

N

Warrative art: Art that represents elements
of a story.

Naturalism: A style in which an artist iniends
to represent a subject as it appears in the
natural world, precisely and objectively,
rather than representing it in a stylized or
manipulated manner.

Negative space: The "empty” areas; the space
that £2is13 between, around, and behind
tangible forms, and in part defines tangible
forms. Megative space is as significant in
a composilion as positive space. Tangible
forms may act as negative space to other
tangible forms.

NWeutral: See Chapter Five, Color Terminology.

Meutralized color: See Chapter Five, Color
Terminology.

Newsprint: A very inexpensive paper manu-
factured from wood pulp on which news-
papers are usually printed. Mewsprin is a
popular paper used by students for mak-
ing sketches and preliminary drawings.

It rurns brown and becomes brittle very
quickly, and should not be used for per-
manent work. It is available in pads, single
sheets, and rolls,

Nib: The point of a pen through which ink
flows in order 1o make marks. There are
a variety of shapes and sizes available for
drawing. Each nib fits into a handle (usu-
ally plastic) that can accommaodate a vari-
ety of different-sized nibs.

Nonobjective art: Artworks having no rec-
ognizable subject matter. Also known as
nonrepresentational art.

o

Object: A material thing, typically considered
unresponsive or passive, toward which
artention, feeling. thought, er action is di-
rected by a subject.

Objectivity: To be influenced by facts instead
aof by emotions or personal prejudices. The
opposite of subjectiviry.

Obligue: See Chapter Two, Anatamical
Terminology.

Oblong: A shape stretched out from a circle
or square shape so that it is lenger than it
is wide.

Obtuse angle: An angle greater than $0° but
less than 1807,

Octagon: A closed two-dimensional palygon
bounded by eight straight-line segments.
A stop sign is an octagon.

Omne-point perspective: See Chapter Two, The
Terminology of Perspective.

Orpacity or opaque: The quality of being
opaque, or something that cannot be seen
through. With pigment, the power o cover
or obscure the surface to which it is ap-
plied. When opacity is not complete, it can
be described as translucence. The equiva-
lent of 0 percent opaciry is transparency.

Open shape: A shape or space that is not
completely enclosed by a line.

Owpties or optical: Relating to sight; viswal,

Optical llusion: An image that deceivesa
person, leading to & misinterpretation
of what is seen, Optical illusions can be
found in nature as well as in art.

Optical mixing: The process by which the
eyes blend bits of pure color placed next 1o
each other in an image. For example, small
dots of pure blue and yellow placed closely
together can be perceived as green.

Organic: An irregular shape such as one that
might be found in nature rather than a
regular, mechanical shape.

Original: Any work considered to be an au-
thentic example of the works of an artist,
rather than a reproduction or imitation.
Original may also mean the first, preced-
ing all others. In that sense, it may refer
1o a prototype or model after which other
works are made that are very similar to the
original.

Originality: The quality of being original.
Used 1o describe artists or works of art that
are ot derivative of other artists or works
of art. Originality has come to be de-
emphasized in contemporary art with the
increased use of photography, video, and
appropriation. The “myth of originality” is
a central principle of postmodernism.

Origin attachment or point of origin: See
Chapter Four, Anatomical Terminolagy.

Qutline drawing: A drawing made with one
line that defines the perimeter of 3 form,
resulting in a flat and two-dimensional
shape.

Oval: An egg-like two-dimensional shape that
looks like a circle that has been stretched
out to make it longer.

Overlap: When one thing lies in front of
another thing, partially covering it. Us-
ing overlapping in a drawing is one of the
most important means of conveying an
llusion of depth or space.

Owerlay: Something that is laid over or covers
another surface. It can be opaque or it can
be transparent or translucent, allowing us
to see through the overlay.

P

Pale colors: Any tint; colors having high
lightness and low saturation, When pre-
pared by mixing pigments, a large amount
of white is mixed with a small amount of a
hue. Oppasite to pale colors in both value
and saturation are deep colors.

Panorama: A broad, unbroken view of an
entire surrounding area. A plcture or se-
ries of pictures representing a continuous
horizontal scene.

Paper: A mass of interlaced cellulose Abers
in sheet ar roll form, used as a surface
for drawing, watercolor and pastel wark,
and printmaking. Higher-quality papers
are made of pulped linen and cotton rags,
while lower-quality, impermanent papers,
siich as pewsprint and butcher paper, are
made of woed pulp or a combination of
wood pulp and comon rag.

Parallel: See Chapter Two, The Terminology of
Perspective.

Parameter: A factor that either restricts what
it possible or what results, or that deter-
mines a range of variations. An arist can
set up his or her own parameters for a par-
ticular project or work of art,

Pastel: pigments mixed with gum and water
and pressed into a dried stick form for
drawing. Works of art done with such pig-
mienits are called pastels.,

Pattern: The repetition of any thing (thapes,
lines, or colors), pattern is one of the prin-
ciples of design,

Pedagogy: The art or profession of teaching,

Pen: A device for drawing or writing that
consists of a handle and a nib through
which ink makes marks. Nibs come in
a great variety of shapes, sizes, and ma-
terials, but are most commonly made of
metal.

Pencil: An implement for drawing or writ-
ing that consists of a thin rod of graphite,
colored wax, chalk, charcoal, or another
substance that can be sharpened to a fine

point and is encased in wood or held in a
mechanical helder. There is nothing more
fundamiental for the production of art than
the pencil,
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Pentagon: A closed two-dimensional polygon
bounded by five straight-line segments.

Perception: The process of becoming aware
of the world around you through sight,
sound, taste, smell, andfor touch.

Perimeter: The outer edges of a closed two-
dimensional shape; the total length of
these edges.

Peripheral vision: Side vision; the ability to
see objects and movement outside of the
direct line of vision, Vision at the edges of
the visual field using only the periphery of
the retina,

Permanent pigment or color permanence:
Any pigment that can be expected to last
without any significant change; unlikely te
deteriorate in normal light or in relation to
aother colors. Color permanence refers toa
pigment’s lasting power. Color media are
sometirnes labeled with a code indicating a
color’s degree of permanence.

Perpendicular: See Chapter Two, The Termi-
mofegy of Perspective.

Personification: Representing a concept or
something inanimate as having personality
or any various traits associated with a hu-
man being.

Peripective: The technigue artists use to cre-
ate the illusion of three-dimensionality an
4 two-dimensional surface. Perspective
helps to create a sense of depth and reced-
ing space, Fundamental technigues used
to achieve these effects include controlling
size variation berween depicted forms, us-
ing overlapping, and placing closer forms
an the ground plane lower on the picture
plane and more distant forms on the
ground plane higher on the picture plane.

Photomontage: The technique of making a
work of art by assembling and combin-
ing images from separate photographic
SOurces,

Photorealism: Realist drawings, paintings,
or sculptures that thoroughly reproduce
detail. Photorealism may also be defined as
work that is especially interested in repro-
ducing the effects of a camera on an image,
such as the variations in focus created by a
shallow depth of field.

Picture plane: The flat plane occupied by the
surface of a drawing or any other twa-
dimensional work of art. When there is
any illusion of depth in a drawing, the
pecture plane can be compared to a pane
of glass through which we look at elements
of forms arranged in space.

Pigment: Finely ground color material that
produces the color of any medium, Made
tither from natural or synthetic substances,

pigment combined with wax or gum be-
cornes a colored pencil, pastel, or ol pastel.
Combined with oil, water, or other fluid,
pigment becomes ink, paint, or dye.

Plagiarism: Taking ideas, writings, or other
creative work done by someone else and
presenting it a5 one’s own.

Plane: Any flat surface that may be level or
tilred.

Plexiglas®: A trademark for an acrylic plastic
available in sheet or rod form, Plexiglas
can be transparent or translucent, and is
available in a variety of colors.

Point of view: The position or angle from
which something is observed, or the direc-
tion of the viewers gaze, Examples of dif-
ferent points of view include from below
or abewve, or from inside or outside. Point
of view also indicates a manner or attiteds
in wiewing things, such a3 a pessimistic or
optimistic point of view,

Polygon: A closed two-dimensional shape
bounded by three or more straight edges.

Portfolio: A portable case for carryving mate-
rials such as loose drawings, photographs,
or other images. Portiolio can also refer to
a collection of an artists work, whether in
traditional form or as a set of digital im-
ages on a website,

Positive space: The opposite of negative space,
positive space is the figure(s) or abject(s) or
tangible element(s) in a compaosition. Some-
times an object can be both positive and
negative, depending upon lis relationship to
other tangible things in the compaosition.

Posterior: See Chapter Four, Anatomical
Terminology.

Postmodernism: A general and wide-ranging
term that applics to art, literature, philoso-
phiy, architecture, and more, postmodern-
izm is largely a reaction against modernist
principles and the assumed certainty of
scientific or objective efforts to explain
reality. Postmodernism is highly skeptical
of explanations or statements of fact that
claim to be valid for :llgmups.cu!tun:s.
traditions, or races. Instead, it believes that
interpretation on an individual level is
everything, and that nothing is certain and
universal,

Primary colors: See Chapter Five, Color
Terminology.

Principles of composition, principles of de-
sign, or principles of art: Qualities inher-
ent in the choice and arrangement of the
elements of art when creating a work of
ari. Artists compose their work by control-
ling and ordering the elements of art based

on their understanding of the principles

of composition, which include balance,
harmaony, variety, emphasis, movement,
proportion, economy, and unity.

Pronation: See Chapter Four, Anatomical
Terminolegy.

Proportion: One of the principles of design,
proportion refers to a part considered
in relation to the whole; the relationship
between things or parts of things with re-
spect to comparative size or quantity.

Push and pull: A visual or optical sensation
colors cause, giving the impression that
each hue appears to recede or advance to a
different depth from the eye.

Pyramid: See Chapter Two, The Terminology
of Perspective,

Q

Quadrilateral: A polygon defined by four
line segments, each of which can be of any
length. The sum of its four angles must
equal 360°,

Quill; in drawing and calligraphy, a pen made
from a gooses feather.

R

®: Registered trademark.

Radial or radial balance: Radiating from or
converging on a common center. Radial
balance i any type of balance based ona
circle with its design extending from or
converging toward its center.

Radius: A straight line that extends from the
center of a circle to any paint an its ¢ir-
cumference, or from the center of a sphere
1o any point on its surface. The length of
any such line. Radius is also a bone in the
forearm.

Raking light: Light placed at a strong angle
to an object or surface in onder to heighten
texrure and lengthen cast shadows. Raking
light reveals i arities on a surface far
more effectively than direct light.

Ratio: The relationship between two or more
similar things in terms of size, number,
or degree, Ratios are typically expressed
a% numbers separated by a colon, and the
colon is read as "is to”

Realism: The realistic and natural representa-
tion of people, places, and/or things in
a work of art, realisn is the opposite of
idealization, Realism is often considered
synonymeus with raturalism.

Ream: 500 sheets of paper.

Rectangle or rectangular: A closed two-
dimensional shape defined by four right
angles and four straight line segments.
Lines opposite each other are always
equal in length.
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Rectilinear: Moving in or forming a straight
line. or characterized by straight lines.

Reflected color: The color we see when
Ioaking at an objeci. determined by the
wavelength of the light leaving its surface
afer other wavelengths of light have been
absorbed. The concept of reliected color is

related 1o that of subtractive color, which is
color produced by mixing red, yellow, and
blue pigmenis.

Regular: Uniformly or evenly formed or ar-
ranged. Regular shapes include circles,
squares, and equilateral triangles. Regular
three-dimensional forms include bottles,
cubwes, spheres, pyramids, cones, ete, Gen-
erally speaking, most regular forms are
human made while most natural forms are
irregular to varving degrees.

Render: To represent accurately in a drawing.

Repetition: A principle of design closely
related 10 harmony, repetition refers to
repeatedly using an element of art in a
composition. A cerlain !-hﬂp'.'ﬂf texiure
or color can be used muliiple times in the
same work of an.

Represent or representation: To stand for or
symbualize, To depict or portrav a subject,
A presemtation in the form of an image.

Reproduction: The act of reproducing, copy-
ing. or creating a facsimile that is signif-
canthv accurate in its resemblance to the
original.

Resolution: In digital imaging, the number of
paxels, both height and width. that make
up an image. The higher the resolution of
an image, the greater its <larity and defini-
tion when printed.

RGE: $1anding for red, green, and blue, RGB
b5 an additve svstem for representing the
color spectrum using combinations of
red, gpreen, and Blue light a3 opposed to
pigment.

Rhyvthm: A visual form of tempo or beai,
rivithm is a principle of design that utilizes
an orderly repetition of elements to create
the look and feel of movement based on

our eves' tendency 1o visvally move be-
tween related forms,

Right angle: See Chaprer Tweo, The Terminol-
oy of Ferspeciive,

Right brain: Refers 1o a theory in which
the right side of the brain is responsible
for <reativity, imagination, and spatial
awareness and comprehension. while the
left side of the brain is responsible for
reasofning. language (reading. writing, and

specch), and numbers,
Rotator or rotation: Sec Chapter Four, Ana-
tormecal Termunology.

Rouge paper: Red paper. similar to carbon
paper, used for iransferring drawings to
other surfaces.

s

Sanguine: A red chalk drawing medivm.

5.A.5.E: An abbreviation for “seli-addressed
stamped envelope” Aris organizations of-
ten ask artists submitting work for exhibi-
tions, e, W include an 5.A5E

Saturation: A color’s purity of hue; its intensity.
A pure hue has the highest saturation. A
brilliant cobor is strongly saturated as well
asvery light in value, A deep color is also
highly saturated, but very dark in value. A
pale color has low saturation and light vabue.

Scale: A ratio or proportion that is used 1o
determine the dimensional relationship
between a representation of a thing and
the thing itself (its aciual size). Examples
in¢lude maps, architectural plans, and
models. Scale is typically expressed with
two numbers separated by a colon, 1:10,
for exarmnple, means that one unit of mea-
surement on the representation of a thing
represents 10 units of the same measure-
ment on the actual thing.

Scaling: A process based in perspective prin-
ciples that determines the accurate size
relationships of forms in an illusionistic
three-dimensional space.

Scanner: A device used for capturing a digital
image. Scanners are used in conjunction
with a computer so that, once captured,
images can be mampulated using graphics
software.

Scumble: The process of applying a broken
or textured layer of opaque or translucent
color across the surface of anciher color
so that each color is visible, creating color
interaction,

Secondary colors or binary colors: See
Chapier Five, Color Terminology.

Semigloss: A surface finish that is between
glossy and mane,

Sensitive or sensitivity: Being capable of per-
ceiving with one or more of the senses. Re-
sponsive to external conditions or stimuli,
or responsive to the attitudes, feelings, or
circumstances of others.

Sepia: A dark reddish-brown coler. Usually
refers to pigments or inks used in drawing,
printmaking, and photography.

Sequence or sequencing: An order or ar-
rangement in which one thing follows an-
otleer. A linear or successive arrangement.

Sgraflito: A techmque in which you scrape or
scraich through the top surface of layered
color to reveal another color.

Shaded color: See Chapter Five, Color
Ttnr:ll'rmfw.

Shading: A different use of the term noted
above, shading describes changes from
light to dark or dark to light in a drawing
by darkening areas that are in shadow and
leaving other arcas light. Shading strives to
describe all of the value changes observed
on a form, and produces the illusion of
dimension and depih.

Shadow: An arca that is not illuminated or is
only partially illuminated due to its shape
and position in relation ta the source of
light. Shadow is also created when an ob-
ject bbocks light from reaching an adjacent
surface.

Shape: An element of art, shape is an en-
closed space defined by other art elements
such s line, color, value, or texture.
Shapes, which are two-dimensional by def-
inition, can take on the appearance of solid
three-dimensional forms through shading
and ether devices.

Sighting: A measuring process based on
careful observation that helps 1o translate
observed three-dimensional information
into a two-dimensional language.

Silhouette: An outline filled with a solid
color, typically black en a white ground,
maost often used in portraiture.

Silverpoint: A drawing point made from a
silver “lead” that is used on a prcpnm:l
surface using gesso or other specially pre-
pared grounds.

Simulacrum: An image or representation of
something: or an unreal, vague, or super-
ficial likeness of something. The plural is
simulacra.

Sketch: A quick drawing that loosely caplures
the appearance or action of a person,
place, thing, or situation, Skeiches are
often done as preparation for larger, more
detailed works of art.

Slide: An image on transparent film held in
an opague frame, wsually generated with a
camera. Slides are quickly becoming obso-
lete in favor of digital images.

Slide scanner: A device with a slot in which
1o insert 35 mm slides and scan them into
a digital image.

Soluble; Able to be dissolved.

Solvent: A substance (usually liquid) capable
of dissolving another substance, used for
cleaning, thinning, mixing, or some art-
related technigue or process, Common sol-

vents include water, lurpentine and paint
thinner, {denatured) alcohol, acetone, lac-
quer thinrer, Wlwene, xylene, and naphtha,
Salvents are commonly available at hard-
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ware stores, as well a5 at art supply stores,
All solvents can be dangerous (most are
toxic, volatile, and flammable], so be sure
to read all labels carefully in order to han-
dle, store, and dispose of them properly.

Space: An element of art that refers to the
distance or area between, around, above,
below, or within things. It can be described
a3 twoedimensional or three-dimensional;
a2 flat, shallow, deep, or ambiguous; as
open of closed; as positive or negative; and
s actual or illusory.

Spatial qualities: The aspects of an image or
ohject having to do with the distance or
area between, around, above, below, or
within things.

Special vanishing point (SVP): See Chapter
Twa, The Terminelogy of Perspective.

Spectrum: The band of individual colors that
results when a beam of light is broken into
ils component wavelengths of hues,

Sphere: See Chapter Two, The Terminslogy af
FPerspective,

Split complements: See Chapter Five, Color
Terminolagy.

Spontaneity or spontanesus: Behavior or
action pm{c:ding from natural feeling
or a momentary impulse, without haw-
ing been planned, considered in advance,
contrived, or manipulated: developing
from within, without apparent external
influence or cause.

Square: See Chapter Two, The Terminolagy of
Ferspeclive.

Station point: See Chapter Two, The Ternti-
nodogy of Perspeclive.

Stencil: 5tiff paper {or other sheet material)
wilh a design cut into it that is used to re-
peat shapes, Ink or paint is forced through
the design’s openings, producing a print on
a flat surface that lies beneath the stencil.

Still lifez A work of art that depicts inanimate
objects, or an arrangement of inanimate
ohjects from which to draw, paint, ete.

A still-life image that reminds us of life’s
flecting qualities is called a vanitas.,

Stipple: A drawing method that uses dots
rather than lines or shading to depict
shapes and velumes. The spacing of the
dots creates various tonal ranges.

Straight: A line or edge or form extending
continuously in the same direction with-
out curves or other deviations. A straight
angle is 180°.

Straight-line construction: Translating the
curves and contours on an object inlo a se-
ries of straight lines that emphasize those
places where contours shift, change direc-
tion, or overlap,

Stress: To place importance, significance, or
emphasis upon something.

Studio: A space or a workshop where an art-
ist or crafisperson preduces, teaches, or
studies art. In French, a studio is called an
ateller, in lralian a bottega.

Stump or stomp: A tight roll of paper, soft
leather, or other soft material used for rub-
bing, softening, and blending dry drawing
media to produce a uniform area of value
or color, A stump may be used with any
powdery pigment such as graphite, char-
coal, or pastel. Also called a tortillon.

Style: The characteristic manner of an artists
expression,

Stylize: To restrict oF alter something to make
it conform to a particular style; to repre-
sent something conventionally. A negative
use of the term suggests a representation
that is everly general or commaon, lacking
specific or unique qualities,

Subduoe: To make less intense,

Subject: What is represented in an artwork.

Subjective color or expressive color: See
Chapter Five, Color Terminology.

Subjectivity: Conclusions considered or
reached that depend upon ideas existing
within a persors mind; taking a personal
point of view, The quality of perceptions
that exist within a person's mind, but not
necessarily in reality; expression of the in-
dividuality of an artist.

Sublime:; Awe-inspiring because of excep-
tional spiriteal, intellectual, visual, or
maoral worth; noble or majestic.

Substrate: An underlying layer; a surface to
which drawing media are applied.

Subtractive color: See Chapter Five, Color
Terminolagy.

Subtractive drawing: The process of creat-
ing a drawing by subtracting or removing
drawing material from the surface,

Superficial: Being on or near the surface,
such ag the superficial muscles of the body.
Also can mean lacking in depth, insignifi-
cant, or Lrivial.

Superior: See Chapter Four, Anatomical
Terminology.

Supination: See Chapter Four, Amatentical
Terminology.

Suppaort: The material that makes up a sur-
face upon which an artist applies various
media. Also known as a substrate,

Symbol: A form, image, or subject that repre-
sents or conveys a meaning other than the
ane with which it is typically associated.

Symmetry or symmetrical balance: The
organization of parts of an image or object
50 that one side duplicates or mirrors the

other. The opposite is known as asymme-
try or asymmetrical balance.

Synergy: The interaction of two or mare
things so that their combined effect is
greater than the sum of their individual
effects.

Synesthesia: A condition in which one type
of sensory stimulation (such as hearing)
evokes the sensation of another (such as
sight). In this example, a certain sound or
music may produce the viswal effect of a
color or a shape.

Synthesis: The formation of a new and coher-
ent whole by combining separate parts.
Synthetic: Artificial; not found in the natural

waorld,

T

Tactile: Relating to the sense of touch,

Tangent: See Chapter Two, The Termuinology
of Perspective.

Taste: A personal preference or liking, or the
capacity to tell what is aesthetically excel-
lent or appropriate.

Technique: Any method of working with art
miaterials to preduce an art object.

Technology: The use of science, especially
to achieve industrial, commercial, en-
gineering. or artistic results. in the arts,
technology can include digital projectors,
computers, laers, video equipments,
cameras, printing presses, scanners, and
maore,

Tendon: See Chapter Four, Anatomical
Terminology.

Tenebrism: Derived from an lalian word
meaning dark and gleomy. enebrism
refers vo an image that uses high contrast
between light and shadow, with an empha-
sis placed on chiaroscuro to achieve dark,
dramatic effects. Frequently the main sub-
jects of tenebrist images are illuminated by
a single light source, leaving surrounding
areas in deep shadow,

Tessellation: A collection of shapes that fit
together to cover a surface or a plane with-
out any overlapping of gaps.

Texture: An element of art, texture is the
surface quality or “feel” of an object, its
smoothness, roughness, softness, ete, Tex-
tures can be actual or simulated. Acal
textures can be felt with the fingers, while
simulated textures are visually suggested
by an artist when drawing things like
drapery, metal, racks, hair, ete.

Theme: A theme is a unifying topic, either
a5 subject matter or an idea. An artist can
choose s theme that guides the subject
matter for a body of work.
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Theory: A set of abstract rules, ideas, and/
or principles that explain or antempt to
explain a particular subject, as opposed to
actual practice.

Three-dimensional: Having, er appearing to
have, height, width. and depth.

Three-quarter view: A view of a face or any
other subject that is halfway between a
fall'frontal view and a profile/side view

Thumbnail sketch or thumbnail study: A
very small and loose drawing usually in-
tended to work out ideas for a larger, more
developed drawing.

Tinted color: See Chapter Five, Color
Terminplogy.

Tone or tonality; Ofien used interchangeably
with value or value structure, tone can also
refer to the general quality of a color,

‘Toned color: See Chapter Five, Color
Terminology.

Tooth: A degree of surface roughness or tex-
ture that allows various dry or wet materi-
als 10 adhere.

Torso: The trunk or main mass of the human
body with the head and limbs either omit-
ted or removed.

Tortillon: A tightly rolled paper stump or
stomp that is used for drawing (rubbing.
softening. and blending) with powdered
pigments such as charcoal, graphite, or
pastel.

Toxic: Poisonous; capable of causing injury or
death, especially with long-term exposure,

Trace and tracing paper: To make a drawing
on a translucent piece of paper by referring
1o an image tha b vistble underneath it
Tracing paper is made translecent for this
purpose.

Transfer paper: Paper coated with a con-
densed pigmented powder. When marks
are made with sufficient pressure on the
papers uncoated side, the pigment on the
coated side transiers a likeness of those
marks to the surface placed below the
transfer paper.

Transgressive art: Art that confronls or
breaks one or more social taboos. Usually
designed to insult social conservatives,
transgressive an is often considered shock-
ing or scandalous.

Translucent: A surface or material that allows
some light to pass through but grealy ob-
scures any information on the other side.
Translucent is a quality that is between
transparent and opaque.

Transparency: A picture on a transparent
surface, such as glass or photographic film,
s0 that the picture can be projected onto a

fla1 white surface. Also, the quality of be-
ing transparent.

Transparent: Allowing light 1o pass through
so that objects can be clearly seen on the
other side: the opposite of opaque.

Triangle: A drafling tool used in technical
perspeciive drawing.

Triptych: A work of art that has three side-
by-sade parts or panels. Historically, a
tripiych had three hinged panels, with the
twir outer panels designed to be folded in
toward the central panel, A triptvch can
alse be any work of art composzed or pre-
sented in three parts or sections.

Trompe l'oeil: A French term literally mean-
ing “trick the eye” Sometimes called illu-
sionism, its a style of drawing or painting
that gives the appearance of three-dimen-
sional or photographic realism. Trompe
I'oeil has the potential to raise questions
about the nature of art and perception.

T-square: A long. flat ruler that is anached at
a right angle to a short piece that makes it
look like a *T. The short piece slides along
the edge of a drawing board to position the
ruler so parallel lines can be drawn.

Turpentine: A thinner and solvent. There are
several grades of turpentine, the best be-
ing pure gum spirit of urpentine and the
most infertor being wood turpentine, With
normal use it is not flammable, but it is
moderately toxic with skin contact, inhala-
tion, or ingestion.

Two-dimensional: Having height and width,
but no depth; flat.

Two-paint perspective: See Chapter Two,
The Terminclogy of Perspeciive,

U

Unique: One of a kind or original.

Unit of measure: In sighting, an observable
form or object with height and width that
2cts as 2 guide in determining the size of
all adjacent forms or objects.

Unity: A principle of design, unity is the
quality of wholeness or cohesiveness that
is achieved through the effective use of the
elements of art and principles of design.
Unity is often achieved through a dynamic
balance of harmeony (recurring similari-
ties) and variety (recurring differences).

v

Value: An element of ar that refers 1o
Iis,hmrs: or darkness of achromatic or
chromatic media. Value becomes more
apparent in achromatic or monochromatic
images because it does not require consid-

eration for other factors that are specific to
color and eolor interaction,

Value key: The overall use of value in a com-
position that has the potential 1o convey a
mood or a feeling. An overall use of lighter
values is referred to as high key and may
convey a more cheerful or delicate feeling.
An overall use of middle values is referred
to as middle key. An everall use of dark
values is reforred 1o as low key and may
convey i more somber or heavy feeling.

Value scale: A gray scale created by a series
of spaces filled with a progression of gray
wvalues or the tints and shades of one color.
Value scales usually start with white or
the lightest tint on one end and gradually
change to black or the darkest shade on
the other end.

Vanishing point: See Chapter Two, The Ter-
minolegy of Perspeciive.

Variety: A principle of design that refers toa
use of the elements of art that creates some
recurring differences of line, shape, tex-
ture, value, color, or more. Variety helps to
create visual interest.

Vehicle: In the visual aris. a vehicle is a liquid
substance that holds pigments, and is also
called a medium or a base. A variety of
vehicles are available that provide a matte,
semigloss, or glossy finish,

Verisimilitude: Appearing 1o be true or real,

Vertex: See Chapter Two, The Terminology of
FPerspective.

Vertical: The direction going straight up and
down, perpendicular to the horizon; the
“apposite” of horizomal, Any orientation
that iz mot vertical or horizontal is diago-
nal. Portraits are typically done on a verti-
cal format, while landscapes are most often
done on a horizontal format.

Vessel: See Chapter Two, The Terminology of

Pive.

Viewfinder: A device for assisting with com-
position, a viewfinder is a small “window™
cut from a rigid piece of paper or board
that shows the area of the subject matter
being drawn. It is important that the di-
mensions of 2 viewfinder reflect the same
dimensions as the surface of the drawing.

w

Warm colors: Colors such as red, orange,
and yellow that suggest warm lempera-
tures, They appear on one side of the color
wheel, opposite the coal colors. Warm
colors suggest light, opacity, stimulation,
earthiness, nearness, heaviness in weighi,
and dryness.
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Wash: A thin, translucent layer of pigment,
usually watercolor or India ink: also, an
even tonal application of one color with
uniform pressure.

Watermark: In the making of paper, a trans-
lecent design impressed on paper when it
i still moist, using a metal pattern. A wa-
termark is visible when the paper is held
up to light (backlit). In digital imaging,
information in an image that creates a pat-
tern indicating proof of ownership.

Waterproof: Typically refers to colors or
other materials that will not distort or run

with exposure to water after they have
dried. Alfo refers to materials that are
unaffected by water or that water cannot
permeate, like wax,

Water soluble: Soluble or capable of being
dissolved in water. For all water-soluble
miedia, water is the solvent.

Weight: Either the actual (physical) or the
apparent (visual or compositional) heavi-
ness of an object. Visual or compositional
weight can be thought of in terms of how
much attention an area creates or how
much the eye ks drawn to a certain area.

Width: The second dimension, after height.

Width is usually the measurernent of the
size of a shape or a space from side 1o side,

Worm's-eye view: A low viewpoinl. Like a

‘worm ar some other small creature living
on the ground, you are below and leoking
up from close to the ground.

Wove paper: The commonly seen gridded,

patterned texture produced by paper pulp
pressing against wires on the mold screen
as the paper is made. Wove-paper texture
is very different from the texture made by
wires on laid paper.
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Mote: Page numbers in italics refer to
llustrations.

abstraction, 389
acetate, B9
acid-free, 389
Adams, Aaron, 88, 180
sesthetics, 389
scsthetic value, 389
Afierfiood (Mersmann), 366
Alderson, Michael, 265, 267, CP 5-43, 5-46
alignment, 13, 389
Allen, Kelly, 304
Allison, Amy, 47, 180
ABured. Ralph, 145, 146
Alaft I (Schultz), 70
ambiguous, 389
Amor, Stephen. 163
anatomy: See also bones; muscles
artistic, 196, 389
figure drawing, 196-200
miedical, 196
revealing iself, 199-200
terminalogy, 215, 217
Andy Warfial ( Fischer), 335
angle
acute, 112
obtuse, 398
right, 112, 400
sighting, 10-11
anomaly, 389
Ancther Day Older (Creech), 325
anilhropomorphism, 389
Antenio, Lea (Momi), &, & 46, 95, 153
apex, 359
archival, 389

fFiail
bones, 210
muscles, 213, 215
art, defining, 389
art criticism, 389
art movenent, 389
wsymmetry, 390
Augustine, Debozah, 157
autobiographical art, 390
agis, 111, 390
ellipse, 128-30, 129
gesture drawing, 171-72
limes, 171=72
migor, 10, 128-30
minor, 10, 128-30
portrailure, central, 179
sighting for, 10-11

background, 390

Bailey, Amy, 23

balance, 18, 350
radial, 399

A Ballet Dancer in Position Facing Three-
Quarters Front, 167
Barkhouse, Donald, 111, 93, 152
Barnes, Jennie, 5, 44
Bartel, Marvin, 268
baseline, 79-80, 111, 390
Bath (Heuer), 102
Beams (Heuer), 385, CP App.-82
Beast of Fowl (Rappleye), 348
beauty, 350
Beck, Ellen, 247, CP 5-24
Becoming Animal (Micallef), 341
Bell {Biel), 320
Belote, Brandon, 68
Beyond the Pale {Mersmann], 362
Bib (Jones, K.}, 303
Biel, Joe, 317-20, 318, 319, 320
Bierens, Kirk, 7, 47, 58
bilateral, 350
binder, 390
binocular vision, 390
birds-eye view, 147, 390
Bitch (Reckman), 70
Black, Jane, 43
Black Shirt and Torso-Back (Schultz), 352
blending, 390
colored pencils and, 236-38
oil pastels and, 256-57, 260, 266
pastels and, 244, 248-49, 253
Blacker, Emily, 288
blocking in, 390
oil pastels, 264-65
pastels, 250-52
Blossoms (Stashkevetch), 297
Boat Studies in Three-Paint Perspective
{Allured), 46
Bobenmaoyer, Michael, 288
bones, 207, 208, 209
head, 206, 210
major, 205-11
Bonnard, Pierre, 52
Boonstra, Matthew, 308
Borgman, Mary, 320, 321, 322, 323
Borkowski, Molly, 55
Barton, Douglas, 57
Bradley, Abbey, 196
brainstorming, 269, 390
The Breaker Boys (Creech), 290, 325
bridge, 390
Bridge {(Heuer), 386, CP App.-83
brightness, 390
brilliance, 390
Bristling Rocks (Stashkevetch), 66
bristol board, 390
buckle, 350
Bulka, Michae, 277
Bundt, Chelsea, 258, CP 5.35
burnishing, 236=38, 390
busy, 390

cadmium, 350
Cannarile-Pulte, Susan, 172
caption, 391
carben, 295, 391
Carlson, Erik, 27, 162
Cars (Scobel), 355
Cat’y Cradle & Gameboards (Greene), 371,
CP App.-65
censorship, 391
center of gravity, 391
Chance of a Lifetime (Rockman), 316
Charancon {Spazuk], 307
charcoal, 391
compressed, 195
paper, 286
pencils, 29495
powdered, 295
vine, 195
chiaroscurs, 64, 391
Chinese white, 391
Christo, 52
chroma, 391
chromatic pigments, 391
chronology, 391
Cinderblock Remnant (Polsky), 345
circa, 390, 391
circle, 111
circumference, 112
circumscribe, 391
Circus Voltini (Greene), 372, CP App.-66
Clare, Elizabeth 1., 365
cliché, 391
clock, 10-11, 11
closure, 391
Cloud of Starie #1 (Rockman), 259, CP 5-36
Cloud of Store #2 (Rockman), 266, CP 5-45
Closd Over Field (Rockman), 262, CP 5-39

Clowds #6 (Hunters Peint) (Stashkevetch), 360

CMYEK, 391
Cobb, Tim, 236, CP 5-18
Codres (Spazuk), 307
cognitive, 391
coherence, 391
collaboration, 391
collage, 291
Collapse to Nature (Mersmann), 365
Caolor
chords, 224-25
complementary, 229-30, 391
contrasts, 219-24, 223, CP 54
cool, 392
critigue, 281-32
earth, 393
harmony, 224-25, 395
Intensity, 222, 225, 226, 229, 391, CP 5-3
intermediate, 396
local, 3%6
media, 230-66
neutralized, 398
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Color (confinued)
objective, 396
observing and recording in, 229-30
pale, 398
permanence, 391
primary, 359
reflected, 400
scheme, 391
secondary, 400
shaded, 400
subjective, 401
subdractive, 401
temperature, 221, 235, 224, 391, CP 5-2
terminology, 218=19
tertiary, 396
tetrad, 391
texture and, 226, 229
tinted, 402
toned, 402
triad, 391
understanding. 218-19
value, 225, 226, 229, 236-39, 391
volume and, 235-29
warm, 402
wheel, 220, 224, 225,391, CP5-1, 5-5, 5-6
colored pencils
accessories, 233
advantages and disadvantages, 234
artist-grade, 231-33
blending, 236-38
burnizhing. 236-28
collecting, 233
lightfastness, 231
limitations, 23%-40
paper, 23436
sticks, 296
storage and transport, 233
student-grade, 231
techniques, 236-39
texture and, 236
value and, 238-39
working from hard to soft, 239
Combs, Jamie, 74, 99, 174, 248, CP 5-26
Compact (Randall), 370, CP App.-64
compass, 391
compose, 391
composition, 391
critique, 278-79
guidelines, 25-32
principles of, 18=20, 399
problems with, 274
theory, 15=16, 35
thumbnail stedies for, 32-35
variable elements, 20-23
viewpaint in, 28
concave, 392
concentric, 392
concept, 392
condyle, 392

cone, 111, 392
cone of vision (COV), 110, 116, 392
Conn, David, 202
consistency, 392
Constantine, Jay, 176
Constantine, Patricia, 228, CP5-11
conte crayon, 296, 392
contemporary, 392
content, 392
contour
blind, 332
cross, 352
drawing, 170-73, 352
hatching, 72
high and low poinis, 44-45
line, 49-50
outer, 27, 392
speed of, 44
contrapposto, 392
contrast, 392
color, 219-24
complementary, 222
of extension, 223-24
of hue, 220
of intensity, 221-22, 222
simultaneous, 223, 223
of temperature, 221, 22]
value, 80, B, 220-21
convergence, 111
corridor of, 85, 88
perspective grids and, 120
convex, 392
copyright symbol, 390
Cossoling, Stacy, 13, 82
COV. See cone of vision
crafismanship, 392
crayon, 296, 192
creativity, 269, 352
Crecelius, Tim, 53, 157, 237, CP5-20
Creech, Dustan, 290, 324, 324, 325
critique, 276-82, 392 See also feedback
color, 261-82
composition, 278-79
drawing. 279-80
figure drawing, 280
group, 277
individual, 277-78
perspective, 280-81
cross-hatching, 72, 392, 395
oil pastels, 260
pastels, 248
Crucigerous (Stashkevetch), 65
cube, 111
division, 125-26, 126, 137
4550455, 133, 133-36, 134, 135
key, 108
leading edge of, 116
im one-point perspective, 112-13, 114
precise, 132-33

relationship to, 142, 142-44
Ioie0, 132, 132-33
two-point perspective, 113-16, 115, 116,
132-36
vanishing point proximity, 116
cube multiplication
distortion, 125
fencepost methad for, 123, 123-24
measuring line methed for, 124, 124-25
Cummings, Yvette, 67
curve, 392
curvilinear, 392
cylinder, 111

Dad (Dmate), 327
D'Amate, Susan, 326, 326, 327
Dancers (Biel), 319
Dancing With No Shoes (Scobel), 358
Darkening Rain (Majumdar), 337
Dark Horse No. | (Rockman), 76
Dark Horse Na. 5 {Rockman), 25
Daurnier, Honore, 78
Diave Wajnarowicz (Fischer), 336
Davidson, Maryann, 85
Davis, Stuart, 52
Dweath Carrying Her Brood (Piene), 344
decorative, 393

lime, 52

space, B3
Decoy | (Randall), 237, CP 5.19
Deeper in Debt (Creech), 324
definition, 393
Dregas, Hilaire-Germain-Edgar, 167, 190
degrees of importance, 47
delineate, 393
Dielmonico Building (Sheeler), 147
denatured alcohel, 393
Drebdio, Jacquelin Dyer, 53, 194
density, 23
depth, 79-84, 393
Drescend (Schulez), 354
design, 393
detail, 80, 393
diagnosing problems, 269-74
diagenal, 111, 393
diameter, 112, 393
Diebenkorn, Richard, i7, 21
dimension, 285, 393
diminution, 111, 353
diptych, 393
directional forces, 18
dizparity, 275
distortion, 393
Dog (Rockman), 85
dominant, 18, 333

Don Quixote and Sanche Panza (Daumier), 78

Doagan, Bailey, 328, 328, 329, 330

D, Kopano Mpuang (standing)
{Borgman), 322




drafismanship, 393
drawing. 393, See also figure drawing; gesture
drawing: subtractive drawing
contour, 170-73, 392
critique, 279-80
general to specific exercises, 76-78
mechanical, 397
outline, 398
overly generalized, 273-74
Drawing from “Routine” (Morgan), 301
Dune (Rockman), 265, CP 5-44
Duren, Stephen, 261, CP 5.37
Didrer, Albrecht, 102
Dyjak, Amy. 195

ears, 181, 187-88
easel, 393
Eree Home (Leyden), 93
economy, 20, 393
écorché, 393
edge
deckle, 392-93
exterior, 45
feather, 392-93
force of, 45
hard, 395
interion, 45
leading, 116
lime to define, 45
quality of value, 71
shared, 27
speed of, 44
strength of, 45
Edwards, Betty, 177
&6th 51, (Greene), 374, CP App.-69
elements of arr, 393
cllipse, 111, 393
axis, 128-30, 129
distortion, 128-30
eight-paint tangent system for, 127-28
eyve bevel proximity, 130
fullness of, 128-30
one-point perspective, 126=30
receding into space, 129
two-point perspective, 126-30
clongate, 393
Elsholz, John, 183, 205
Embroidery: The Artists Mother (Seurat), 22
emphasis, 18, 393
empirical, 393
Enchanted Wood (Rappleye), 304
The End of the Road {Stashkevetch), 361
epicondyle, 393
equilibrium, 393
craser, 234, 245, 393, 395, 396
erasing shield, 394
Erlebacher, Martha Mayer, 198
Evans, Rob, 330, 331, 332, 333
expressive qualities, 394

extensor, 394

eyes, 181, 182-84

eye-hand coordination, 394

eye level, B6, 107, 110, 394
cllipse proximity to, 130
problems with, 271

face, 160,211
facsimile, 354
Father and Child (Rockman), 75
feathering, 394
edge, 392-93
oil pastels, 263
pastels, 250
feedback
descriptive, 275
interpretive, 276
spoken, 276
written, 276
Fibonacci Series, 40, 41, 394
figurative, 394
figuire
ground, 394
mapped in space, 193-96
figure drawing, 396
anatamy in, 196-200
critique, 280
etiquette, 160-61
female, 166-68
form in, 175-76
impaortance of, 159-60
landmarks, 162-64
line in, 173, 194-95
male, 166-68
movement in, 195=%6
in observed environment, 194
relative proportions, 162
scale in, 173-75
sighting and, 161-66
space in, 173-76
value in, 175-76
volume in, 173-76
Fischer, Dan, 334, 334, 335, 336
Fish, Maomi, 182, 184, 289, 296
fixative, 394
ol pastel, 257
pastel, 244-45
flat, 394
flexor, 394
Flutter in the Room (Scobel), 160
foam core, 394
focal point, 394
foreground, 394
foreshortening, 111, 394
overlap and, 9
problems with, 271-72
sighting and, 8-%
form, 394
in figure drawing, 175-76

occupying format, 25

placement of, 25

problems with, 273

sighting, 11

im still life, 94-96
formal, 394
formal analysis, 394
format, 16, 394

form occupying. 25
found material, 394
four-dimensional, 394
Francis, Dean E., 149, 151
A Front (Doogan), 328
frotage, 68-69, 394

Gajewski, Laura, 8, 103, 287
gallerist, 394
gallery, 354
general to specific, 394
drawing exercises, 76-78
line, 41-42
value, 62-64
genres, 394
geometric solids, 142-44
gesso, 257
gesture drawing, 170-73, 394
axis lines, 171-72
pace of, 172
simple, 172
sugtained approach te, 77-78
working from inside our, 172-73
Ghosts of Detroit 2 {Boonstra), 308
Giacometti, Alberto, 50, 52, 52
Girl with Dead Goat (Piene), 344
Girl with Pink Ribbon (Womack), 383,
CP App.-73
Girl with Twig (Merdrum), 19
Girl with Walf (Scobel), 306
Glowing Rock (Rockman), 263, CP 5-41
Golden Section, 35-38, 34, 394
construction of, 37
face and, 160
as fraction and ratio, 40
human body and, 161
rectangle, 38, 39
spiral, 39
gradation, 395
graffiti, 395
Grant, Sheila, &
gruphite, 293, 395
Greene, Daniel E., 371, 371, 372, 373, 374,
CF App.-65, App.-66, App.-67, App.-68,
App.-69
Greenleaf, Ann Drysdale, #
grid, 116=20, 117, 118, 119, 120, 395
Griffin, Michael, 203
Grindle, Matt, 150, 155
grisaille, 395
Grosz, George, 55
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ground. See also background; foreground;
middle ground
absorbent, 359
figure, 394
line, 86, 107, 110, 395
plane, 110, 395

Hahn, Christina, 262, CP 5-40
hair, 189
Hale, John, 12, 43, 183, 185
halfione, 355
Halko, Stephen, 100
Hammar, Dave, 27
hands, 210, 213, 215
Hand Studies (Constantine, ), 176
hard to soft, 395
eelored pencils, 239
oil pastels, 264
pasiels, 250
Hardy, Linda Lucas, 238, CF 5-21
harmony, 18, 234-25, 395
Harvest Song (Heule), 254, CP5-34
hatching
contour, 72
eroas, 72, 248, 260, 392, 395
ol pastels, 260
parallel, 71-72
pastels, 248
head
bones, 206, 210
muscles, 211
as unit of measure, 168
height, 395
heighten, 395
Held Back (Majumdar), 33§
Helder, Janet Dirake, 163
Helmer, Bob, 295
Hemak, $ean, 197
Her Place #2: Study for Clased Ward
Number 12 (Mazur), 31
Het, Mike, 295

Heuer, Nathan, 102, 131, 152, 384, 384, 385,
386, 387, CP App.-50, App.-81, App.-82,

App.-B3, App.-84, App.-85
Heule, Marianna, 247, 254, CP 5.25, 5-34
hexagon, 395
Heynen, Caroles, 79
highlight, 61, 395
horizon line, 86, 110, 395
horizoneal, 111, 395
Hossink, Andrea Helm, 32, 85
Hossink, Jamie, 16, 179, 186, 201
Houston, Joe, 226, 305, CP 5-8
hue, 395

contrast, 220

icon, 385
ideal, 395
idealization, 395

ideation, 268
lumination, 395
illusion, 395

optical, 398
illustration, 395
illustration board, 395
image

afier, 389

caphuare, 395

digital, 393

found, 394

manipulation, 395
Imaginary Flying Machine in Two-Point

Perspective (Allured), 145

imagination, 268-59, 395
impasio, 395
inanirmate, 395
incising, 396
inert, 396
inferior, 396
Ingres, Jean- Auguste Dominique, 50, 169
ink, 298, 300, 386
Ink Plant-Building 2 (Polsky), 346
insertion anachment, 396
Interchange (Heuer), 152
interdisciplinary, 396
interpretation, 396
interval, 23
invert, 396
irony, 396
isometric tension, 396

Jackson, Pegey, 154
fohnson, Chris, 153
Jehmzan, Kiel, 104, 293
Jones, Jennifer, 9
Jonies, Kristopher, 303
judge, 396

Jemper (Bicl), 218
juxtaposition, 336

Kilgore, Steve, 158

kinetic, 396

King, Christine, 246, CP 5-23

Kokoschka, Oscar, 52

Kolosowsky-Paulus, Lisa, 172

Kowanka, Chrig, 173

Kreutzberger, Lilian, 227, 375, 376, 377, CP

5-8, App.-70, App.-71, App.-72, App.-73,

App.-74
LaBur, Emily, 7, 29, 49

Ladder Series #14: Caged Pendulum (Prucka),

282
landmark, 6. 396
bany, 199, 210-11, 390
figure drawing. 162-66
poriraiture, 179-82
sighting between, 11-14

lateral, 396
Lazzari, Margaret, 53
lead, 396
lean, 396
Lebrun, Rico, 55
left brain, 396
leg, 210, 215
length, 396
Lewin, Sal, 52
Leyden, Lucas van, 33
Lick Lire #12 (Randall), 367, CP App.-59
Lick Line #20 (Randall), 368, CP App.-60
light
back; 390
direct, 61
flood, 394
indirect, 61-62
lime, 43
quality, 61
raking, 399
reflected, 61, 62
shape, 69, 71
Im still lifes, 96-97
lightfast, 396
colored pencils, 231
il pastel, 254
pastels, 240
lightness, 396
light source, 28
line and, 43
texture and, 67
value and, 59
line. See also measuring line
agitated, 55
altered, 55
anatomical, 50
angular, 52
axis, 171=72
broken, 52, 55
calligraphic, 52
classtcal, 50
contour, 49
cross-conbour, 50
dark, 43
decorative, 52
dimensional, 56
edge defined through, 45
figure drawing and, 173, 194-93
functions of, 49-57
from general to specific, 41-42
gesture, 49
horizon, 86, 110, 395
light, 43
light source and, 43
mechanical, 52
mediuvm and, 42
modified contour, 49-50
mouth center, 179
organizational, 50, 52



INDEX | 411

problems with, 272
process, 55-56
sengilivity, 41-61

straight construction of, 58-60, 194-95,

401

structural, 52

surface and, 42

temsion, 43-44

types, 49-57

variation, 41-81, 173, 396

weight, 43-d4
Longenecker, Micholas, 301
longus, 396
Laot’s Daughter (Van Der Velde), 202
Lubbers, Jane, 307
Luce, Scott, 10, 11, 30, 105, 143
Lerre I (Randall), 368, CP App.-6{
Lere 2 {Randall), 369, CP App.-62
Lere 3 (Randall), 369, CP App.-63

M (Schultz), 353
Macabes, Kitty, 249, CP 5-28
Macaluso, Mik, 30
magnug, 397
mahl stick, 245-46, 397
Mahon, Eugene ], 36-38
Majumdar, Sangram, 337, 338, 339, 340
Muale Back (Erlebacher), 198
malleable, 347
Malleawx-Schut, Jennifer, 51
Manufrcturings Consent @1 {Heuer), 387,
CPApp.-85
Marufacturings Conzent #2 (Heuer), 356,
CPApp.-84
margin, 397
mark making, 72
Masoniee®, 397
mass, 397
master, 397
Material Safety Data Sheet {MSDS), 387
Matisse. Henri, 50, 5
matte, 397
A Matter of Will (Halke}, 100
Maturia, April, 154
Maxwell, Matt, 12, 56, 188, 300
The Maze (Majumdar), 340
Mazger, Taylor, 73
Mazur, Michael, 31, 55
MeCannell, Rebecca Marsh, 15, 227,
CPs-10
McCoy, Andrew, 250, CP 5-29
McKibbin, Alex, 50
meaning, 397
measuring line (ML), 397
cube multiplication and, 124, 124-25
diagonal, 111, 393
division with, 136-38
perspective grids and, 118-19
setting up, 136

media, 283, 397, See also specific media
color, 230=66
dry, 292-98
mass, 3597
mixed, 397
nentraditional, 292-301, 303-8
traditional, 292-301
wet, 298-302
medial, 397
medium, 42, 397
Mersmann, Armin, 361, 362, 363, 364, 365,
366
metalpoint, 397
metamorphosis, 397
Metamorphosis (Study for “Cicada®) (Evans),
332
metaphor, 397
Micallef, Antony, 341, 341, 342
middle ground, 397
mil, 397
Miller, James P, I, 197
Milles, Sarah, 303
millimeter, 397
Miltgen, B. A., I75, 252, CP 5-32
mineral spirits, 397
miscible, 397
Mismatched Pair (Aino & Vaing) (Piene), 343
Mittler, Gene, 276
ML. See measuring line
modeling, 397
The Model Mizzavona (Toulouse-Lautrec), 54
medern, 397
modernism, 397
monochromatic, 397
monotony, 397
Muoon, Lance, 72
Moore, Henry, 50
Moore, Michael, 28
Morgan, Rian, 287, 300, 301
motif, 397
mount, 398
mouth, 185-87
centerline of, 179
outside corners of, 181
meovement, L8, 397
art, 389
in figure drawing, 195-96
Mrs. Reed {Science Teacher) (Rosas), 230,
CP5-15
Mrs. Shook (Rosas), 267, CP 5-47
M5DS, See Material Safety Data Sheet
mucilage, 398
multiculturalism, 398
muscles, 211-17, 212, 214, 216
mutable, 398

marrative art, 358
Mati Zohar (standing) (Borgman]), 321
naturalism, 398

Waum, Susan, 83, 298
neck, 188-89
muscles, 211
width of, 181
Merdrum, Odd, 19
neutral, 398
newsprint, 398
nib, 398
Nichols, Greg, 51
1975 (Heuer), 385, CP App.-81
96th St. Tunnel (Greene), 372, CP App.-67
nonobjective art, 398
nose, 179, 181, 184-85
Mowarzki, Steve, 103
number, 23
Nykamp, Kerre, 57, 183, 200

object, 398
found, 394
objectivity, 398
oblique, 112, 398
oblong. 398
Oecasional Angel (Mersmann), 363
octagon, 398
wil pastels, 253-66, 298
accessories, 256-57
advantages and disadvantages, 257-58
artist-grade, 255
blending, 256-57, 260, 266
blocking in, 250-52
brushes, 256
collecting, 256
cross-hatching, 260
feathering. 263
fixative, 257
hatching, 260
lightfastness, 254
paper, 258-60
preparing surface for, 253-60
procedures, 264=66
scumbling, 260, 263
side stroking, 260
solvent, 256
storage and transport, 256
student-grade, 254-55
techniques, 260-64
wash, 263
working from hard to soft, 264
old master, 397
Oliver Streer Survey-Pile 01 (Polsky), 346
Olson, Kevin, 32, I7]
gne-point perspective, 109, 393
cubse in, 112-13, 114
ellipse, 126-30
grids in, 117, 117=18, 11&
Oosterink, Glenda Sue, 10, 165
opacity, 398
opadque, 398
optical mixing, 398
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optics, 398

organic, 398

original, 39§

originality, 398

origin attachmeni, 398

O¥Rourke, Dennis M., 11, 199, 204

Otur Old Feuillage That Shadows My Likeness
(Rappleve), 351

Outrun Memory (Scobel), 357

oval, 398

overlap, 80, 111, 398

foreshortening and, 9
overlay, 398

palette knives, 256
panorama, 398
paper, 398
acidity, 284
charcoal, 286
coated, 391
cold-pressed, 331
colored, 234-36, 24648
colored pencil, 234-36
dimension, 2E5
laid, 394
neutral, 236
oil pastel, 258-60
pastel, 246-48, 286
ply. 284-85
primed, 258-59
raw, 259
rouge, 400
size, 284, 285
texture, 254
tinting, 239
toned, 75=76, 234=36, 246-48
tracing, 402
traditional, 283-85
transfer. 402
weight, 284
white, 236, 285-86
wove, 403
Faragon (DAmato), 326
parallel, 111, 398
converging, 82
hatching, 71-72
parameter, 398
Park, Chul-yeon, 193
Farsons, Alvssa, 153
Parthenon, 36
[pastels, 398, See also oil pastels
accessories, 243-46
advantages and disadvantages, 246
artisi-grade, 241-43
blending, 244, 248-49, 253
blocking in, 250-52
cross-hatching, 248
feathering, 250
fixatives, 244-45

hard, 241-42
hatching, 248
lighifastness, 240
papers, 246-48, 286
pencils, 243, 298
preparing surface for, 248
procedures, 250-53
scumbling. 249
side stroking, 248
soft, 242-43, 297
solvent, 246
storage and transport, 243=-44
studeni-grade, 241
techniques, 248-50
working from hard 10 soft, 250
Parrtarch Il (Moan), 72
pattern, 18, 358
Pavlin, Jennie, 5
pedagogy. 398
pencil, 292-93, 398, See also colored pencils
carbon, 295
charcoal, 294-95
conte, 296
extenders, 234
graphite, 253
pastel, 243, 298
sharpeners, 233
Penguin Torem (Allen), 304
pens, 300, 398
pentagon, 399
perception, 359
perimeter, 399
peripheral vision, 399
permanent pigment, 393
perpendicular, 111, 359
Perry. Pat, 152
personification, 399
perspective, 399, Ser also one-point
perspective; two-point
perspective
atmospheric, 103, 390
critique, 280-81
exercises, 149-50
freehand, 102
ingbone, 395
linear, 82-83, 102, 104-86, 396
materials, 109
mechanical, 102
problems with, 272-73
scale and, 107
sequencing, 106
sighting and, 105
simplicity in, 106-9
suggestions for, 106-9
technical, 102
terminology, 109-12
three-point, 144, 146-50, 145
types of, 102-4
variable elements in, 107-8

perspective grids, 1 16-20
convergence and, 120
fencepost method for, 119-20
measuring line method for, 118-19
in one-point perspective, 117, 117-18, 118
in two-point perspective, 118-20, 118, 120
Peterson, James, 183
Pileghaar, Michael, 178
Phillip Guestor (Fischer), 334
photographic references, 100-101
photomentage, 399
photorealism, 399
phyllotaxis, 41
Picasso, Pablo, 50, 52
Piene, Chloe, 343, 343, 344
pigment, 399
Pigtol (Biel), 319
Place de la Concorde, Winter (Seurat), 84
plagiarism, 399
planar construction, 80-51
plane, 111
ground, 110, 395
inclined, 138-41, 136-42
picture, 110, 399
Plexiglas®, 399
Polsky, Ben, 294, 345, 345, 346, 347
polygon, 359
portfolio, 399
digital, 393
Fort Huron Fog (Rockman), 299
Partrait of Kevin Croker (Borgman), 323
Portrait of Tomiwa Alabi (Borgman), 323
portraiture, 176-93, See also specific feateres
alternative views in, 192-93
central axis, 179
commaon errars, 177-79
features, 182-92
landmarks, 179-82
locating facial features, 179-82
profile view, 178
proportions, 177-79
three-quarter view, 178, 181-82
value in, 189-92
position, 23
posterior, 399
postmodernism, 399
Potential for Disaster: Razing the Children VII
{Rackman), 67
Power Lines | (Evans), 333
pronation, 399
proportions, 20
figure drawing. 162
male and fermale, 166-68
[portraiture, 177-79
problems with, 270-71
relative, 6-9, 14, 162
sighting and, 6-9, 14
thumbmnail sketch, 33
Prucka, Leah Gregoire, 289
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Purple Houge (Heule), 247, CP 5-25
push and pull, 339
pyramid, 111, 39%

quadrilateral, 399
quill, 399

radiug, 399 -

Randall, Julia, 237, 367, 367, 368, 369, 370,
CFP 5-18. CP App.-59, App.-60, App.-61,
App.-62, App.-63, App.-64

Rappleye, Jon, 304, 348, 348, 349, 350, 351

ratio, 399

razor blades, 234, 245, 256

realism, 359

ream, 399

rectangle, 38, 39, 111, 399

rectilinear, 400

Recurrence (Majumdar), 339

Reddig. Ralph, 29

reference paint, 5-6, 7

Reflection (¥Amato), 326

Regimbal, Collin, 299

registered trademark, 399

regular, 400

Reid, Elizabeth, 25

render, 400

repetition, 18, 400

represent, 400

repraduction, 400

resolution, 400

Reynolds, Vickie Marnich, 20, 73

RGB, 400

rhythm, 18, 400

right brain, 400

Rivers, Larry, 55

Roberts, Amber, 253, CP 5-313

Rockman, Deborah, 25, 65, 67, 70, 75, 75, 81,
191, 235, 250, 262, 263, 265, 2566, 290,
298, 313, 314, 316, CP 5-16, 5-36, 5-39,
S=41, 5-42, 5-44, 5-45

Rocks (Stashkevetch), 359

Roda, [ason, 56, 200, 205

Rodriguez, Jubenal, 56

Rogers, Rene Adrian, 46

Rohm, Robert, £3

Rosas, Alan, 230, 267, CP 5-15, 5-47

Rossell, Aaron, 103

rotator, 400

Roussean, Laurie, 48

Rupert-Rush, Liisa, 144

sandpaper pads, 245
sanguine, 400
Sargent, John Singer, 164
S.AS.E. See seli-addressed stamped envelope
saturation, 400
scale, 87, 88, 89, 90, 91, 92, 94, 110, 400
in figure drawing, 173-75

gray, 395
guidelines, 92-94
human, 395
key, 87, 92
perspective and, 107
problems with, 270-71
process, 87-21
techniques, B5-94
value, 402
Scally, Phil, 98, 166, 189, 191, 199, 25],
CF5-31
scanmner, 400
Scenario IGROR from Losing Sleep (Rock-
man), 314
Scenario FGRDR (version 2) from Losing Sleep
(Rockman), 313
Schicle, Egon, 50, 55
Schindler, Gypsy. 6. 18, 25, 30, 165, 179, 180,
226, 249, CP 5-7, 5-27
Schroeder, Chris, 48, 188, 192, 193
Schultz, Robert, 70, 352, 352, 353, 354
Scobel, Jenny, 160, 306, 355, 355, 356, 357,
358

Scream (Lazzari), 53
scumbling, 249, 260, 263, 400
Seib, Sheila, 66
self-addressed stamped envelope, 400
semigloss, 400
sensitivity, 41-61, 400
sepia, 400
sequence, 400
perspective, 106
spatial, 47
Serfass, Jessica, 99, 230, 297, CP 5-14
Seurat, Georges, 22, 84
sgraffito, 400
Shack (Heuer), 384, CP App.-80
shading, 400
shadow, 61, 62, 89, 71, 400
Shahn, Ben, 55
shape, 400
closed, 391
light, &9, 71
open, 55, 398
problems with, 270-71
shadow, 69, 71
Sheeler, Charles, 147
Ship Up or Shape Out (Johnson, K., 104
Shirey, Andrew, 184, 187, 191, 203
shoulders, 18%
sighting, 4. 85-86, 400
for angles, 10-11
for axis, 10-11
figure drawing and, 161-66
foreshortening and, 8-%
groupings, 11
guidelines, 4-6
betwesn landmarks, 11=14
perspective and, 105

for relative proportions, 6-9, 14
single form, 11
stick, 4
silhouette, 400
silverpoint, 293-94, 400
similariry, 23
Simmons, Alison, 289, 291
simulacrum, 400
Sire 21.01 (Polsky), 347
Sire 2104 (Polzky), 294
size, 23, 79
life, 396
paper, 284, 285
sketch, 400
Skyscape Wo. 2 (Reckman), 81
slide, 400
slide scanner, 400
Smithson, Robert, 52
Snider, Jack, 28
soluble, 400
solvent, 400-401
oil pastel, 256
pastel, 246
for transfers, 310
Songer, Janelle, 51
space, 401
ambiguous, 84, 374
decorative, 83
deep, 84
ellipse receding into, 129
in figure drawing. 173-76
figure mapped in, 193-96
methods for indicating. 79-83
negative, 16, 25, 28, 32, 398
plastic, 84
positive, 16, 25, 399
shallow, 83-84
types of, B3-84
The Space Between Us (6) (Rockman), 235,
CP5-16
spatial qualities, 401
Spazuk, Steven, 307
spectrum, 401
Spell 1T, LEGMAN {Doogan), 330
Spell V, TITMAN (Doogan), 328
sphere, 111, 401
split complements, 401
spontaneity, 401
square, 111, 401
Stadium (Heuaer), 131
Stahl, Doug. 69, 151, 302
Stalk Tree (Rockman), 263, CP 542
Stashkevetch, Joseph, 65, 66, 297, 359, 359,
360, 361
station point, 86-87, 107-8, 110, 401
stencil, 401
Sticks and Stones (Mersmann), 364
still life, 401
contents of, 94
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[

saill life (continued)
cubic forms, 96
irregular forms, 95-96
Light in. 96-97
regular forms in, %4-95
symbolism in, 97-100
Snill Life (Giacomeni), 52
Srill-Life: Cigarette Butts and Glasses
(Dicbenkomrn), 2/
Saill Life with Heart and Bees (Constantine,
B), 228, CP5-11
stipple, 72, 401
stomp, 401
straight, 401
line construction, 58-60, 194-95, 401
stress, 401
Studies of @ Man and @ Worman for
“The Golden Age” (Ingres), 169
studio, 401
Study (Toulouse- Lautrec), 48
Sﬂ.ndyfﬂr “Drego Mﬂﬂrﬂl"{[}t‘gu}. 150
Study for “Predator” (Evans), 331
Study for “Refuge” {Evans), 331
Stucy for the Suck Lovers 2 {Micallef), 342
Study of a Boy 1 (Micallef), 341
Srudy of @ Nude Man (Sargent), 164
Srudy of Man’s Head (Rockman), 191
Study of Reclining Chairs in Two-Paint and
One-Point Perspective {Allured), 146
stump, 401
style, 401
stylize, 401
subdue, 401
subjectivity, 401
sublime, 401
substrate, 401
subtractive drawing, 72-74, 401
alternate, 74-75
subversion, 15
superficial, 401
superion, 401
supination, 401
support, 401
surface
line and, 42
nontraditional, 286, 287-92
preparing, 248, 259-60
traditional, 283-B6
symbolism, 97-100, 401
symmetry, 401
symergy. 401
synesthesia, 401
synthesis, 401
synthetic, 401

tactile, 401
tangent, 112, 401
tape, 234, 245, 393
taste, 401

Taylor, Lauren, 287, 258
technigue, 401
colored pencils, 236-39
il pastels, 260-54
pastels, 248-50
scale, 85-94
transfer, 308-16
technology, 401
tendon, 401
temebrism, 64-65, 401
tessellation, 401
texture, 401
actual, 57
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