e
BEfEs

™M* BIG BOOK of,

Drawing

An Introduction to Essential
Materials and Techniques

T






The

G BOOK

Copyright © 20172 by Walson-Guplill, a division of Random House, Inc.

All rights resened.

Published in the United States by Watson-Guplill Publications, an imprint of the
Crown Publishing Group, 8 division of Random House, Inc., Mew York.
wwrw.Crownpublishang com

QOniganally published in Spain as EF Arte del Dibugo by Parramén Ediciones, SA,
Barcelona, in 2008, Copyright © 2008 by Parramdn Edicicnes, S.A. World Rights.

WATSON-GUPFTILL is a registered trademark and the WG and Horse designs are
registered {rademarks of Random House, Inc.

Liorary of Congress Cataloging-in-Publication Data

Sanmiguel, David.
[Arte del dibujo. English]
The big bock of drawing: an introduction to essential matenals and technigues/
Text for the Work, Dawvid Sanméguel — First American edifion
P CL
Qriginally published in Spain as Ef Arte del Dibujo by Parramdn Ediciones, SA,
Barcefona, in 2008"
ISBM 978-0-8220-8567-5 (phic)
1. Drawing—Technique. 2. Drawing materials. | Title.

MCTI0527613 2012
T41.2 = del3

2011046972
Design by TK

Printed in China

Text for the Work: David Sanmiguel

Exercizes for the Worls Josep Asuncidn; Vinceng Balleslar, Almudea Carrefio,
Mercedes Gaspar, Gabriel Martin, Ramon Noé, Esther Olivé de Puig, Joan Sabater,
Compilete or partial and David Sanmiguel

reproduction of this work is Photographs for the Work: Estudio Nos & Solo; Parramon files
exprassly prohibited, by
whatever means of process, 10987654321
ncluding printing,
photocopying, microfilm, dala First American Edifion
processing or any alher

wiithen permission



LLAS  AaliilE

WATSON
GUPTILL




CONTENTS &

52

PENCIL DRAWING

Hard and sofi lead pencils
Varieties and applications
Working with graphite pancils
Lines, hatching, and marks
Supports for pencil drawing

DRAWING IN CHARCOAL
Charcoal leads, sticks, and pencils
Using charcoal

Accessonies for charcoal drawing
Supporis for drawing with charcoal

DRAWING WITH SANGUINE
Sanguines and chalks

Basics of drawing with sanguine
Supports for drawing with sanguine

DRAWING IN PEN AND INK
India ink and its varieties
Drawing with a nib

Drawing with reed pens
Dr.awjng with brushes

Papers for ink drawing

22
24
28
28
30

32
34
36
38

40
42
44
48
48
50

DRAWING WITH CRAYONS
Varieties and forms

Drawing techniques

Mixing and combining colars
Paper for crayons

DRAWING WITH PASTELS
Mature of dry pastels

Ranges and varieties of pastel
Lines, marks, and mixing color
Fixing and correcting pastels

Qil pastels

Supports for drawing with pastels

DRAWING WITH COLORED INKS
Mixing color

Washes

Paper for colored inks

DRAWING WITH MARKERS
Variety and use of markers
Techniques for drawing with markers
Writing and lettering tools

Supporis for drawing with markers

54
56
58
60
62

64
65

SE2d38

7a

82
84

BE
&8
a0
92
a4




98

OBJECTIVE DRAWING

Stencils and ruled patterns
Elementary forms and geometry
Blocking in the drawing

Process of blocking in the drawing
Descriptive lines

Demo: Compasing and blocking in with pencil

Demo: The linear style of an intenor

DRAWING IN PERSPECTIVE
Concepis and terms of perspective
The horizon line

Vanishing lines and points

Farallel perspecive

Conical perspective

Aerial perspective

Demo: An urban perspective

Demo; The perspective implicit in landscape

MODELING AND SHADING

Values

Light and chiaroscuro

Valuing and shading lechniques

Shading by hatching

Shading by blending

Simultanecus contrast

Demo: An olive tree, developed with
strong lines and fextures

Demo: Shading by hatching

Demo: Backlight in a landscape

STUDIES AND SKETCHES
Media for making skeltches
Figure sketches

Landscape sketches

Demo: Urban skeiches

Demo: Sketch of a nude figure

EXPRESSIVE DRAWING
Interpretation

The graphic game

The unfinished drawing
Stylization and distortion
Demo: Interpretation of a still life
Demo: A floral interpretation

98
100
102
104
106
108
110
12

114
116
118
120
122
124
126
128
130

13z
134
136
138
140
142
144

146
148
150

152
154
156
158
160
162

164
166
168
170
172
174
176

180

Confents

STILL LIFE DRAWINGS
Organizing the still life

Still life subjects in nature
Still life with flowers

Demo: A compaosition in relief

LANDSCAPE DRAWING

The compaosition of the landscape
Point of view and the horizon
Unifying the landscape

Drawing the sky

Drrawing water

Demo: Sky and almosphere in a landscape

Demo: From value to color: a park

DRAWING ANIMALS

Useful diagrams

Sketches and notes from nature

The practice of sketching

Demo: Drawing a cow with sanguine
and sepia pencils

DRAWING THE HUMAN FIGURE
Proportions and outlines

The figure in general terms
Capluring movement

Demo: Process of constructing a figure
Oemo: Drawing a nude with sanguine
Deme; Nude lying down, drawn in pastel

182
184
186
188
190

194
196
198
200
202
204
206
210

214
216
218
200

200

224
226
228
230
230
234
236

PR — N T—————



Drawin

Pencil Drawing I N
Drawing in Charcoal

Drawing in Sanguine

Drawing in Ink

Drawing is the most primitive form of arlistic expression. Even writing has its origins in
signs that, in fact, are drawings. A piece of coal was the first drawing medium and this
was and is a single-color medium. Black on white is the simplest form of artistic expression
and is the nucleus from which this book sets out.

Charcoal and pencil are the two fundamental drawing materials. Almost all drawing other
materials derive from them. It can even be said that, by mastering these two materials, artists
can cover most drawing techniques. Apart from charcoal and pencil drawing, this section
studies drawing in sanguine and India ink, two classic materials that are just as widely prac-
ticed as the other two.

The following pages exhaustively cover these basic materials, their history, origins, and manu-=
facture, along with all their varieties, paying special attention to the many different results that
artists can achieve by using them.
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PENCIL DRAWING -

he classic pencil has a graphite “lead.” The first pencils were

manufactured in England in the mid-sixteenth century. The
primitive pencil was a piece of graphite wrapped in sheepskin. As its use
spread through Europe, different versions were created until Italian
arasts developed a wooden casing that made it easier to handle.
G:‘?phim was cut into sheegs, which were then cut into sticks and
squeezed into long grooves in wood battens. Serial manufacture of
penils did not starc unail the mid-eighteenth century, at the dawn of the
Indmi%u;ihl Revolution.

=

Adolf Von Menzed (1815-1803),
Figure studves.
The J. Paul Getly Museum
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EEmmmmm—m————  Pencil lead: the graphite pencil

COMPOSITION OF
PEMCIL LEADS

At the ond of the cigh
teenth century, innowva-
five p\-m‘l[ nantacnerces
|.|-\. '|'1'I|-|'\1'|| i WY R I|'|:|§ (&
modern graphine leads by
mixing crushed graphire
with porrer’s elay and
cooking the mixture to
make it stronger. The
greater the proparion of
{!.ll.'. I||\' ||.||.||;I |-='.I,' i|_'.-|.]
The lead's thickness
ranges nround 2.3 mm
et
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(raphite sticks and pencil

leats are actually made of
mineral and patler's chxy in
Vanous [reportians.

Graphite is a shiny lead-gray mineral discovered in 1564 in Borrowdale, Graphite is a mineral

England. At first it was thought to be a type of lead, until, in 1779, the {erystallized carbon) that is
Swedish chemist Karl Wilhelm Scheele proved that it was crystallized ear-  aily to the touch and that

bon. In 1789, the German geologist Abraham G. Werner named it graphite  leaves a dense mark when

due toils use as a writing medium. The confusion with lead continues ta-  rubbed against a hard surface.
day. We still refer to "pencil lead” as “lead! instead of graphite, - g

Graphite comes in various forms, but the process of
beaking the mineral with potter's clay is abways the same.

With graphite you can draw
limes, sfrokes and marks, as
delicately as you please and

withoait stromp contrasts.




Hard and §oft lead pencils
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Pencil Brawing _
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Ahafd lead prevides a fine delicate, and
precise stroke and sharpens much more
easily than a soft lead. The latter, however, are
more useful in drawing that depends on the
agility and force of the strokes (drafts, studies,
sketches, or drawings with very apparent sha-
dows). All manuifacturers make pencils of var-
ying grades of hardness, with a maximum of 20
different grades.

Range of of hardness

The number on the side of a pencil indicaies
the hardness of its lead. The higher the number,
the harder the lead. Writing pencils wsually run
from 1 to 4. In higher qualily varieties, the let-
ters H (hard) or B (soft) accompany numbers
showing the level of hardness or softness,
Some writing pencils may have the letter F,
which means that the ip can be sharpened a lot
{indicating hard lead). HB, which can be trans-
lated as *neither hard nor soft’, describes inter-

The difference in stroke intensities
are considerable when hard pencis are combined with very soft

Range of graphite pencils, mediate leads that are most suitable for writing.  pencils (with a very dark stroke).

showing the differing
intensities of their leads.

A professianal range of pencils can include thirteen different
values, a5 shown in this spectrum,
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CEDAR

Cedar is the wood with
which pencils ane masde.
I 85 =0t enough o allow
far :hnrpcning arl is e
sistant enough to ensure
the pencil’s quality. These
days, the vase majority of
pencils made throughour
the world are manufae-
rured wigh wood from the
Californimn cedar, a tree
thar is consmantly replang-
e and, therefore, ccolog-
il.:il“'l'.'\-'ll‘\.l.'.LiML'Pll'.
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Artistic drawing and technical drawing

Artists seldom use hard lead pencils, whose stroke is too tenuous for
most sludies, drafts, sketches, elaborate drawings, etc. Precise, technical
drawing, which demands accurate strokes and minimal visual ambiguity,
relies on the hard lead pencil. The thin line of a highly sharpened hard
lead fully satisfies the requirements of technical drawing.

This drawing featunes four different kinds of Ene, produced by pencils with various degrees of hardness.
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Architectune or design projects emiploy. pencils with the hardest
Inads. Fine, accurate sirokes that can be easily rubbed out are
most suitable for this kind of work.




Varieties and applications

' raphite leads are divided into two groups:
@mr:ue which arlists insert into refillabla
pencis and those handled as a conventional
pencil. The former range between 1 mm {or
even less) and 6 mm thick. They are usually

sold in three ar four levals of hardness, depen-
n

g8 en the manufacturer. Leads that do nat in-
sert into a refiliable pencil sharpen easily, and
Bir hardness ranges from four to six (depen-
aing on the manufaciurer)

Variois weays in which
Qraphite is available to artists
pencils, leads, and sticks, 28
manufaciured in differing
hardnesses

Pencils

Stick for refillable pencil

Hexaganal stick

Rectangular sticks

Conventiona! refiflahle
lead pencd

Refiiable pencil for thick feag

“All fead” pencils
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e Graphite sticks and leads “All lead™ pencis are sticks of graphite withou! 2 wood casing

WATER-S0LUBLE The advantages of graphite combined with pot=  (they may have a fine covering of plastic). and are avaiable n
GRAPHITE
W:Lw r-saluble 1_'r.1p|1i.l:1.'
pc|:u;|'li. COMIAIN i Witlers
soluble thickener. This.  Made by modern procedures does not require a
meansthatstrokesconbe.  wooden casing and allows for solid mineral
diluted wirh a damp s e d - Th d Z
painthrush. In recent HECRS OV ARGl Nl Hpe, Braowarn
years, there hias been an tage lies in the absence of the wood: the
'llll_':l'l."il_\ll.'t: |:u:|1-:!|.-'r|.r'|' (]
manaEe e witer-soku- :
Bleverdonsofallkindsof  the thickest produce a density of siroke above
graphite !]'-'-"J* i['lm:-"""t' “I‘ that of any pencil. It also makes it easier to ex-

Currently. a [HTTES a i
m:Lnnl'I'.u:Iun' this fype of I":r'd gjd'!"' I'|'|E|r|-c3 I-:'!l" anph. Il!'lﬂ 'h'? ﬂﬂt Et”-—"‘- tD ”"'3

peicill paper.

ter's clay are clear in the many varieties of  five or six different grades of hardness.
graphite sticks and leads. The firmness of leads i

thinnest leads do not require sharpening and

Hexagonal sharpened graphite
sticks in three different levels
of hardness.

4 L\H\ 17
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RAPHIT-K

Thick sticks of graphite in.round, square, and rectangular
Cross-section

Refillable pencits facitate work
with graphite leads of various
sorts

The most practical omes earry
a thick laad that pesmits
either a fine or 2 denze ling.
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with graphite pencils

“All lead® pencls can achieve
fine strokes by applying their

—

Tne technigue of graphite pencil drawing is
purely intuitive and contains no secrets. Ho-
wever, using the pencil in specific ways can
help artists achieve desired resulis. For each
kind of work, there are specific methods for
creating soft lines, thin lines, and appropriate
ways 1o hold the pencil. These, and other impor-
tant issues that arise when working with graphi-
te pencils are explained below.

1
Pencil Dimenng h
=

Ways of holding the pencil

When using the pencil as a writing instrument, When the tip becomes blunt

gripped near the tip, it is easier to control the with use, the stroke of the

details and accuracies of ling, bul you may lose “all lead” pencil becomes
The penedl strolz varies in -~ a2 sense of the overall image. If you hold a pen- much thicker.
thickness, dependingon  cil at a higher position, cupped in the inside of ;
whether it 5 applied at the tp  your hand, you can draw broad sirokes confi-
or inclned against the paper.  dently. This is the best way to begin a drawing
and esiablish its framewark To achieve shad-
ows and intense grays with soft leads, hold the
pencil very close 1o its tip, and press the lead flat
against the paper.

The sharp edges of sticks
with a sguare or reclangukar
cross-section can draw very
thin lings,




GENERAL
CLEANLIMESS

Ifyou constamtly mib with
your fingers, you should
wash, your hamds once or
twice during o drawing
semion, beciuse the com-
hination of graphite and
wweat dirties the pPAPET.
diany arists ope for ploce
ing a plece of paper under
their hand while they
draw, 1o avoid touching
amd staining the paper.
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This drawing exhibits different
pencil strokes, cross-hatching,
and lines, alang with spots of
bivod-red crayon and
charcoal.

Here, the differences in

stroke respond 4o various

angles of the pencil on the %
paper.

Blurring and rubbing out

Using a "scumbie;” or stump, helps blur an in-
tense mark of soft graphite and achieves grays
and shades of color without leaving any traces
of strokes. However, some artisis choose to
blur direcily with their fingers in order to better
conlral the shading. Rubber erasers can easily
rub out graphite, bul a dirty eraser may stain the
paper. To avoid deing so, clean the eraser by
rubbing it on a separate piece of paper before
use. If the details to be rubbed out are very
smiall, you can cut a piece off the rubber eraser

Pencil Drawing 11 L

to use the edges. If the drawing is far undenwvay,
ar almost finished, place a piece of paper under
the defail to be rubbed out, which will protect
other areas from the eraser. After each use of
the eraser, eliminate the bits of rubber with a
soft brush or fan paintbrush, ILis very important
that no remains are left on the finished drawing,
as they will continue to erase the part of the
drawing on which they lie,

Warking with the tip of the
pencil allows for the mast precise sirokes,

Applied on its side, the pencil lead creates thick
and blumed strokes.

o1 0L
MBI
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Drawing based solely on the
linez of & soft pencil. Graphite
lends iself very well to this
=adorned treatment of form.

Wark by Faman Nog.

I n a drawing based on lines with no shadows to accompany them, the entire presence of the cra=
wing relies on the turns and directions of these lines. This means there must be an additiona!
purpose for these lines that goes beyond strictly describing the subject. Hatching refers to grous
pings of juxtaposed or superimposed lines that create zones of shadow varying in intensity. In pen-
cil drawings, marks and denser areas are the result of thicker and denser hatching.

Line

Line characterizes
drawing technigues
that rely on fine
strokes, a style widely
seen in pencil draw-
ngs.

Hatching

Hatching is a peculiar methed for capturing a
subject. Mot only can hatching convey value or
hue in a composition, but it can also suggest
texture. Hatching in several different directions
provides a work with rich tonal value, describing
the characier of the surfaces represented.

T N

Parallel lines of various
inbensities.

This tandscape achieves
shading by hatching with
parallel lines that vary in thesr
thickness and inlensity.




DETAILS 1IN THE
SHADOWS

Pmdnmlru; with hah:h'irl.g
always exhibits texoural
densicy in its shadows,
This creares the impres-
sion that the deawing
contains much more vi-
sunl information, much
more detail than whae is
present in rr,-:lli.r'p. Thiz is
o of the atrmceive fea-
turcs of dreawings wich
hatching. slowly and pi-
iicntly worked deawi Tigs,
which allow the airtier 1o
accurarely calculate the
value of each light and
each shadow,

Pencil Dravang 18 L

The values of marks

The density of strokes, depending on their dis-
tance from each other, determines the intensity
of the shadows they describe. Because hatch-
ing can be achieved with vertical, horizontal, or
diagonal lines of any intensity, it can create a
wide range of values. In addition, each area of
hatching creates a texture that adds a unigue
characteristic to the drawing; even the darkest
shadows are never completely black and retain
clarity and distinction in their strokes, Similarly,
lighter areas are not completely white.

Simple: parafiel hatching
with leng strokes,

A
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__Supports for pencil drawing

ike all paper designed for artistic purposes,
Ldr&'-.'nﬂ-g Paper must be completely acig-
free to ensure conservation and aveid yello-
wing. In professiongl ircles, drawing pape
ne-grained laid paper, manufactured
finishes. Each drawing mediym require
cular kind of paper, However.

ris fi-
in glossy
5 & parti-
araphite, becayse

of its oily nature, works well on almost )| kinds

of surfaces.

Paper with 3 medium frain
suitable for skelching with
Graphife,

Glossy or Coated paper
Hot-pressed Paper (HP)
smooth surface, Ag a suppart for graphite, it pro-
vides a wide ra nge of grays and yields desirahe
results when blending lines. Coateq paper is shif
smoother than glossy paper

and possesses g
ceriain brightness that combines well with the

oily and shiny character of graphite,

has an extremely

Smooth paper i the most
suitabil@ for drawing with
praphite pencils.
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OTHER SUPPORTS
Graphite 15 equally

Pencil Drawing = 21

Fine-grain paper
This category includes all kinds of sketching
paper, which is almast always available in book-

Briwn paper and wrapping
paper are cheap and viable

gricnableto wood of  |at form and widely used for drawing outlines.  supports for drawing with &8
cloth. Most supports are i ; : .
suirable for graphice,  Fine-grain supports require lightweight paper  graphite leads.

provided that they are
not too rough or too
dark. If graphice is used
s il dr..!wiﬂg mediuim be-
fore patnting, it s impor-
tant o keep in mind that
the graphite's lines, espe-
cially when the graphice i
is soft, usually remain J
visible under the layer of
paint when the Intier i%
not very thick.

(between B0 and 150 grams), which is suitable
for work with graphite pencils, especially if soft
leads are used.

Thiere are marry notebooks and
swetchpads suitable for

graphite. Some anlists even use
comventionsl Ened nofebooks.

i
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Recycled paper,
craft or low-quality paper
The oily consistency of graphite allows for its

use on irregular or low-quality paper with a Hewspaper is a
wany surface (brown paper). Such supports can thin suppart,
serve for trial runs or skelches with no preten- suitable for
sion to being correct or finished works: paper | skeiches and

outlines,

that the artist can comfortably use in large
amounts. ,’



—

harcoal is nothing other than plant carbon and its use goes back to
the very origins of humanity. Cave paintings demonstrate that plant
carbon, powdered and thickened, most likely with saliva, was used to

create drawings. This testifies to the long lasting, durable nature of
charcoal in both sketches and finished works.

Guercing {1591-1668),
Seated young marn.
The J. Pawd Getty Museum



Charcoal
Charcoal is made trom willow,
lime, or walnut tree branches,

specially selected so as notf o in-

clude knols, and is burned very
slowly so that all the wood carbonizes
equally on the surface and the inside. The
branches must have no knots so that no hard
parlicles scratch the support when the charcoal
Charcoal iz a substance  Charcoal is pland carban,

2 used in a drawing.

the

black, matte line. Because it con-  branches. The slow

that is dry to touch and leaves a very dark  made by buming small

gray, almaost
sizts of fine carbonized particles, it can be  combustion it undergoes
spread over the support (usually paper), blurred,  makes it useful for drawing
and can produce various gradations of gray.

Varieties

Charcoal is available in various thicknesses, depending on the size of the
branches used for manufacturing it. It ranges from sticks measuring 3 or
4 mm to 4 cmin diameter. Maturally, the diameter determines the width of
the stroke, although it is feasible to achieve fine lines with thick pieces of
charcoal by drawing on the edge formed by rubbing the lip against the
support. Some manufacturers provide thick pieces of charcoal (irregular
culs from willow trunks) that are useful for large-scale work.

Pressed flal against the paper,
a stick of charcoal creates a
broad, dark meark.

$icks of charcoal,
availahle in various thicknesses,

CHARCOAL DUST

Many arcizses also use
1‘-1|‘||.'|,|1'|'|_'-\.1 charcoal s a
\h:ldu:l,_u medinm. Chae-
coal stubs thar ape too
small o use can be
ground in a coffec-
grinding machine for
subsequent use, and can
e .||~p|||,'-.‘| OO Paiper in-
sude o corron cloth.

Wearing away the tip of a
charceal stick creates
sharpened edges that produce
fine lines.

Drawing in Charcoal 243 !
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2 Charcoal leads, sticks, and pencils
.-'.;- ny type of charcoal that is not a carbonized piece ot wood is a combi-
F=Unation of po on Lor black pigment) and a thickener, Today
here are mar f thickened carbor Id as pencils,
3OS, reoal My Vary 5:L3r||I'|1:.:|r'|||-.- and may
i ite. Often, they ain no carbon,
Vi m o pasiels than charcoal The basic difier-
r :ncils and pasiels lies in the greater density and
tabilit e ine (ine thickener fixes it to the paper) and the greater

255 and nomogenaity of leads and sticks available.
The imensity of thickened

a5 of sticks

Leads and sticks

A
Thiy =1 onk TNOrE i M L8
e fics g i phite. Thelr K& i5 -
] (g 1o LY AT Wi E 1 the o
BT AN h | M H ar
=1 I that & DR tnree 1o 1 H
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OILY PEMNCILS

Some arteses prefer these
wily pencils, originally
ercated for lichography,
Becinse of their intense,
permanent line and the
ense with which the tip
can be shoarpened. The
pencil’s casing is, in real-
iy, a fine seeip ol wood
rolled around the lead
This covering unrolls
with the aid of a piece of
as the lesd dimin-

SITImEE
kshves,

Pencils

Carbon that is thickened with clay and graphite
and packed into a wooden casing achieves a
stable, dark stroke, and 15 available in differing
degrees of hardness, depending on the amount
of clay it contains. Pencils with thickened carbon
leads are brittle and hard to sharpen, with a per-
formance similar to pastel pencils. More aily
pencils with pigments thickened with graphite
a softer stroke and are easier to sharpen,
thickened
carbon also make pencils from this same mate-

have
Manufacturers who produce sticks of

rial,
The casbon pencil provides a thicker and darker stroke than

charcoal, Its stroke is much more intense tham the softest of
graphite leads.

Drawing in Charcoal 25

l"

Carbon pencils and sticks handle a5 easily a5 a coeventional
pencil, althowgh ther strakes have 3 much darker long.

——
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Series of carbon pencils with
different bevels of hardness.
Each manufacturer has thear
oo standard of hardness and
some brands provide pencils
in three or more degrees of
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Using charcoal

Becau se it is & medium that provides more coverage than pencils do,
charceal parmits many more effects than pencil, while still providing
considerable opportunities for detail. Its tone scale (from soft gray 1o light
black) is broad, and can be spread, blended, and handled with the fingers.
As it is undoubtedly a “difly” medium, it requires larger formats than pen-
cils do and greater care in handling. These are some features to keepin
mind when drawing with charcoal,

Lines and marks Creating lines, marks, and
Charcoal strokes are much thicker than those blurring areas are s
produced by graphite pencils. When drawing, fundamental techmiques of
the texture of the paper sharpens the tip of the charcoal drawing. This wark
stick, creating edges that artisis use to obiain illustrates its possibities.
much fingr and mare accurate lines. They can
also easily create straight lines if artists lay the
sticks flat on the paper and move them in a ver-
tical direction. Drawing horizontally in the same
position will easily produce wide strokes.

Limes and straight lines can be drawn with charcoal by working
on the tip iself or by placing the stick flat on the: paper.

In these dravangs you
can appreciale the
resull of appéying the
charceal fiat to the

paper o7 wsing the tip.

In the light backpround 1he
spots have been blended.

blended.




IS Blending
THE IMPORTANCE Charceoal can be blended with a
G THE U SO scumble, a rag, or fingers, which
The nature of the paper 00 dons jts range of possibiliies, Once
used greatly derermines
the response of the the charcoal blurs, its tone lightens, which

charcoal. Low qualicy 5 aimost the only way ef achieving gradi-
paper yields poor resulis
and looks dirty, since

ents of color, since the change in intensily

the chorconl particles  caused by merely changing the pressure of the The artist’s
danotstck well tothe 1o 0 0a) on the paper is scarcely noticeable. hand is the basic
surface or do so irregu- - A 4

Litely. Highi qualicy pa- The possibilities of blending are much greater toal for blending
per has o slightly  with sticks of natural charcoal than with carbon charcoal.

crensed surface that
rraps the carbon parti-
cles and allows for a
wide rnge of tones.

pencils or pressed carbon sticks.

Soft marks achieved by
apphyng the stick an its side.
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30 Supports for drawing with charcoal

Charcoal lines on three The finish of a charcoal drawing depends, to a great extent, on the pa-
different kinds of paper; fine- per used. The larger the grain of the paper, the more intense the lines
grained, coarse-grained, and  wiill be, since mare particles will lodge in the crevices of the grain. Char-
laid paper, respectively.  coal is an entirely natural product that dees nol incerporate any thickener
to hald if together, which means that a ficative is required to keep the par-
ficles from loosening over time.

Drawang in Charcoal

Creased papers

All paper with a creased surface is suitable for charcoal drawing with
echareeal. The grain determines the result: the larger the grain, the harderil
is to achieve a thorough, detailed finish. In general, very large works re=
quire very rough paper. Smocth or glossy papers with a fine grain are nol
suilable for charcoal drawing since the particles do not adhere to their
surface and the lines become very faint.

Three examples of watercolor
paper of dillerent grains, and
the effect of charcoal marks

on them,

B e



Drawing in Chareoal

Ingres-type paper

This is lzid paper with a medium grain, Laid paper retains lines left by the
wire mesh of the meld with which paper is manufactured. It is traditional-
ly used in charcoal work, with thickened carbion or sanguine. its special
texiure has just the right level of hold to retain the charcoal or chalk par-
ficles while still allowing for ample shading.

Sketching paper

This is perfectly suited for charcoal drawing, provided that you do not
seek a finish that is very densely colored or very rich in shading. Its light
grain prevents a lot of lines from accumulating. However, the paper dete-
riarates or tears with excessive erasing.

Fine skaiching papers
permit ethereal and saft
effects, bul do nat
facilitate intense
conlrasis.

Colored papers, if they are not too dark, are a viable option for
charcoal drawing, especially for thaze that include lightly colored
hightights. Drawing by Mercedes Gaspar,

Charcoal drawing on
thick-grained paper by
David Sanmigued.
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The term, “sanguine,” is used to describe a lead of an earthy red
color, ivon oxide ved, used by the artists since the Renaissance. It is
a natural pigment that, while unsuitable for making paint because of its
low inking power, is highly appreciated by artists for the warmth of its
color in drawings in which it is used alone or in combination with other
media. It is sold as pencils (pastel pencils with a sanguine lead), leads,
sticks, and as a dust.
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SHARPEMING
SAMNGUINE
PENCILS

Pencils, leads, and sticks
have a sofe lead :il'ld.
therefore, seem to neces-
sitate drawing with thick
lines. Howewver, with
care, a blwde and a Fitrle
PaiEnCe, 8 Snguine pen-
cil's lead will sharpen
very finely. T will be
ﬂ1\|t11 '.'il!-il.'r {4 *I'l.ilrl?’l."l'l.
igmnin 1f you leave a good
amount of the lead ex-
posed, simce it wears
doswns quickly. A merallic
lend proteceor helps to
conscrve the supply of
bead,

. i iﬂ-

Sanguine's reddish coler and its slightly diffuse lne
always crezle harmombus works.

Every manufacturer uses slightly different pigments
in its sanguing pencils. Some brands sell sanguine in
three different lones.

T
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Artists whao like sanguine’s special warmith

Sanguine pencils

Most sanguine pencils are a vanation on pastel
pencils; they are composed of a pigmentad
lead, thickened with clay, and encased in cedar
wood. However, taday, various brands have in-
troduced varieties of sanguine that include
mixed leads, watercolar pancils, and oil pencils.
The reddish tone of their line characlerizes san-
guine pencils and continues to be the alterna-
tive color of artistic drawing, aside from
graphite's gray and charcoal’s black.

Colors of sanguine

Those who love to draw in sanguine know very
well that every manufacturer makes sanguing in
a slightly (and sometimes not so slighfly) differ-
ent color. Their eolor ranges from raspberry red
to reddish orange. The same manufacturer may
even sell sanguines of the same name that vary
in eolor due to slight differences in the batch of
pigment being used. Therefore, itis important to
check the color of the stick or pencil before
purchase.
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Sanguines and challs are the
b2t eoler complemenl to
charcazl drawings. Work by
Joan Marti.

Sanguines and chalks

C!"lall-c. is a white or gray limestone rock
formed during the Cretaceous period. It
has a very fine grain that leaves a mark when
rubbed against a hard surtace, and has been
used for u'ra.-.-,-mg gince ancient times. In gener-
2l, sticks of hard pasiel wilh a square shape are
referred to as chalks. However, more specifical-
ly, chalks also display a range of dark colors,
traditionally seen in drawings that employ the
technigue of chiarascuro.

A harmonious ramge of single-cosar chalk sticks.

== s

Chalk sticks

The most common chalks are square, with a
shape and size identical 1o that of a convention-
al hard pastel color. This is the most traditional
form of chalk. For single-color drawing, artists
usually use tradilional hues: sanguine, sepia,
white, or black,

Charcoal and chalks are fully compatible and their mixtures and
combinations always produce hasmonious loaes.




WHITE CHALK

This is, in elfect, o whine
color szick that does not
oeiginate from chalk, bas,
instead is made Ffrom
white pignsent (waally -
raniam oxide), thickened
with clay, nnd, depending
on the variery, a small
amount of  powdered
PUfmbCE SEOfe It s wseful
for highlighting charcoal
or earban dmwings, and
can work in combination
with oehver chalks,

Sepia pencils and sticks
The color of sepia pencils
comes from the bladder of
the sepia mollusk, and, fra-
ditionally, its use was limited
to ink drawing. By extension, the
name also refers to the leads of
pencils with-a color similar to this onginal
sepia, but which are, in reality, made with a

natural pigment of tha iron oxide family (in gen-
eral a toasted or natural earth color). As with
sanguine {with which it is usually appears in
lightly colored drawings), sepia is available in
pencils, leads and sticks.

i1 e, e or stick,
chalk functions exaclly the
S3ME Way 35 sanguine,

Brown and gray tones T

Chalk sticks offer tones in an array of tradi-
fional and commanly used tones, but also rep-
resent shades of gray between black and
white, and ranges of sepia tones between san-
guine and black. This range allows artists to fine
{une the tonal range in their drawings, and pro-
vides them with more exiensive options.

color drawing with chalk use
sepia.
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35 Basics of drawing with sanguine
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Duawing with Sangi

anguine is a very interesting, single-calor drawing medwm, It pro-
Sduces a broad range of tones, but its colar makes it much softer and
more luminous than charcoal. It usually yields the best resulls with subs-
Iects involving the human figure. Sanguine can wark with many other
drawing mediums. Normally, it appears in combination with charcoal or
pastais,

Sanguenes, sepia chalks, and
wiite chalis wene wsed in this
drawing. The combenation of
the three huss is perfectly
harmonious and it stands
halfway between a single and
multi-colared drawing,
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Drawings with sanguine e fo
and chalks
As they are hard pasiels, sanguine and

chalks are generally better suiled to
works in which the subject itself is a
priarity over the color of the drawing,
Even 5o, the color effects of chalks
are in no way substandard. They
can be blurred, blendead into
each other, applied on top of
each other and can cover the
paper almost as much as any oth-
er pastel. Classical drawings in this

e

medium wsually employed combinations of ’ K P
white chalk, sepia, sanguine and black chalk. it -
These colors are more than sufficient for drafts, The skillful combination of "'-::‘-':a.;:z_
sketches, and works that do not require a thor-  chalks and charcoal resulls in
ough development of color. weorks with dimmed but very :

attractive colaring.

The drawing stump prowides atmaspheric results that accentuate
{he soft, warm tendency of sanguine.
Strokes, Blending, and marks
Despite the thickness of its lead, sanguine is a
- very delicate drawing medium. Its tone will not
; produce shadows that are very dark. Rather,
works done in sanguine feature medium tones,
resulting in a very warm and attractive tonality.
Those who employ sanguine pencils usually
waork from lines and strokes that hatching
builds up to achieve convincing shading. Those
whao like to use sticks normally start with broad
strokes and thicker lines, creating effects that
characterize pastel painting,

Ml sanguing or chalk drawings
are amenable ta the use of a
drawing stump.



B Supports for drawing with sanguine

- . Any surface that smooths the stick of the
drawing medium and retains the pigment is

a good support for sanguine. Medium and
coarse grained papers are the most suilable.

Finely textured paper is easy to cover rapidly, bul
does not hold multiple layers of sanguing be

cause the grain is more easily covered. There-
fore, coarse grain papers are harder to cover,
but can more readily tolerate several layers of

SENUINe.,
-

Ingreé= laid paper, white or color, is
ideal for drawing with sanguine,

Canson peper provides pages
if wanm fones specially
designed far working with
sanguine and chalks

The slightly rough texture
that results from warking
wath sanguine on laid
papers highlights the
drawing's tonal vakues.
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Canson papers
Cne of the most commaon painting papers is the

(R == =
COLORED PAPERS

Sanguines produce a
mare harmonious result
when drawn: on calored
papers. Artists can cicher
purchase ar dye paper o
their preferred colon A
tracitional method -
volves moistening the
pager with an infusion of
ren, which leaves a per-
manent coloring thar is
sofe, agreeable, and har-
menizes very well with
the color of sanguines
and chalk in penerml.

Pale codors are those that
biest respond to the earthy
coloring of chalks. Waork by

Joan Racet

Laid papers
The fine texture of laid paper is an excellent
support for sanguine drawings, especially when
using pencils to create delicate lines and
strokes. Laid papers are available in various
hues. Grays and pale ochre colors are the most
suitable for sanguine drawing.

Canson Mi-Teintes, a quality paper that is 65%
cotton and has a different texture on each side.
It is manufactured in a range of colors that in-
cludes soft grayish hues, solid reds, yellows, and
blues, This paper is sold in two dimensions and
also in skefchbooks in a harmonious range of
eolors (sienna, ochre, grays, ete.),

The particular texture of
Canzon paper is elear in
thiz staining with
sanguing,




Ink, when used as a drawing medium, can allow for various drawing

techniques depending on the instrument of application. The nib is the
most common, but canes, brushes, or conventional writing pens are
also effective in creating ink drawings. Dependimg on which is used,
results vary from the most meticulous and detailed examples of
workmanship to spontaneous, unexpected effects produced by marks,

washes, and experimentation with line.

DRAWING IN PEN AND INK

Vincent van Gogh (1853




Mhs and reed pens are the mstruments most
commanly used in ink drawing.

Control of line

‘When you are drawing with any pen, nib, or reed
pen, the line is very fine and permanent. Draw-
ing with ink does not allow for tentative strokes
of marks to be later rubbed oul or covered up
with thicker, more definitive lines, as other
drawing media permit. In short, ink strokes re-
quire greater confidence. Continual practice
and an understanding of the possibilities and
limitations of the medium are the only ways to
achieve successful pen and ink drawings.

Ll

Calligraphic style

The fineness of the nib stroke typically calls for
morne line density. Single, isolated lines can ap-
pear too faint. Therefore, to build up a drawing,
the artist must employ hatching and overlaying
of lines or look for graphic resources close to
calligraphy: figures inscribed with a flourish,
arabesques, filigree, etc. This second oplion al-
lows the fantasy and inventiveness of the artists
to come into play, since, as well as creating the
shadows and particular representations of the
subject, they engage themselves in-an authen-
tic creation of linear shapes. Thase resources
are essential, because they reinforce and en-
rich a manner of drawing that othenwise might
remain at the level of crudely

schematic forms,

Lithographic pen with

Dra-.-nn_LJ in Pen and Ink &1 [

replaceable ink cartridge
specially designed for anistic

drawang.

Various steed nibis for artistic

drawing, accompanied by 1heir

characlerstic strokes.
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] " India ink and its varieties

nk is one of the tradifional mediums of artistic drawing, In the East, its

n goes back to around 600 B.C. In the West, the ancient Romans

I
=
=

& used India ink, and, since that lime, it has been used continuously as a

-.. writing and drawing medium. Today, we can buy varisties of both Western  Anthony van Dyck {1589-
:_- Samgies of various blstk and  and Eastern inks. In addition, modem manufacturers have introduced 2 1641), The Bural

= colored inks. From top o complete range of pigmenied colored inks. The J. Paul Getly Museum.

baktam: Indes ink, seia ink,
black ink fiar Fthagraphic
pens, bl ink for ithographic
pens, pigmented ink, ink made
of synthetic dyes, and ink of
plant coflaranis.
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COLORED INK

In frs eomposition, col-
ared ink @ the spme as {or
very similar ro) black ink,
but uses dyes instead of
black pigment, as pig-
ments of other colors
|I|.'Ih.'!.\,' 105 CONSISLency. |r-
regulnr and remiove vrans-
parency from ink marks.
Calors are indelible, but
nok pennanent, meaning
they become discalored
after very long exposure
(4] |||;'|'|r
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Orawing in Pen and Ink 4

India ink
India ink is the most ancient of black inks, In fe,ct,

its origin is Chinese, made from a process that
mixes coal, soofl, o, and gelatin. It is wa-
ter-soluble and, as such, its con-
centration can be graduated.
Traditional India ink comes in
solid tablets that can be di-
luted by rubbing them with
some water on an mink-
stand made of a special
stone. Although the
namea of India ink is
used for all black inks, Origimal India nk comes in solid bars that produce
ligesid ink wehen rubbied with water on an inkstand
made of a special black, finsly textured stone.

most conventional black
inks are really complex chemi-
cal compounds. Most artists use black

ink in its liquid form, which is manufactured with
carbon and shellack and is not water soluble
when dry. Writing and calligraphic inks

Modem wrifing inks, invented for loading foun-
tain pens, were developed in the first decades
of the twentieth century, with the goal of finding
quickly drying, alcohol-based substances that
did not require blotling paper. Calligraphic inks
incorporate pigments (dark) or plant dyes
(transparent) and are sold in a variety of colors.

—

N

India ink is water-soluble.
Once dry, it is indeBhle and
insoluble.

Writing ink is awailable
in Enkpots that can be

appded to a drawing
with a brush,

3 |
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_Drawing with a nib

M etal mbs did not appear until the end of the
eighteenth century. Until then, artists used
goose feathers as drawing instruments. Classic
metal nibs are sold individually and insert into
plastic or wood penholders. A large number of
models are available: flat, pointed, and round nibs
as well as those with special calligraphy tips.

K hatehing is based on
paralle] strokes that sumound
the limets marked by the Enes
of the drawing, and gives the
drwing a particular,
characterstic look.

The graphic interest of nib drawings lies in (he wealth and
variety of slrokes, details, and filigree that bring the subject to
libe, swch a5 this ane by Gabeel Martin.
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Hatehing is the fundamental
{and somelimes sole)
resource of the st ta
creale effects of ehiaroscun
and vetume. Drawing by
Gabied Martin,




Handling the nib Thesz three samples show
There are a great variety of nibs, but those best  different varieties of hatching
suiled for drawing have a straight or oval-  with.a nib. Note the variations
shaped tip, since curved, flat, or cut ones are in density in the three
designed for calligraphic work. The nib's stroke drawings.
only varies slightly in thickness. By exerting

pressure on it, the tip opens and lines become a

bit thicker, These small variations are encugh o

give emphasis and character to a drawing.

Maturally, nib drawing requires constant reload-

ing from the inkpot and controlling the amount

of ink loaded.
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Nib hatching and crosshatching

Mib hatching refers to those simple highlights or shading of shapes,
based on brief parallel nib-strokes. Crosshatching is the accumulation of
ardered strokes in different directions superimpoased on each other to
create shaded areas. Drawings created with a nib allows for a richness of
detail and graphic density. The visual grace and density of nib drawings
lies in the skillful distribution of lines against the white of the paper,
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|.|r.|.-;-':-} in Pen and Ink

Thie reed pen may book ke a
rather crude mednsm, but
when ussd comectly gives
debcate and lvely results.

Heed pen strokes must be quick
and simpie: their immediacy,
nof accuracy, & the aim,

Drawing with reed pens

eed pens, beveled at ene end, are qood in-
R5-1r|..n'lems for ink drawing. The most so-
phisticated ones have a metal tongue on the in-
side that assisis ink reloading.

Reed pens give their best results in
dravings with thick shadows and a
musfitude of linear details.

Reed pens

Reed pen strokes vary in thickness depending
on which side of the cane’s tip touches the paper.
When held like a fountain pen, the cane’s siroke
is thick and continuous, varying according la e
pressure exerted. If placed on its side, the stroke
of the bip becomes finer and is less stable; since
any wavering means that more of the side comes
info contact with the paper, increasing the thick=
ness of the stroke, Reed pens hold much less ink
than nibs, requiring constant dabs in the inkpot.

Hatchimg with the read pen
Inaded with e ink,

Hatching achieved with the reed
pen loaded with undifuted ink.
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Low-intensity strokes Heed pen strokes vary
The combination of fine and thick strokes can alternate with “blurred® \ slightly in thickness, but may
vary greatly in intensity,

strokes and fines that cover a small area and are faded due to scarcity of \

ink. Whereas nibs suddenly stop drawing when their ink load ends, reed I!. \ / depending an how much ink
pens leave a steadily diminishing line that artists can take advantage of for \ J 1 the pen carmies.
certain effects. These effects can be achieved by emplying the ink onto an- ?
other piece of paper until the brush mark reaches the desired effect. Thesa
factors make reed pen drawing one of the most versatile ink drawing meth-
ods available today. It is a technigue that lends itself to a contemporary aes-
thetic.

Hatchang created with fink
dibuted in water, using fitthe ink
in/the quill niby (almost dry).

This drawing shows how reed
pens used with sepia ink in
various waler solutions can
create a wide range of effects.
The two valws squanes next to
the drawing clearky show the
range of values in this

Hatching created by diluted
ik and an ink-laden reed pen.



j o Drawing with brushes

: EI‘- Far Eastern arf, brushes are used more as a drawing medium than as
‘7 a painting medium. The modern brush-and-ink L:fra-.wr-.g practiced today

by 50 many Western artists comes from Eastern influence. It is a drawing
tool especially well suited for sketches and ohservations from nature. The
freshness of the final result eampensates for all the imprecision of the

brushstroke. Brush drawings have an incomparable immediacy and

3
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spontaneity almost impossible to achieve with any other medium.

Brushes offer a highly variable stroke, fram a
very fine hne achieved with the Gp of thi hairs

to thick marks mate by crushing the ink-taden
brush on the paper.

FFRSeY
X \ T 4
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Werking on crexced papers
wilh fittie ik on the brush
results in 3 textured effect Thés wrk recalls an Eastern aesthetic. Japanese wash painting
kntrom as “dry brush” is, i fact, brush drawing, where the shape of the ink's mark
EXPIESSES I’-.'.'I!F'g1|' nf




| =]
THE WASH

Ink can be replaced by a
warercolor for very har-
TN AEI S -ﬂrnwinﬂa_ 131
which warmer niances
seften thie pure graphic
contrast of black and
white. Sepla wash s ane
of the traditional tech-
nigues of ink drawing
thaig 15 2 close o paimt=
gz s lmwing s,

Technical factors

The flexibility of a brush resulls in strokes that
are irregular. Drawing with a brush demands an
efficient method. It does not aliow for correc-
tion, and an accumulation of lines confuses and
spoils the resull. The artist must be able {o de-
velop the subject rapidly, looking for direct ex-
pression and suggestion of forms in just a few
brushsirokes.

Drawing process

If you have not had much practice with a brush,
it's best to sketch the drawing in pencil before-
hand lo ensure the carrect underlying structure
and composition. Once you begin applying the
ink, the: process must be rapid and unwavering.
The greater or lesser density of the medium
used determines the fluidity of the brush-
strokes. A very fluid ink diluted in water can
create shapes quickly by hnking brushstrokes
together, warking in a cursive style, and reduc=-
ing shapes to spontaneous flourishes. Denser
inks produce drier strokes and a less fluid con-
struction of form.

4 %_ S

Ink applied 1o a brash is ideal
for sketches from nature: it is
the most immediate and rapid
of all drzuang midmime. Work
by Vicens; Ballestar.

Drraving in Pen and Ink |~ 48 .

The lings of this work were
resohved with a nib. The
interiors of the shapes used
sepéa fnk highly diluted in
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Papers for ink drawing

DI.:|W|I'.|_;| i Pen and Irk

Paper for conventional nib
drawing must be coated or
fine-grained, =0 a& mol to
hinder the free fiow of the ink
on the suppart.

AU U WUy

For skeiches, studies, and
obsenations from nature, or
even for much move elaborate
iy deawings, ordinary writing
[paper is a suitable suppart.

-

Papers for drawing with a nib can't be very
rough, as this would make it difficult to cre-
ate solid lines. Surfaces can't be soft or spongy
gither, as this would make the surface too ab-
sorbent and the edges of a pen line bleed and
lose their crispness. Glossy paper is the best for
this technique. When using a reed pen, the pa-
per must have a textured surface, as this type of
pen functions best by rubbing across the
paper rather than quickly gliding over it

When warking with washes and pen ndbs, it's best
1o w52 heavier weight paper (at least 140 Ibs.). You
can use walsrcolar paper, provided that its surface
i ot excessively rowgh.

Coated paper

Smooth, coated papers are the most suitable
for nib or reed pen drawing, since these kinds
of pens can glide over it easily. There are
skelchpads especially designed for drawing
with a nib. In general, any smooth and nonab-
sorbent paper is suitable for nib or reed pen
drawing.
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Japanese paper

This is a very light paper manufactured with long, rice-based fibers, which  Sketchbook of very delicate Japanese paper, specially
makes it highly absorbant and appropriate for drawing with a brush_ It is  manufactred fo use a5 3 suppert for works using a wash
the traditional paper of Japanese washes, and, due to its growing popu-  technigue in India ink knmwn as sua-e

larity in the West, is increasingly sold in art supply stores as individual
pieces or in sketchbooks.

Watercolor papers

Very fine-grained watercolor papers give excellent
results in ink drawing with bath nib and brush. Be-
cause of their high absorbency, finishes are very
matte and reinforce the strong graphic presence
of black ink. If you work with single-color washes,
these papers increase the lonal register of draw-
ings because of their particular ability to accept
marks and strokes that are highly diluted in water,

Low-quality papers are useful

for rapid, gesture drawing

with a brugh, as bong as they  Lising reed pens with textured
I|l' are nat 1o absarbent or PAPRFS CAN (e intenesting

T results.




Crayons

Drawing

Pastels
Colored Inks
Markers

f.drawing is essentially an artistic discipline based on line and massing, then we must in-

clude all the media related to this definition including erayons, |:-:'j_=_;.‘l,‘_,*5*-; marker pens, and
colored inks. Many of these materials are of contemporary practices, compared {o the more
fundamental charcoal and graphite sticks. However, their use has won acceptance from
artisis thanks 1o the broad range of creative possibilities they offer

some of these could be considered painting media in their own right. For example, works In
pasiel sometimes resemble paintings rather than drawings: But their technical basis, consist-
ing of lines and strokes of color, is still based on drawing techniques. Although the boundaries
between drawing and painting may blur, in this book, we should still address these colorful
matenals that lend themselves so well to the practice of drawing.

All the works studied and reproduced in this chapter appear as drawings under a more or
less colorful appearance. Even the works that look conternporary, done with marker pens or
coiored inks, remain faithful to the traditional parameters of the discipline..







irayons are not only a drawing tool for children, but also contain

2 :fmufﬁpie-pqsﬂbﬂiries as an artistic drawing medium. Colored strokes

: accm-aagﬂnd subtlery, difficult qualities to attain with media that
equires a more rapid work habit. Combining and mixing colors involves a
technique and simple production process similar to that of graphite pencils.
In addition, crayons can also be an interesting complement to other
matenials, as they combine easily with other media.

Crayons enable 3 detaded
finish and thorough evaluation
of a subject that goes beyond
the scope of mast drawing
and painting mediums. Work
by Mercedes Gaspar.



Drawmg wilh I:la.',-ﬂl'l!. 55 .

Properties

The crayon's fundamental properties are its
ease and immediacy of use. They handle exact-
ly like graphite pencils, but offer a softer,
glossier, and much less oily finish. They require
no auxiliary media or materials other than paper
and the pencils themselves. It is an Ideal tool for
smaller works, since crayons offer less cover-
age than other mediums. However, they can
provide a work with a great amount of detail
and a stability of color.

In the fields of illustration and technical drawing, they are
valuzhle tool because of their accuracy, especially when
combined with watercolors or gouache colors,

< —miaell

Their ease of handiing and the sharpress and himinosity of their cobars have made
crayons a common medsum for children's drawings.

Consistency of leads

Crayons' leads consist of pigments that are thickened and cooked with
kaglin, a type of clay, and mixed with wax. The pigments are the same as
those used in the manufacture of all the colors of other pictonal proce-
dures (watercolor, oil, pastel, etc.) However, crayons have less covering
power than other mediums, since kaolin, which allows the tip to be sharp-
ened and makes the crayon's tip strong, prevents the pigment from
spreading freely over the support, limiting the possibilities for lines and
hatching.

Grayon leads consist of
pigments, ctay and waxes in
varkus proportisns, according
to the quality and hardness
required.



55 crayons of two different degrees of hardness. Hard crayons are most ap-

The density of stroke between crayons with soffand hand lead 5 propriate for work of professional quality, as they can be sharpened much
msticeably diferent, and & a decisive factor in performing various  betier and conserve their fip longer, Semi-hard crayons (there are no truly

tasks. Crayoms with water-soluble leads are usually hard soft crayon leads) are very uses
tul for covenng large argas ina

Varieties and forms

Cra:,.luns' quality depends on the quality and quantity of pigment used
in their manufacture. Crayons for school use contain low quality pig-
ments in a lower propartion, In addition, these crayons contain a small

1yani

wollh Ci

amount of wax, giving them a lower covering power.
High quality crayons leave a slightly earihy line of intense color that covers
areas of the paper well. They can be sharpened to very sharp tips and the
cedar wood encasing their leads is soft, yet resistant.

Diidvaiing

’ Types
The major manutacturers of crayons offer many varieties, from cases wilh
. . twelve colors to luxurious wallels of almost a hundred different colors. All of
- these crayons can also be bought individually. Some manufacturers provide

uniform color

Crayons with a saft lead have 3
quality of stroke that is mmisr lo
that of & soft-lead graphite pencil
{especially i a dark color is used).

Dvawing by Oscar Sanchis.




COLOR LEADS

nfmeturers sell
ble sticks inn
widhe range of cologs. As
they are entirely leads,
they can be tsed o proj-

SOInG M
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oLy Ol grenter scope
Fine @.5 mm color leads
for imserting in pencil
cosing nlso exist, These
Are .I.J'..il'lrllg_;uqlu'\- |'u:-
cause they allow for a
viery fine and uniform
stroke that is only possi-
ble with conventional
crayons by constantly
shisrpening the tip.

Hard-lead crayons permil fine
lines and very precise
hestehing.

Water-soluble crayons

Some major brands provide a special vanety of
crayons that are water-soluble, They can be used
exactly the same way as conventional crayons,
but, by applying water 1o areas drawn in crayon,
you can spread and extend their color through-
out a drawing

Warks using water-seluble crayons
can be nuanced and modified with a
damp paintbrush.

The broadest crayon ranges include up to 120 different cobors.

Warking wath a blunt lead, saft-lead
crayans vields 2 wide and intense ling.

e il
e

iy
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Crosshatching is the best technique for working with crayons.
Hatching yields soft and highly nuanced coloring, while st8
allowing for modeling velume delicately. Work by Raman Nog.

In comparison with other drawing techniques,
crayons perform best in works of a small
scale. They are not amenable to large formats
and yield their best results when creating detail,
without the major visual effects that charcoal,
pastels and ink demand. The interest and indu-
bitable charm of the technique lies in this limita-
tion, as it obliges the artist to work carefully,
delicately, and sensitively.




COLOR RESERVES

Color resorves resule from
coloring arcund white
aimpns with o darker
tone, therchy placing
them in o reserve as is
done with watercolor,
This way of working re-
quires being able to imag-
Ine the ciffect beforeharnd,
knowing thar the base
color has to be light
encuh to keep the tonnl
richness alive. Cutting
out shapes on a dark col-
or, however many light
tones are uied, hardly
VUIICs OF I:'nrlfhc! ‘h:‘

tomves of thee firss color

Strokes and color
Drawing with crayons also involves coloring,
The appearance of the color will depend, for the
most part, on the stroke used. Fairly separate
strokes that cross each other but do not cover
ihe surface the paper create soft colors, The
accumulation of sirokes can be rapid and spon-
taneous or thought out in advance and
based on overlaid hatching. When
drawing with crayons, tones must
never be highly saturated, but

vast areas of coler can be
achieved by pressing the

lead of the crayon flat 3
against the paper.

The meticulous, precise, and agile kne of the crayon can become
the charactenstic feature of the work, creating dynamic thythms
and strokes that describe the form and evoke an atmosphere al
ihee same time. Work by Gemma Guasch.

BERIWVEST - (R APFITTINT =
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Blending with gray or white
Crayons have a particular nature due to the

composilion of their leads. This involves the pos-
sibility of blending strokes by drawing with light
gray or white over another color or other colors.
The shghily waxy consistency of the lead domi-
nates the low coloring power of the white ar
gray hues and blends the strokes together, while
hardly being affected by the gray or white. Some
brands manufacture special crayons for this
process.

White crayans can be used ta
blend the strokes of a color,
reimnforcing its tone while
hardly affecting its hwe.
“Coloriess”™ crayons, ke the
one in the image, are specially
manufactured for this task.



] 50 Mixing and combining colors

ather than mixing, we should talk of overlaying colors, since the
Rph}rsmal mixing of crayens is never completely possible. Layering
colors on fop of each other to produce differant colors is a fundamental
concept of color theory. The primary colors, yellow, blue, and red, when
savrtald, produce the secondary colors: orange (yellow and red), green
{vellow and blue), and violet (red and blue). Artists always use wide
ranges of crayons (precisely to avoid constant mixing) that include pri-
mary and secondary colors.

However, drawings still often require layering two colors to create a third.

Dzrwsndy wilki Cragann

In theory, it &5 possible to obtzin all the colors by combining anly
the thres primary ones. In practice, there are many limitations ko
this and 28 antists worlang with crayens wse quite 3 wide
selection of colors.

The resulls of combinivg colors are different, depending on the
use of either ppen hatching (separate strakos) or very clase
hatching. In the Extier, color is much denser and the 1exiure of
the paper is more visible,
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Layering colors

When layering colors, light colors must be
placed on top of dark ones. This is because
hght colors have a lower capacity for coverage,
allowing the base color to remain shghtly visible,
a necassary condition far achieving the resull-
ing color. If, for example, we layer red on yellow,
the resulting color will merely be a red slightly
tinged with yellow. However, if we layer yellow

on top of the red, orange will appear in full
force. Whetewver kind af halching an artis) uses, the steps from a calar
to itz combinalion with other colors must be saft and gradual

Mixtures with water-soluble crayons
Though drawing with water-soluble crayons belongs to the realm of
painting, it is worth menfioning this technique here. Water-soluble
crayons offer a new option for color mixing aside from the typical overlay-
ing of colors. This process involves obiaining a mixture of pigments by
dissolving colors into water. The mixtures are not created separately on a
palette with these crayons, but directly on the paper. The water dissolves
the strokes and produces the desired color or result.

Soft lead crayons can also werk in
cambination with colored supports; the
jpaper's tone will ot be visible on the lighter
areas. Work by Oscar Sanchis,

Water-soluble crayons enabile artists to
diwersify the characteristic lexiures of 2
wark done with crayons. Work by
Mercedes Gaspar.
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Paper for crayons

ost paper suitable for drawing with
Mgraphi!e leads is also suilable jor Crayons,
There are two exceptions to this general rule:
colored supporis and very glossy or waxy ones,
Intensely colored papers are not suitable for
work with crayons, since crayons' sirokes, which
are oo tenuous, will still expose the color of the

Overlays of color emphasize the type of paper
used. Here is a highly texturized paper,

Strokes of water-soluble
crayons with hard and soft
~p leads on three different
kinds of paper: glossy, fing-

igrasned, and textured

wiler-solubde paper,

Paper underneath, OH-white or slightly gray pa-
per is a very good support, but more infense col-
ors that are more intense than these are not ad-
visable. Glossy or waxed surfaces are resistant
to the rather dry stroke of crayons and should be
avoided.




THE HARDNESS
OF THE PAPER

Highly rextured papers
tend ro be softer than
smooth ones. This pres-
ents ohstacles for work-
ing with crayons, tince a
sharper lead can score
the paper, leaving per-
manent and highly visi-
ble marks. Therefore, 1o
work with this medium
Ak 16 best (151 -clmu:lw aper
with a hand surface.

smooth surfaces allow for
softer and meore unifonm
finishes.

The paper's grain

The best surface for crayons is smooth paper or
paper with a light or very light texture, but never
a glossy surface. The fine stroke of crayons de-
mands surfaces that allows for fluidity and
transformation of line. Since crayons contain
their own thickener, the support does not nec-
essarily need to be rough in order o retain the
pigment particles. Such roughness is usually
more hindering than helpful, In addition, a thick
grain gives the drawing a rough texture that
may be undesirable, unless roughness is the
artist’s goal. If the artist uses water soluble
crayons, it may be appropriate to choose slight-
Iy rough paper to mimic the effect of the water-
color.

O . i e i
el -.'.'#'l' it
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Waler-soluble paper.

Drawing with Crayons B3 [

Pale colors are well suited 1o subjects in which white plays a
prominent role. Work by Gabriel Martin.

Finishes vary a lot, depending
on the paper employed. In
general, papers that are hard
and very smooth are ideal

supports.
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) astel painting originates in the sanguine or white chalk used by
’4 Renaissance artists. They were not yet pastels, but the way they
m % yrwere used (on white or colored paper) was very similar to pastels.

P._( fi’v’[nfriqq!pred sticks appeared in the eighteenth century, used by some
U) ‘i Ffmcﬁmand ltalian portrait painters. But it was the impressionist

<I: b pamters who veally popularized pastels by using them for both color

= 4 " % studies, sketches, and in more finished works. Since then, pastel has
ﬁ" \ became one of the most widely accepted materials by both amatewrs and

Ddilsn Redon (1840-1316),
The Japanese Warrer Vase.
Pastel is an opague, densesy
eatared medium thal
highlights the pure centrasts
of calor.
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ng does not necessitate mixing col-

dest ranges of pastels provide

most all) the hues and lones
they require. |f, despite this, an artist desires a

very special hue, they may attain it by mixing di-

Iy an the paper. This can be done an any

upport, @xcept those with a nighly glossy or
oily surface.
Pastels normally awartable in [:yllndnr:alstll:ks except for hard pastels. Their mnges are very

plensive, with some brands producing hundreds of colors.

Pastel i a completely opague
medium with high coverage.
However, if it is applied seftly,
the backgreund of he paper
will still be visibba.

I‘Z!I'|::nm:it5|r and stability I
i-'"=<,.'-.'~ ainting i1s completely opague and pro- :
vides full coverage without revealing the sup- |
part or color over which it is applied. Pastaelis al- |

o very slable: it does not break or crack over | .
time, nor does it yellow or darken. However, itis
sensitive to excess light and may discolor over
the years if exposed to very direct and intense Pastels are a both drawing
ind a painting medium.
Stroke, mark, drawang, and
color are inseparable. Work by
Diavid Sanmiguel,

.|l:jllh'l:_j_




Nature of dry pastels

The name, pastel, comes from the word *pas-
1a" or paste, which refers to the thickenear
with which pastels are manufactured: paste
consisting of pure pigment thickened in a slight-

[y wath Pastols

Soft pastels consist of virtually |y adhesive gum (usually methyl cellulose) with a
pure pigment, with the addition ~ minimal amount of additives or extra compo-
ol just 2 small amount of  nends, Some ardists think that this is the purest
thickener.  medium, since no filler or vehicle intervenes be-

Hard pastels have @ square cross-section and contain
some chay 10 increase the hardness of the stick. They
have markedly less pagment than soft pastels do.

Soft pastels’ intensity of color

and hue saturation is
unparalleled, 20d more lke a
genuing painting medium,

tween the color and the support. Fastel is the
most direct of all pictorial procedures; it does
mot require drying time, the color il preduces s
exactly the same as that of its stick, and it does
not require any processing or preparation pricr
to use. These characteristics are common o all
types of pastel. The only difference between
various types of pastel is their hardness,

Soft pastels

Thase are the highest quality pastels, since the
amount of pigment in them is very high. These
sticks wear down very easily upon rubbing them
on the support and leave very inlense marks of
color due to the accumulation of pigment on
the paper. A softness is due to a smaller
amount of thickening gum used in their manu-
facture. Their cylindrical shape and abundance
of different tones characlerize soft pastels.
Such abundance is due to the fact that manu-
facturers add loads of white or similar preduct
to make their colors opague and fo lighten the
tone, A very small minority of craft manufactur-
ers produce sticks of almost pure color, with the
sole addition of a small amount of finely ground
pumice stone to increase their grip on the pa-
per.
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IS Hard pastels
LARGE PASTELS At first glance, they appear thinner and usually have a square cross sec-
The quealliy and softness.  tion. Whereas sofl pastels are pure, thickened pigment, hard pastels are
'rf::::["l.!l’ll::z:'s:;";'{'“ produced by cooling the pigment slightly with a bit of potter's clay. Thanks
ench other. Same brands. t0 this hardness, they can sharpen (fo a certain degree), and can draw
produce exrea biege pas- . muych finer lines than the thick strokes of soft pastel. Their hardness also

tels, which are extremely
soft and ideal for large.  Makes them suitable for colored drawing. As a counterpoint to these ad-

works. These are rarer,  vantages, they produce markedly less tonal saturation than soft pastels.
ansl, umsurpeesingly. more
cxpenve,

Marks created with hard
pastels are ahways much less
dense than those created with
sticks of zoft pastel.

While soft pastefs are ideal for spotting and bluring, hard
pastels create lines.




Ranges and varieties of pastel

Rawyr_ﬂ; of pastel colors vary according to  which gives rise to one or two lighter variaticns
the brand. Specialized manufaciurers use of the orginal pigment. Other shades result from
dozens of different pigments o manufacture mixing with black and produce darker versions
sticks and produce various blends of each pig-  of the same color. The possibility of mixing pig-
ment. In many cases, they mix pigment with ments with each other allows some manufac-

chalk or white pigment in one or two  turers fo create hundreds of vibrant colors.
different proportions,

Every artist warking with
pasiels sheuld have a wide
range of different colors a1
ihear dispasal. It is atways
better to use a deect color
{han o oblain it by micng.

i

For each pigment,
manufaciuners make fghter
versicns (by miming the

: - : pigment wilh white) and
Range of colors sufficient for any work. Most pastel artists have specific preferences for certain colors over others, which means that darker ones (by mizing with
iheir paketies may have more shades of a particutar segment of the color specinm black or another dark color),




EMPTY BOXES
WITH A GRILLE

Pastels are sold individu-
ally or in 2 case. You'can
also buy cases with & re-
movable hox with a
grille on the bortom
This grille allows the
dust of the pastels to fall
to the bottom of che box,
keeping colors cleaner
for longer pericds af
LEme,

Pastel crayons
These instruments are crayons (a little thicker
than normal ones) whose lead is a stick of hard
pastel, harder than any other kind of pastel.
This prevents it from breaking under the
slightest pressure and enables it to sharpen
like any crayon. They produce clean,
clear lines. Pastel artists usually employ
them in sketches, small-format draw-
ings, or in the profiling and detailing of
bigger works.

Combination of pastels
All professional pastel users own pastel
crayons of three varieties: soft pastals for
vibrant colors and covering large areas, hard
pastels for the first stages of a drawing, details,
and all kinds of grays and gradients that neces-
sitate the presence of the stroke, and pastel
crayons to oulline the details, touch up, and fin-  Each brand has its awn range
ish off the drawing in its final stages. of coler_ bn some heands more
nuances of a particular cofor
may be found than in others.

Pastel crayons are much safter than canventinal co
and their leads are much mode brittle,



_" 1) Lines, marks, and mixing color

Arlls‘!ﬁ apply pastels directly to paper rather
than mixing them on-a palette. This does
not mean that, on occasion, we cannot mix col-
ors with fingers or supenmpose them on top of
each other io creale oplical mixes (only appear-
ing as a different color from a distance). A
clean, brighi resull depends on moderate finger
mixing, because the more it is mixed, the dirlier,
grayer, and less transparent the color will be-
Come.

E

T e P b -
In comtrast with freer and more spontaneous drawing, artists
can also work meticubousty fo refing the subject and achieve
very developed surfaces that supgest velume. Nude painted by
Viceng Ballestar,

Pastels alirw draveings to
develop through free,
justaposed marks that
suggest the bght and the
modehng simutaneously
© Work by Jaan Raset



COLOR
DISTRIBUTION

Abdthough you may have
many different colors on
hand, maintaining an
organized paletre isseill
necessary. T his i for
pracuical reasons on one
|‘|.||1|:L it he[p-'ur:nra find
i color emsily: on the
other, it prevents pastels
from direy by coming in-
o contact with other
cobors.

Free strokes

Instead of mixing colors,

Pure colors
Mixing colors only works well when there are

not a lot of different tones in a drawing. The pu-
nty of tones and their direct presence on the
paper, along with the vivacity of colored lines
and marks, justifies using the pure colors of
pastel, Excessive mixing contradicts the intrin-
sic properties of the pastels, one of which is the
extreme vibrancy of their color. Their vibrant
color is unsurpassable by any other medium. In-
stead of layering colors on top of another, try
juxtaposing different hues to suggest a blend
of color.

the pastel artist can apply them directly on the

paper in small strokes, and marks, almost like an impressionist painting.
In working through strokes, the lower layer of colors, including the color
of the paper, appear through these strokes, creating a natural harmany

between these layers,

Pastel permits a direct
transkation of the drawing inta
color, The artist thinks in tenms
of drawing, but uses resources
that are really these of painting,
In this werk by Miquel Femén,
strokes and spots suggest 2
desire for line and color that is
peculiar 1o all genuine drawing
artistz.

Pastel painting is basically
drawing. Marks are nol
independent of lines, and, as it
appears in this landscape, the
play of contrasts characienzes
ol drawing technigues hased
o the counter-pasition al
light and dark. Work by Joan
Sabater.

Drawing wath Pastels = T1 L
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Pastei drawings are guite fragile, in terms
af their composition and consarvation.
They are difficult to correct, and brusque han-
dling or careless storage will mar their appear-

Malieable eraers are useful for rubbing oul a very fink Eayer of
pastel o erase areas of denser color that cover more, it

betier 1o use rubber erasers.

To rub out complelely dense
pastel strokes, you have 1o be
persistant with the erazer. M
first, it will only spread the
color; only after continuing
with 3 deficate erasing motion
will the strokes successhully
detach,

.‘:;._.._ ,- '._..'
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Cotton rags are extremely useful in ddfusing
and reducing the intenzity of pastel marks.

__Eixing_ and correcting pastels

ance. It is key to make corrections by rubbing
out and recamposing, and to stabilize the pig:
ments on the paper.

Rubbing out pastels

As excessive rubbing of a pastel drawing af-
lects the grain of the paper and the adherence
of the pastel's pigment, it also leads to lifeless
results. However, it is possible to detach the
pigment from the paper without harming the
work. At the start of {he drawing or even when it
is well advanced, some methods of detaching
the pigment are possible. Rubbing a color with
a clean rag or piece of cotton will detach the
color from the paper. We can also loosen the
pigment with fingers or, of course, with the mal-
leable or rubber eraser. Exercise caution when
using an eraser, as these can desiroy the tex-
ture of the paper if nol used gently,
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e Fixing pastel
PAINTING ON Tradition urges not to fix pastel painting, although there are many practical
FIXED PASTEL reasons to do so. Currently, the market provides ardists with top quality fix-
Wyouwant todrawwith 400 These are available in aerosols that do not stain, nor alter the colors

one colos en vop of an-

ather pastel colorand  ©F your pasiel drawing. Matte aerosols should be used, as their finish will
prevent them from mix- not disrupl the lexture or appearance of a drawing. After applying a very

imgE, you can fix the i : : ! : 3
il i i papiar A s thin layer of fixative, it will still be possible to correct colars. When creating

adding o second color.  a work with many layers of color, it is advisable to apply the fixative to each
Yoan can still go back and
Blur or Blend thiese col-
ors; the fixative creares a
texture on which the
paste] adiveres very well,
oven hﬂ'lt‘r II'IIII.'I. O i
marked paper.

layer while working befare moving on {o the next.

Once a spot is nibhed out, the paper remains slightly stained. It
is impossible 1o recover its original whiteness, especially if
vibrant coloes are imvahed.

Pastel must be fixed very carefully, It requines several thin layers
of fixative. It i important to let each tayer dry before applying
the neat.



. 7 Oil pastels
: ike dry pastels, oil pastels are color sticks, °
The difference lies in the thickener of the
pigments: in oil-based pigmenis, thickeners can
AL i i N!’ i‘\ be waxes or oils. Wax crayons are usually asso-
"'\.I \J ciated with schoolwork, and were, in fact, in-
vented for this purpose, while oif sticks and oil
pasieis are suited for professional work. Oil
pastels can be of very high quality today, and
they are ideal for drawings that require a wide
range of vivid colors; their viscous texture and
variety of pigments allows them to deliver dense
strokes of some of the most vibrant colors.

— - T . (%~ W

Turpenting will dilule wax marks, whish you can blend by
rubtiing fingers over them. As the marks are highly sensitive 0
heat, the temperalure of fingers shghtly melts ihem.

Sticks of wax pastel are
ueally smaller than ol
pasteks, which are available in
karge sticks that allow very
thick knes to be drawm.

.'i \ ‘;!",‘{tg}.. le

VWhen used simply, color wax
crayons give very light-ilied,
chesrful effects, as this work
by Mercedes Braunstein
shims.

¢z




Colored wax crayons

Theze anginated in the 1920z, when a Japan

cher, Kanae Yamamoto, first manufac-

B5e €
tured sticks of colored wax for school use. They

are composed of pigment thickened with a mix-

s of paraffin, steanc acid, and coconut oil

the color to spread easily, They are

nat water-soluble, but can be dissalved in sol-

Qil pastels
S

crayons. The sticks adhere excellently to almost

are a high-quality offshoot from wax

all surfaces. Some varieties (oil in sticks) in-

lude drying oils to complete drying. Unfortu-

the color ends up drying in the stick, too,
unless its storage isolates it from air after each
use. The high amount of oily thickener they
contain prevents dried colors from cracking.

vents such as turpentine. Because they are

waxes, they are ven, m

; CEne
¥ Sens

/e (o heat, including
that which fingers produce. Color surfac

35 are
transparent, luminous, and are hard to blend un=
less the colors are diluted or melted into each
5, made with a water

other. Waler soluble waxe

soluble thickener called glycol, are widely man-

Diraw mig with Pastels

Waxes and odly pastels in
general contribute to “special”™
effects of transparency and
texture. I this wark, a sharp
instrment has scratched over
the colors. Wark by Mercedes
Braursigin.

Uslike oil pastels, wax pastels
do not dry oat, 50 an aemsal
fixative or layer of latex is
necessary in order 1o prevent
1hem fram smudging.



Supports for drawing with pastels

aper for pastel drawing must have at least a slightly rough surface

psn that the pastel can adhere to it; the rougher the paper, the more

prgment will accumulate, and the lines and marks will look more saturat-

ed. Professional pastel artists employ a wide variety of paper that ranges

from the most conventional drawing paper to watercolar

sheets with a large grain. In addition, some paper is specially

\ treated with a special mordant to bind the pastel to the paper.

Any paper is suilable for pastel drawing, except glossy of
very smooth paper.

Pastels can be apebed 1o any paper with a bt of texure, The
result changes markediy froem finer to rougher papes: there is
w3yt greater color saturation with-a thicker lexture.

Smooth paper

Finely-texiured paper thal is never totally smooth (card, recycled paper, or
wrapping paper) provides for rapid coverage as it offers litle resistance to
the marks of the slick. These supports stain easily, as pastel slides well
over them, but it is hard to paint several layers on lop of each other be-
cause the grain will disappear after the first layer. When this occurs, the
pigment particles find no roughness on which to attach, the paper does
not retzin them and the color flakes off after its application. Therefore, this
kind of paper is only suitable for studies, sketches or work that requires
very litthe compaosition and only a few applications of color

Colored paper geeatly helps tn achisve hamony when working in
& single range or seanching foe the most infense conrasts
(between cobors themsebves and between colors and the color
of the suppart)




HANDMADRE PAPER

Handmade papens offer endless varietics of textures,
o, and skses thar muhlph' the OPTIGns of the p:ntﬂ
artist, although not all of them are suitable for this
purpose. Their artsanal finish, with uneven edpes or
imeguiarities of rexture, makes them very attmctive.
It addidlition, the high quality of the marerials used in
||1:|!:.|!|-=|:l1lrr \II'I‘I I1'IE .'Ih'ﬂnl'l:‘ 1If ||'|l,|'||.'§l H:II ihl,"ll'l Icﬂl.
components make them highly recommended. Heow-
ever, they can akso be very expensive,

Rough paper

On roughly textured paper with a thick grain, it
i5 more difficult for the color to fully cover all
the small hollows that texture the surface.
Theraiore, it 15 easier to work in successive lay-
ers, which produce richer arlistic resulls, Can-
son's multicolored paper is ideal for artists be-
cause of its texiure and range of various colors.
There are also special kinds of paper that rely
on cork dust to capture pigment, making a fixa-
five unnecessary.

DOily pasiels can be applied to
all lands of paper. Thick paper,
kike watercobor paper with a
rough texure, adds a
supplementary interest. Wark
by Mercedes Braunstedn.

Drawnng wilh Pastels =~ 1T i

Laid paper has a light textuee
with charactenstic hnes suited
t0 grip coler partiches

Canson paper is most popular
amang pastel arlists who
appreciale its charactenstic
texture, It is avadable in 3
broad range of calors.

Textured or engraved
candbaard is a suitable
support for pastes.

Some pressed wood makes
good support, atthough, in
general, it requires preparation
beforehand and proper
PMIng.




DRAWING WITH COLORED INKS -

oloved inks consist of pigments or dyes. The latter are much more

light-filled and transparent. The colors may be permanent, meaning
!’F'“-).‘" cannot be rubbed out or dissolved once Lfr_*;, bt r.lt{*_‘. will discolor
after prolonged exposure to light. The more wansparent the coloring used
to manufacture the ink, the shorter the permanence of the ink. The more
gransparent the ink is, the more it will discolor. In general, the fullest and

most lummous ranges of colors are the most susceptible to color loss over

time.

Colored inks ane very similar

[0 walerco
ane mast [
shrong conkrasts
deficate nzances. W

Josep Asuncion

matenials usad for dravang

wilh colored ink ane very
smilar 1o those used @
walercolor painfing:

thie same or similar

paper, water (
in 1h&s case), brushes,

and rabs or nead pens




WHITE IMNK

White Ink cxists, al-
r||--|-.$;'|-. this seems o son-

tradicr the icdea of drae

ing ink. Maturally, this
ik recpuires dark paper, as
b seert in the Hlustration
by Mercedes Braunstein
shown here,

Indelible and removable

colors

All color ink is water soluble, although

many inks are indelible. This means thal, once
dry, they remain permanently fixed to the paper,
and, unlike watercolors, cannot be dilutea again.
Some inks can only be dissolved in distilled wa-
ter, since tap water will separate the pigment
from the thickener. To ensure the correct way 1o

dilute ink, read the manufacturer's instructions.

Colors running

Inks cannot be rubbed oul unless the surface of the paper s rubbed with a
blade, which is not a feasible method for eliminating areas any bigger than a
small siroke. White paint (gouache, for example) can eliminate mistakes
made with India inke But such paint is not usually a good aption for covering
mistakes in drawings with colored ink, especially those inks that are dye-
based. In mosi cases, eolared inks run on the surface of the white paint,

even when the white iz applied over dry ink.

Water does not affect indefibile
imk once i has dried. The
image shows a piece of paper
stained by ink and submerged
in waler. If this mark had been
miade with watercolors, it
would almost be completely
dizsohved.

Rurning pecurs when a
spot of colored ink ks
covered with pouache: the
color staing the white
paint and becomes visshie
on the surface.

Samples of color of 2 full rmnge
of inks. Some manufacturers
provides many more colors, but
this selection is more than
sufficient for general practice.
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Mixing color

Ang with cofored ink has the same char-

O

med with each other, bui require great attenlion
1o avoid dirtying and muddying the colors. To

acienstics as drawing with India ink with

e the sole exceplion that it Al !

. 0 ep hatitrequires a certain order  maintain cleanliness during the process, il is
= d orgamzation in vour work or [ ;

: e | ' YOUr work process, Inks can  best ta use two nibs and alternate betweean light
: and dark inks. The nibs can be inserted in the

same handle,

As colored inks tend 1o flow
info ezch siher without fully
mixing, it is 2 good idea 1o
hiave: some mixtures prepared
before starting,

Some small earthenware or
plastic wells are the best way
Hove and have previously
mixngd colors on hand.
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Multi-colored cross-hatching

and prior mixtures

Cross hatching consisting of different colered
lines can be a way to achieve an optical mix, pro-
wided that these lines are not very thick. If the col-
or siroke 15 very dense, its combination with other
strokes will create darkening effects rather than
mixtures of color. It is preferable to work with

mixtures made ahead of time, such as small
amounts of ink mixed in small pots that have per-
haps been diluted with water. There are

‘palettes’ with a number of wells for mixing color

this way.

(nce dry, colors can be Colors prepared in welts should demanstrate different levels of
averlaid, creating saturation by successively dduting the same cobar more and
Iransparencios thal serve as mare. This wall create a subiths harmony in the devang's coloss.
1he best cosar oplic “mixienes”

that inks can offer.

Lines and brushstrokes

Combining lines and brushstrokes is one way lo
draw with colored ink. These brushsirokes can
be highly saturated (without diluting the ink), or
highly diluted in water. Colored inks have a cer-
tain transparent quality that is similar to water-
colors when applied with a brush. However, they
are more saturated and less resistant to light
than watercolors. Lsing a brush to apply ink is
similar to drawing with a nib or reed pen on
damp marks, or spreading water with a brush
over sirokes of ink that are not yet dry. In bath
cases, ink spreads iluidly, ereating diaphanaus
results and an overall richness.



-

An @masi-single-color wash
deone with cosored ink by
casorading the solution of ink
andl veater very carefully, Work
by Joan Sabater,

Washes

Fua:'. like black ink, colored inks only require
¥ brush

aradate {neir ional intensiky.

25 and various amounts of water to

Washes with colored inks look like watercolors,
but also exhibit marked differences. Maost
ranges of inks available on the market are much
mare limited than ranges of watercolor, and di-

inks in'water has cerlain drawbacks that

WIOETRELENGY WA

watlereolors does not enfail,

Thinning color

When creating ink washes with a brush, it is nec-
essany o dilute the ink in order to achieve a more
transparent color. The amount of water must be
just night: too litthe water will hardly affect the col-
ar, while too much will wash out the color, It1s 2
good idea to have a medicinal dropper {some-
times included in the lid of the botile) io be pre-
cize when agdding water to colored ink.

- ¥ 1_. ;

gy B et
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Drawing with Colored Inks B3 L

Direct mixtures ST

Mixing color directly on the paper is an option for colored ink washes, but TRANSPAREMCY

too many layers of ink will produce very dark and undefined hues. In addi-  Plecing one colors of ink

fion, dye-based inks do not mix well (worse than watercolors), and some 9% 10p of another when

: . 5 the first color has dried

colors may flow into others unintenticnally, creating multicolored water fully usually yiclds desir-

rather than actual mixtures of color. . able resules, since dye- The washes in this drawing
based inks are very trans- fimi i
parent and indelible. used a limited range of inks.
The effects are intense  The drawing benefits from a
and lmincus. control over the tone and level

of dilution lor each ink. Wark

by Mercedes Braunstein.

Mixtures made direclly on the paper cause unforeseen,
chence results that may result in new ideas and directions of
the werk

#n energetic and expressive ink wash based on small contrasts
produced by direct application of ink. Work by Gemma Guasch,
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e nks

» wilh Color

Smooth papers provide the
oppartunsty 19 create
surfaces with 2 very
homogenaus color, a5 well as
those with a delicate, faded
cover created by 3 sponge
Work by Gemma Guasch

Paper for colored inks

ﬁ | the kinds of paper thal are suitable for  as brushes need more absorbent paper. Whats
drawing with black ink are also suitable for  ever the tool, the support must have the righl
colored ink. In fact, the drawing instrumeni degree of absorption so as not to hinder the

rather than the medwm itself delermines this.,  work.

hibs reguire smooth and nigid suppors, where-




Dravaving wilh Codored Inks Bﬁ !

Smooth paper
The low porosity of smooth paper is conducive
to working with nibs. The metallic lips shide eas-

ily over the support, yielding precise lines.

These surfaces are suitable f ing with
hatching, as the lines do not bleed once applied,
thereby quaranteeing the clarity and precision

of the hatching. This kind of paper is not as

amenable to brushwork, since thicker marks
made with a brush can form puddles and slow

down the driying process.

Fine-gramn watercolor paper yields good resufts wath colored inks.
Besides the highly saturated colors the inks produce, 2 colored ink
deawaing on walercolor paper resembles a watercalor painling.
Work by Josep Asunciin.

Watercolor paper

el

per s best for brush drawing with colored ink. Watercolor Thick-grain walercolor paper absorbs mose ink and the colors
paper with a modarate grain and absorbency gives the best results when  are less aminous, but the everall work acquines greater depth,
used in combination with colored inks, a medium that has many of the  densilty and texiure. Work by Josep Asuncién.

JAMe properiies a5 watercolor,

Reugh or craft paper lends iself to experimentation with
textures, absorption and finishes. This work by Gemma Guasch
goes heyond drawing and fully enters inta the realm of non-
figurative pamting.




O riginally, markers were conceived for illustration or advertising

work, which required intense colors, clear contours, and ink that

- was compatible with photolithographic reproduction. Similarly, markers
Pfﬂiﬁd-e artists with an agile, divect way to draw lines, though making
spots and stippling with them is more laborious. Today, although
computers have displaced markers for technical purposes, they are still
Wﬂeiy used-in-artistic drawing.

o

7l
Ul = H 1
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- ~ i el F Warkers are an agile
e QIKErS H
o S .

ﬂr ! uncomplicated drawing

W medsum. They da not néed
sharpening and casry their ink
inside. Many arfists use them
for outfines or sketches, bt
they can also be used in
patiently constructed
drawings, such as this one by
Jozep Asuncign.




Function
A marker is a cylinder of metal or plastic that

conlains a synihetic fiber sponge soaked in ink. - ‘-.-i»i

Ink rises by {o the tip of the pen through a filler or
pofyester wick with furrows thal let the ink flow to the tip. This

The mechanics of a marker are very
simple; its cylinder contains an
ink-soaked wick that comes info
cantact with a thin piece of polyester
or felt {the tip of the pen) which
carmies the ink to the paper by
capillarity.

is the inside of a conventional marker for drawing. Fine-tip pans
designed for writing contain liquid or semi-liquid ink that reaches
the tip by force of gravity

The use of marker pens

Markers are a very effective and practical medium for color or black and
white sketches. The ink dries quickly, solidifying the line and coloring
wide surfaces in a clean and uniform tone. As its ink is self-feeding, it
needs no addilional tools to sharpen its tip. In addition, colors can be
drawn on lop of each other, as they do not run or change tones over ime.
The finishes of the drawings created with markers vary depending on the
ink employed, but it is usually semi-opague or transparent with almost
periect homogenetty of fone and marked luminosity in their colorn

This studi i full of markers. Color ranges ane very broad and
the arfist can find the right color withou! hawving ta mix two
There ane many varietes of markers a5 i different calars.
specialist manufacturers provide considerable f
ranges. Dravang with markers requires

nathing other than the pens and paper.




! s Varieties and uses of markers

Permanen) ink alcohol-based fely tip pens ane also known as
markers. These pens bave either a rounded oo beveled shape, a5
well 25 a wide range of fip sizes, which allow them o produce a
varigty of defferent strokes.

WWater-based markers with a
(hick point are suilable for
schonl use and ane also wseful
for medium or lasge-scale
sheelches



EEEEEEarn T
DILUTANTS

The main bromids of nloo:
hal-based mprkers place
a diluting ngent of the
-lrr=~r"~J|'-;'~'l.~.l.|. as well as
marker pens that load
this same solution o
schicve cobor blending.

[
& .

The warious models of akcahol-
based markess include
double-tpped pens. A one
end they have a fine, round

tip, while at the other they
have 3 beveled lip for drawing
thick limes,

Alcohol-based markers

The ink they carry is usually a colorant diluted in
xylene, an alcohol, which evaporates and dries
rapidiy. Once dry, the ink is indelible (it can toler-
ate other colors dravwn over it wilhout its color
running or mixing), but fleeting; works done in
marker pen do not talerate sunlight well and dis-
color. Tones are usually transparent, meaning
that these markers yield their best results an
white surfaces, which lend luminosity to the col-
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Water-based markers
Water-based markers are for children's use.

Strokes dry maore slowly, and some colors may
change when applied on top of others. They are
aiso suitable for making skelches and studies.
Some manufacturers sell water-based markers
that are loaded with a pigment similar to
gouache. This type of ink makes their color
opaque, and yields excellent results in works
that require sclid, homogenous blecks of color

There s a special kind of water-based markers: a pen with an
opague siroke. These markers ara loaded with diluted gouache,
which allows for lght tones on colored surfaces.

-

Drawing with Marker Pens = 88 [

Alcohol-based markers have 2 fiber tip thal may vary greatly in
thickness. This image shows two marker pens with a thick,
beveled tip.

I these images you can appreciate the knes that the edge of
the tip held flal, in a pependicukar position, can achve,




,___:rec“"iquﬁs for drawing with markers _

L ikt Crayons, markers can draw over each other, with solid strokes of col-
or. In general, they are not amenable to excessive mixing unless (if they
are water soluble), they are diluted wilh water, Even so, dark colors always
dominate light ones. Because the color of markers and the thickness of their
stroke does not depend on how much pressure is exerted by the arlist, each
marker yields only one fone. Thus, it is necessary to have a set of markers
that encompasses a wide range of colors.

Direct mixtures

Direct color mixtures invalve putting one celar an top of another, This
technique is practical when working with colors in the same range or
whian darkenmg fones. It is not effective when see‘r':irlg a homogeneous
mixture (one in which two superimposed colors yield a third color). Creat-
ing direct mikiures with markers tends o darken and muddle tones.

I you are trying to darken a When werking with colors in the same range, ones thal are
tane, creating a direct mixture  similar in tene and ink. dinest miriures are perfecily viabla
with markers is an effective  because there is ol a wide margin for dirtying the coloring o
vy 1o do so. Beginning with ~ obiaining an wweanied color

the color you would ke to

darken, apply anolher loae on

fop of i, usually & darker one.

This wall result in a dasker,

onagEE cilor
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s Mixtures with water-soluble markers
RESERVES Like water soluble crayons, markers that contain water soluble ink can
Reserves are a common lead to results similar to those of watercolors. However, in the case of

way todeline and oatline

marker pens, inks are much more intense, less transparant, and less suit-
'-hul|"'l\."\- ARAINAL || |rl:

Backiraurch The reseme ed {o the effects of a wash. You should only dilute small areas of marker,
respects the delicore and it is not advisable o apply excess water in trying to spread color,

shades in a technigue
with o ||.:|-. I|| N |;'\-|..'L".L|._'

little coverage. This re- 3 ] !'

b L F ki
wngee demands foresight J " & wAFy L4 E fl-'
of the antist in their work { | HY5 1 '.51.3".'&
the aatist in the ; 3 ﬁ_'_f“);.!ll_ e S
[rrocess, QEit S EpAning ansd ] g pln-"-.'" o
FESPEC TN 114 o { A" G
which they will work ;
with pale dhades
- Hatching with strokes is a Used in-smaill aneas of the drawsng, waler-based markers
‘,4‘_\:- F fundamental technigue of produce efects very similar to those of watercadars. These
'_‘_ demwing with markers. The effects become less exciting when trying to spread lamge washes
- "3 transparency of the colar of dissohved color,
l: means that overlays create
' darker areas and avead the
o patentially mechamscal style to Emgployed with eneegy and freedom, the strokes of markers
= f which this lechnigue can lead.  enfiven the swrizces of the drawing, appearing to be 3 combination

F 3 . .
(- ﬁ— . of & crayan and ink drawing. Work by Jassp Asuncisn,
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Writing and lettering tools

] e place the line lip tools normally used for writing and creating
Wruﬂ't prcige works under the category of marker pens. There are
numeraus varieties on the markel that use waler-based inks, alcohol, oil
nks, and gels that change color upon coming into contact with the: air.
Lithographic pens or marker pens with a calibrated tip allow for lines of a
constant thickness and perfect stability. In general, ballpoint and litho-
graphic pens offer a neutral, steady line, but their ease of use and wide va-

riety of colors make them very appealing to arists

Ballpoint pens

Mowadays, numerous artists employ this univer-

sal writing medium for outlines and sketches.

They are known internationally as *biros”, after

Lazsio Bird who invented them in 1938. They

have & small ball in their conical tip, which, upon
Ergonamic study fior the maving, discharges the ink onto the paper. The
design of 2 vehicle seat. Done ik is qily and dries on the paper without pene-
with 2 baflpoint pen, its lnes  traling it The ink supply lasts a long ime and the
allow Tor spondansity and lines partly reflect the pressure exercised by the
acturacy al the same time. hand
Work by Jordi A2

The common teall-peit pen &
one of the most econeeic ook
ised for drawing. It works 00
almost any surface and i very
agile in drawing skeliches.

v

Various raller-ball pens with
inks with metaiic
pigmentation. This new ink
produces unprecedented
rafges in marker pens’
strokes.



MARKER PENS
WITH BRLISH TIP

These combine the ad-
vantages of the markes
pen e thee Trosh in the
sime tool, They are very
comforrnble and their
#rrokie 1 eonsisent in i
intensity and varies ac-
cording 1o the pressure
exerted on the wip. Thiir
use his grown among
COMmIC Atrl p artists as they
make inking easier, They
mlsa give very good re-
sules incthe deawing of
oltlines,

leedie-point lithographic pens

with 3 standard line ranging
freen 02 to 0.8 mam thick.
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Rollerball pens

Rollerball pens developed from ballpaint pens
and seek to combine the benefits of the latter
with the softer stroke of lithographic pens. A
rodlerball’s mechanism features a ball contained
at the end of a conical tip. Their water-based and
more flud ink, which renders them lighter to han-
die and thicker in stroke, distinguish rollerball
pens from ballpoints. Its ink, nurmali:,,- pigmented,
delivers a livelier in color and penetrates the pa-
per's fibers, making it more permanent. It dis-
charges more ink than a ballpaint and runs out of
ink more guickhy.

Fine needle-point: lithographic pens
Lithographic pens are letiering tools with a
calibraled tip in various sizes, They have a
cylindnical, nylon fip similar to a needle whose
line is softer, more accurate, and wsually fin-
er than lines produced by more convenfion-
al rotating pens, also giving them the name of
*fine-point pens’ Their ink is normally a pigment-
ed black, which means that the stroke gives an in-
tense black, very similar to that of India ink. This
intensily and the softness with which they slide
over the paper makes them attractive to any
artisis.

T Lithographic pens or fine-posnt

T marker pens favor detailed
drawing, but akss produce
pood resulls in skeiches and
outiines.

irreplaceabile,

Lettering instruments are widely used
I . in drawing comacs, Their ease of uss
'[ -I and cleannass of result make them

Many creatars use Blhographic pens for inking the cartoons in
comic: strips. Their line is clean and maintains a constant
Ihickmess.




li Supports_ f_or drawing with markers_

Paper is the only support for drawing with
markers. The paper must be smooth,
glossy, or have a very fine grain for all marker
pens with alcohal-based inks. Water-based
markers work successfully with conven-
tional papers. These papers can even be
slightly rough if the artist seeks a visual ef-
fect ether than the stark graphic nature as-
sociated with drawing in this medium. The
thickness of the paper is not as important as
it is fo other drawing mediums, since alcohol-
based inks barely penetrate the surface of the
paper, and water-based inks do not contamn
enough solvent to warp the piece of paper.

Paper for drawang with markers
i ahweays white or, 3t least,
aft-white.

i
14

Extra Smooth Surface Drawing Pad

185 Ibs /

peee e B i 250 gsm
Wk pgrn % o Y T Iy B
 mmrn el i P - W By L T am Bl g z e
Paper has a very smooth surface, which is akso suitable for Bristol paper is @ pood suppert for drawing with markers. Hs

dirarwing with markers, If is avadiahle in small or medium-sized surface is glossy and & hecwvier weinhl than most papers.
skelchbooks.
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Paper for alcohol-based Paper for water-based markers
markers Any paper that is not excessively fine is suitable. Fine-grain watercolor pa-

The ideal paper for markers with an aleohol-  pers weighted at 300 gsm give the best results. This weight is important
based ink is fypically glossy in order to achieve  when dilufing ink, as well as when working with markers to create special
finishes without iregularities, which would have  effects, as well as when warking with marker pens in a more traditional
been caused by small variation in the sheet's manner, The same applies lo the paper recommended for working with
grain. The thickness of the paper that is ideal for  opaque marker pens that are loaded with gouache. Papers that are tex-
markers ranges between 70 and 90 gsm, mean-  tured or have a thick grain are only advisable when seeking deliberately
ing it is quite a fine, light paper. Semi-transpar-  imprecise or textural results.

ent paper that permits certain translucent ef-
fects is also available. The ink of the marker will
not penetrate the paper. Instead, it dries on the
surface of the paper very rapidly. Finishes are
smooth and any examples of cross
hatching will be transparent, revealng
all successive layers of line.

Micoho!-based markers
require smoath or qlossy papers o congene
an even, consistent stroke, and 1o achieve a
Waler-based smooth, lumingus efiect.
Markey pens

fequire 3 shightly
absachent paper to
enure the rapid fiing of
coler on the surface,
Smosth papers caise
usioreseen puddies and
muddied effectz.

A small amaunt of the paper's

besture s visible when

werking with marker pens.

The effect can be very When working with fine tip waler-based markers, it i
interesting fer work that does - important to avoid thick-grain paper. Smoath watercolor paper
nol demand & perfeclly is the best choice.

Smoalh firish.



DRAWING

Objective drawing
Drawing in perspective
Modeling and shading
Studies, and sketches
Subjective drawing

Twis section details the methods reguired o complete a drawing: from blocking in shapes,
to creating perspective, as well as technigues for shading and modeling. It is divided into
five parts, each of which discusses a drawing style. The techniques an artist employs in a work
strongly depend on their own expressive intentions, which define a particular stylistic and cre-
ative tendency. Thus, an artist inclined to represent subjects precisely and realistically will
avaid technigues that obscure a clear and faithful representation of a subject. Contrarily, an

artist who pursues subjective expression will not follow the rules of perspective and objective
drawing,

Studied individually, the basic techniques of drawing come across in a new light. Although in-
dividual methods, they are all related to particular styles and ways of working. In exploring
these different styles, readers will be able to rapidly identify the styles, techniques, and sub-
jects that are closest to their own interesis and tendencies.






bjective drawing is a neutval description of a subject, and strives to

capture the natural appearance of this subject accurarely. Strict
description of the most significant aspects of the subject characterizes
objective drawing, which ignores circumstantial features such as light or
the appearances of surfaces (which always depends on the light.
Therefore, objective drawing is essentially linear, defined by realistic
contours, scrupulous details and very precise strokes commonly seen in
technical or mechanical dvawings.

7
:-.h'

Altwrecht Direr, Sir goiets, (1501-1550). Accurate and meeticulous Bnes that,
wihile faithful o the subject, meintain their own witality,



TRAMSPARENT
OBJECTS

To berrer understand the
appearance of abjects
“lh! I'llT'o\I LL4) rl,!l'.LW l]'ﬂ:‘ L"Il,"-
nwnrnr'l's]'u;lrn-ﬂ. that form
them, it is useful to deal
with solid ohjects as if
they were trarsparent. In
this way, the antist gains n
mare accurate umder-
stunding of the space
they must aceupy in the
drwing.

ntially
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. 4 W
T describes the basic .

Lk e C I L ELg -
limear mechivms that onl

J
subject.

The essential and the secondary
We perceive real objects as full of defails and
changing appearances (their shadows and
lsghts, their shape varying according to the point
of view, etc.). Mot everything can, or should, be
visible at the same time. The idea is {o "see” this
drawing beforehand, hidden as it is under visual
information of every kind. This information in-
cludes lights and shadows, perspectives, flat
and curved surfaces, diverse materials, colors,
shiny parts, transparent bits, etc. All this dis-
 tracts our attention from what is
: ;:5 really crucial. The characteristic
i appearance of an object makes
it interesting, and permits us to

S

...""r_. identify it at once.
]
Every object finds definition in
| ils mest charactenstic profiles,
l which reduce to a
ombination of elementa
g - ,-'H\' conbination mentary
7 L shapes.
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shape of
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O ectve Drawing

k g
Lingar representation of the most _a-w x-__:c
significant leatures of the theme that
distinguishes each object from the rest forms the
basis of objective drawing.

The synthesis of shapes

There is scarcely any need to know how to draw
to achieve this:a lemaon will be an ellipse with
two protuberances at its ends; the silhouette of
an apple recalls a heart; a glassis a transparent
tube, wider at the top ete. The simpler the draw-
ing, the easier it will be to recognize the object.
The goal is to reduce the representation of
each object to a shape that immediately com-
municates the object’s partigular form,

The search for the essental in
the theme demands a
nepresentation of basic
confours and profles, without
references fo the light o other
fieeting aspects. In this case,
the drawing igrores the
comglexity of the play of shiny
spots and reflections on the
suerfaces of the model.



tuu Stencils and ruled patterns
prupnrhon_ the dimensions of shapes and

the general crganization of the drawing are
easier to achieve with the help of stencils, trans-
parent paper or any linear framewark that en-
ables ihe artist to compare some lines with oth-
ars, calculate distances and adjust propertions.
Such iransparent paper can simply be a closely
waven grid of right-angled lings (a ruled palt-
tern), the diagonals on the paper, or two straight
lines (vertical and horizontal) that cross in the
middle of the piece of paper.

The drawing of symmetrical
objects imvolves drawing, their
ling of symmedry.

Symmetrical objects pose difficulties for inexperienced astists. To
center the drawing on the paper and achieve symmetry, you
smply need to trace the diagonats and the vertical axes on the
drawing paper.




PATTERNS AND
SYMMETRIES

Exercises in drawing sym-
metrically can be prac-
ticed with real abjears,
free interpretations of
these 1Jhir:l.'h, OF imig-
ined objecrs. Any line
drawin l'q,- 1:|'|.'Lr|.|..': ERin}
arfthmetical paper is comy
oy repenr symmersically if
we decide the position of
wvertical line sepanting
the v halves.

Patterned paper

It is easier to achieve symmelry and accurate
proportions in the drawing if you use patterned
paper. Simply by counting the squares on the
transparent paper, you can achieve parfect sym-
metry and the correcl proportions. By practicing
this exercise, you will soon be able to draw ob-
jects reduced {o their essential shapes, and in
the right proportions, by freehand. Pages from
exercise books or quadrille-ruled graphing pa-
per are very useful for this purpose.

Line of symmetry

Most, though not all, objects are symmetrical.
When drawing on arithmetical paper, perfect
symmetry results from counting squares to both
sides of a symmetry line drawn in the center of
the drawing paper. These symmelry lines are
useful both for drawing on transparent paper
and on paper without guidelines.

To faithiully transiate a printed
mage ino a drawing, draw a
ried grid en a copy of this
image. Draw the same grid oo
the piece of paper an which your
drawing will appear, copying the
visual information as it appears
8 each square, When the
drawing is comgllete, erase the
imes. of the nie g,

(uadrilie paper is particularly usefil for copying ether images of
the same or different size. The constant proportions of the
squares gives the artist precise references of each place on the
dearwving.

Oective Drawang 101 .



Engraring by Locerzo Sirigati
(Tt practice of perspective,
1596), whach shows fre
reguiar polybednons. The
elementary shapes ane the
best general way of tacklng
proportianal repeesentation of
pbjects.

Svme of the elementary solids are prisms,
cylinders, cones, spheres, eic. These
shapes are, in some way, the general shape of
any subject's form. Drawing them correctly is the
essential siep prior io mastenng the form. Once
these elementary shapes are undersiood, it is
much easier to move to the full drawing of each
element. This process, called blocking in, is fhe
simplest and most practical way of tackling the
representation of any siill ife with some guaran-
tee of success.

Elementary forms and geometry

The representation of ahjects
through regular shapes is
phvious when these objgcls
already have these shapes.
The slight geemetrical
adjustment of the shape
mieans that each part
will have: the night
propartion within the
overall composition.
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s Drawing Process

CHILE'S PLAY Patterned paper facilitates drawing simple
Children's rraditional.  shapes on paper with guidelines, but, by keeping

building: games wich T y
R et hessa the hand steady, it is also possible to draw on

area perfect model for | conventional drawing paper with no need fo use
drawing simple solids.  {ransparencies. The first step is to draw the con-

The sha i ;
:mwl:d:ﬁ:gm: tour lines while taking care to keep the size of

numberofdifferentcom- each piece in the right proportion. Circles and el-
binations that can sug-
gest vatious objects,

lipses can follow after fracing perpendicular ref-
erence lines. Going over all the wisible lines
again with more energetic strokes completes
the drawing.

o

o \ |
..-"‘-r I |

propeity fitled into each ather.

The combination of polyhedrons and
reqular prisms gives rise lo configurations
of shapes that become convincing
representations of nbjects.

: "k. . |
[ S '| /

o f the artst i able to draw the basic forms in the correct
( | j proportions by freehand, they can akso represent any other

shape,

Combining simple shapes

Representing different aggregates or assem-
blies of shapes seen from different angles
makes drawing simple solid objects exciting.
Each combination may suggest the shape of a
three dimensional abject or simply compose an
interesting grouping that inspires a composition.
L1 Drawing from just one elementary body (a tetra-

. | - | | i t hedron) is easy and useful to master, as it high-
Tk l il i {1 lights the fact that objects are simply more or
L | L (1} L less complex groupings of shapes.
i * l .J L — ! = wEL J- — |




3 Blocking in the drawing

locking in means dividing the drawing inte geometric segments. This

is exactly what has to be done as a step prior to drawing any real ob-
ject. These segmenis must be right for the shape and size of the subject @
condition that requires planning before blocking in the drawing. This way of
wiorking ensures that the propartion and position of each subject are cor
rect before ifs aciual contours are drawn.

Blocking in mears drawing the geomatrical shape (flat or
otherwise) that best contains the chape of he sbject 1o be
drawn. In this case, a prism capiures the overall height and
width of the vase.

The graupings of objects or
complex groups are blocked in
as simply as possible, and
must include the general
dimensions and the overall
shape of 1he subject.

The next step from the blocked in shage 1o the representation

of the ohject is 1o adjust the contears of each part 1o the

— general shape, which beads 1o the completed drawing. Work by
Wercedes Gaspar.




The process of blocking

in the drawing

The first step is to draw the appropriate diagram
of the solid object: a tetrahedraon, a cylinder, a
pyramid, a cone, etc. Keep in mind that the dia-
gram’s limits and dimensions must correspond
to these of the subject to be blocked inside of it.
With this done, continue to adapt the contours
of the object inside as if it were wrapped in pa-
per or cloth: we do not see its details, but can
guess af its general shape. Once this approach
15 complete, all the details can characterize the
motif, with the certainiy that all the general di-
mensions are coreck

Al the shapes ina
comventional still e are
conducive 1o blocking in
though a belanced and

Elsbaration on the work can leature mare or less detail, but

the drareing can onky sustain this if it has been properly
blacked- in 1o begin with,
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Elocking in simple objects

In general, one or two simple shapes are suffi-
cient to block in any simple object (bowls,
kitchen utensils, fruil, etc.) Cylinders and ovals
are the most commeon shapes, Regardless of the
shape used, the most important thing is that the
drawing is correct and shows no deformities, in
order to maintain the drawing's objectivity. Simi-

larly, the correct proportion of the blocked in

shape—the relafionship between its height
and width—is a decisive factor in the §
correct gutcome of the drawing.

I this example of blocking in,
the vertical and harizonial
lines that have aflowed the
ardered distrbution of all the
objects in the compositien are




106 Process of blocking in the drawing

A lthough the concept of blocking in does not depend on the drawing
iechnigue chosen, putting it inte practice dees depend on the type of
drawing that is scught It is also necessary to distinguish between stroke and
Ene; Iine is a continuous mark that may include bends and many changes of
airection, while a stroke is @ short mark in just one direction. These distinc-
tions will be useiulin studying the types of blocking in that work with different
types of drawings.

The blocking in of this figure mixes with its real contours
because of a drastic sEnplification of the anatomical features, &
characieristic that charcoal exagoerates. Work by David
Sanmiguel

Blocking in with strokes

One of the simplest and most effective methods
of blocking in involves using small pieces of char-
coal to frace simple shapes from thick strokes.
You can place a piece of charcoal flat on the pa-
per to create very wide strokes. Once the shapes
for blacking in the drawing have been estab=
lished, a soft pencil or a charcoal Conté pancil
can define the real eontours of the subject by
drawing over these charcoal strokes. Even after
rubbing over everything with a cotton cloth at the
end, the fine line drawing remains and stands out
over the larger, more general shapes.

2
-]
‘]

=cking in with charcoal is ahways energetic. The sirokes consiruct I
— ke ferms that outline the subject with highly contrasting peofiles.
i by Davil Sanemiguel.

=T
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The complicated contowrsof - Blocking in with pencil and pen boxing
the flower can be blocked a3 Blocking in with hines is less effective than blocking in with strokes, which

simpie shapes that will give provides the drawing with a certain complexity. The artist needs to work to
the drawing cormect build up the shapes and contours of the drawing in detail; the drawing's
proportions. geometric origin will be less obvious if strokes block in the initial drawing.

This is particutarly true when crealing a drawing with a medium that pro-
duces very fine strokes, such as nibs, or pencils with harder leads.

When warking with a penci, stepping from the general Lo specilic aspects of the shapes should be
flukd. It should not be necessary to rish oul the blocking i of the drawing or its initkal framewark—
._H___’/" these fines should integrate into the final drawing. The step from ihe general shape (o the specific
J profile of the theme is, when working with a pencil, much more continuows, 5o that, without having
/ to rub out (ke peior blocking, its Enes integrate perfecily inlo the fmal drawing.
e i
R L - B b
f
|
[
f
:f :

The insistence an strokes in the onder of peometrical shapes does not distract fram the delicacy of
the drawing's framewark, which is based on a selection of erdinary shapes. Work by Oscar Sanchis.




Descriptive lines

In this subject. the fine i an
unbeatable methad for
conveying the movemen,
dynamism and the grace of

Ohjecliue drawing is linear work. The line
encloses all the figurative information and
grace of the subject. In this type of work, the
drawing medium is extremely important, as lines
and strokes determine the character and em-
phasis of the drawing, While charcoal provides a
thick, warm, and not very accurate stroke, nibs
give a cold, accurate, and precise siroke. Mor-
mally, beginners would start with pencils, prefer-
ably with a soft lead, which provide a dark, thick
sirome.




AESTHETIC VALUE
OF THE LINE

The L SCqires qs-(\:i:l.l
peosninence when it mp-
rosents vodume ol valie
invackbigion r form, In
line-based drawing, the
envire weighe and fecags
of the work fallz ooy che I 3
evolution and develop- f

ment of the lines, which
is why there musr be a
supplementary [ntercst
inits mvenments, apart
from merely autlining

the subject.

im_-gg_g__ Lol :
In this: landscape, everything has been resobved atmost without

{be pencil leaving (he paper. The drawing is practically one
continuous line. Work by Mercedes Gaspar,

Drawing Composition

The lines of the drawing not only permit the defi-
nilion of the confours, bult also organize the draw-
ing within the paper's limits. The longest strokes
of a drawing are those that mark ils basic direc-
fians and establish the framework for the rest of
the shapes in the work. The distribution of master
fnes in the drawing must establish various, well-
marked directions, avoiding constant reiteration
of the same orientation.
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Lines and strokes

Despite their formal similarity, lines and strokes
are different aspects of drawing. Lines defing
precise and closed contours, whereas strokes
suggest open shapes. A siroke is an accent that
suggests an essential feature of a shape. The
type of stroke may vary a lot: it can be ang ular,
like a comma, curved, etc. Normally, its shape re-
peats throughout an entire drawing,

Hirmean figures are also
sublject to interpretation
through lines alane, This style
reveals human anatomy in a
rhythamic and stylizes way,
Work: by Dawid Sanmiguel, | —
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GEOMETRICAL
ELOCKING IN

1. The axes of symmetry of
the peece of paper ane very
el gudelings for adusting
1 Bomes of the objecls n a2
CEnbeeq compastuon, and for
kzsping ihem propartional 1o
the size of the paper

2. The propartions of the
mlocked-in chjecls s eLsnts
for achieving a drawang that
mchoes the actual contours and
shapes of the subject. Lines
mmust be at simple a3 possible.
= aviding unnecessary details
The pencil employed in thes
drawing i an HB.

Composing and blocking in with penc_il

Ehis exarcise

i
1 e T 1]

L. ucting a drawing from the geometrical framewark of the subject

composed by Almudena Carrefio, shows the process of

to its final development These stages are common to all draw ng work,
: =

and are cemonsirated on these pages in detail, The blocking in that was

earhier described is now put into practice.

3. Mamtaining the simglicity of line, draw the main stalks of the

; Heet .
If we take out the lights and
shadows, the folds and other
tiny details, the subject
becomes very simple. Menial
abstraction from secondarny
fealures ks an essential step
for mapping out fhe dravwing.

flowers, establishing their general proportion 1o the rest of the

l:‘,ll._'-l.'.-.lu;



Blocking in and distributing space ave integral steps in
composing a drawing. While experienced artists may be able
to do so mentally, it is still necessary to perform these steps.

Objective Drawing 111 l

4. Once the plant’s main s3alks have been drawn, start lo
inchode some delails, such as the small flowers and feaves that
caver them, There is no need to draw them all, only those that

ae sufficient o “dress” the composition,

&

STAGE 2;
LINEAR
RESOLUTION

5. With a softer pencil than the previous ane (a 48, for
pxample), create a very light shadow 1o emphasize shapes and
volume, creating a subtle, nuanced shadow. It is not a question
of drawing I chiaroscuro, but rather softly nuancing the shape.
The paper seen in the image keeps the drawing from staining

your hand.

6. The result exemglifies the
process of composing and
hlocking in & drawing that has
A very linear nature.
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THE CENTER
OF THE
DRAWING

The linear style of an interior

Be-.—e’-j;‘.- ng an agile and, to some extent, a careiree approach to draw-
ing is one of the keys to achieving success in drawings based on line.
The lines of the drawing are much stronger when drawn with a relaxed
eonfidence than when they ere the product of excessive rigor. The fin-
ished grawing will not lose its objectivity because of this light and relaxed
approach. Instead, it will gain an afttraclive, simple quality.

1. When no pripr blpciang in has been done, it & advisable to
start the drawing from the subject's center, which nomally
coincicss with the center of the paper. This veay, there wall be
much greater conbrol over ihe compositisn,

2. Start the draeding with 2 soft pencil (4B) 1o ghve visibiity and

mitrength to the central theme. &s the fines do not rely on any

shading for suppart, they must be drewn with abundant changes

mif direction and full curves.

An interior with a few pisces
of furmiture is an excellent
subject for exploring the
possibifities of a Ene drawing
done in graphite pencil.

3. The main lines of the
objects that surround the
central chair employ the same
soft pencil. In everything
sumounding the center, itis
important to avoid details thal
accumulale oo much graphic
information and distract frem
the: drawing's main lacus.



Pure line drawing demands a light and uninhibited touch;
The lines oain a certain richness and the .HH!I?',J'L’LT d"-’l't-’I“J?-"

in great detail as a whole.

TAGE 2:
HE SOFT LINES

= n

—
I
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4. Now, using 2 hander pencil (HE), develop all the detaits of
the objects from the previous step. This way, you can introduce
new aspects of the model without breaking the compasition's
finear harmony ar overfeading il

5. The loak of the drawing ts much richer than what méght be 6. Finally, emphasize some darker accents to frame and kead
expected fom the unadomed use of simple confour lines. In the eye to the main subject of this drawing.

addtion, the play between subtle details and moee general

ebiects successhdly describes the space that sumounds the chalr,



erspective is an integval technique for realistically representing

objects in a three-dimensional way. There are many rypes of
perspective; the most complex involve architectural spaces that
encapsulate large spaces. However, the vanishing points and lines that
characterize these representations of perspective are not applicable to all
subjects, especially those consisting of objects that are too small for the
convergence of the vanishing lines to be seen.

Leanardn da Vinci {1452-1313).
Catapult, Ambrosian Library.
Lingar perspeclive was

! developed during the

| — = il T A Renaissance in Naly, in
) architestural and technical
drawings such as the ane of
this machine thought up by
Leanasdo da Vinci.

i x_'%:%'_i%* z_

Gipeanni Battista Piranssi
(IT20-117B). An Ancient Port
J Paul Gefty Museum.
Architectural drawing requires
1he use of lingar perspective
mre than any other kind of
deawing.
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Lingar, or scientific perspective is based on the idea that the
lines outiining space could extend beyand the drawing paper

infinitely-sbfects get smaller the further they are frem the
Vitwer,

Perspective implements the way we naturally perceive
space. Kalure “hides”™ perspective and the artist reveals i,

Intuitive perspective

The simple representalion of some abjects in
front of others already creates the sensation of
spalial depth, In addition, when drawing similar
objects of different sizes, the larger objecls ap-
pear closer than the smaller ones. These intu-
itive representations of depth are adequate
ways to render a subject and its surroundings.
However, when it is.a matter of organizing
views with elements that feature slraight edges,
linear perspactive becomes important; it is im-
possible to make a drawing look realistic with-
out executing the general rules that delerming
the angle and direction of these straight lines.
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FROM CLOSE U
AND FROM AFAR

The reduction in dimen-
sions that, by effect of
the perspective, isclear
ina view of a building or
i ACOCCE, 1\_f1 HINES i|l|r\'r-
cepibbe in the view of o
baoe o @ container. The
logical thing is toouse dif-
ferent formulae for rehs
resenting perspective,
depending on the sub-
JECE IMEATTeT.




Concepts and terms of perspective

—=eometrical plane

~his is the “floor” of the drawing,. It is a fact that
m|| representations of perspective are disiributed
mn a horizonial plane, This is the geomedrical

=lane and, like the honzon, can be explicit or im-
licit (visible or imasible).

=round plane

=iz is the plane on which the represented ob-
—=ci5 appear. ldeally, it is the intersection of a
=rtical plane (ke a wall in front of the observer)
—d the visual cone, at whose tip les the point of
E—,

- .

GP

In this diagram the positions
of ke buiding retative to the
ground plan and the pesnt of

view are chearly visible,

o better undersiand the meaning of repre-
Tsenlatinn in perspective, it is useful to clarfy
concepts that, though simple enough, are betier
understood when seen in a drawing. These cons
cepts are elementary, bul, on many occasions,
are only clear in an example.

Diagram of the perspective view of a building, showing the
fallowing concepts: geamelrical plane (GeoP), ground plane
{GP), ground line (GL), point of view (PV), horizen line (HL) and
vanishing point (VF).




A view of the representation
of perspective with the
vanishing paint, the horizon
ling, and the grownd plane
mariced,

HL

Ground line
Thes is the line at which
the geometrical plane
and the ground plane
intersect. The ground
hrie, Rke evary line that
belongs to the ground
plane, always appears
in its *frue dimension:"
frantally and with ne
reduction in size dus to
perspeciva.

Point of view
This is the place from
which the artist ob-
senvies the scene: the
vertex of the visual
cone. It is truly a point
and is equivalent to
looking with just one
eye Ina drawing, the
'-'an-shmg point always
revedls the position of
the paint of view,

l:lra.wmg 11 Pefspoclma 11 ? .

Engraving from the book
Legons de perspective posilive
{1576) by Jacques Androuet
du Cerceau. Parspective of 3
single varighing paint located
in the geometrical center of
the drawing.




lns The horizon line

= 5 e === The harizon is the central idea of representa-

tion in perspective. The horizon line i5, agsils
name indicates, a horizonial line, visible ar invisi-
ble, explicit or implicit. It determines the position
of all the objects, figures, or pPanoramas repre-
sented in the drawing. The horizon is also the
place towards which any vanishing lines travel,
to one or more points situated an this horizon.
Even though the horizon is not a drawn line, a

The horizn fing wnly apoears
explicithy andl unmistakably in
Sexsrapet (o on plaing

Without geographical drawing should always suggest or imply ifs lo-
interuptions), calion.
Many tandscapes partially

reveal the horize fine withest
explicitly showing it: # is easy
1 dedwce its height in relation
to the other elements i (ke
drawing.

I many themes, the horizan line does nat agpear anywhere and
an exercise of abstraction is necessary to deduce its height
(always defined by the cut or convergence of the vanishing ines
found in the theme),

'-'"‘-"‘-L-!-..-.,ql'u.:“ = A
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Height of the horizon and height of the observer

The height of the horizon coincides with the position of the artist befere

their subject. A ground-level view requires the horizon line to be placed

towards the top edge of the paper. Contrarily, a bird's eye view would  When objects, geographical iequiasities, or buildings: hide the
place the horizon line towards the botiom edge of the paper. In a still life,  horizan, the drawing’s vanishing lines inform the placement of
the horizon often coincides with the top edge of the table on which the the horizon Eine. This height coincides with the height of the
objects are spread oul. chserver's point of view,

Invisible horizon
Often, the harizon lina is not visible in the repre-
ntation, but can be deduced from the vanish-
ing ines marked by buildings, turniture, or
eces of buildings, such as cornices or mald-
ings. The paint at which two or more of these
hnes intersect indicates the height of the hori-
on, This does not apply to non-chjective draw-
ings, nor to drawings whose shapes do not
abide by traditional methods of representation.

il = i
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Vanishing lines and points

anishing lines are straight lines that inter-
Vieci at a point on the honzon called the
vanishing point Vanishing lines are prominent in
drawings that feature straight fines and edges.
But vanishing lines can aiso be found implhicitly
int the drawing. The banks of a river, for example,
are not at all straight, but the artist can trace a
pair of vanishing lines to outline their line of per-
spective, erasing them aflenvards.

What vanishing points are

Farallel lines seem to converge in the distance,
in the way that railway lines seem fo do, A van-
ishing point is point ai which parallel vanishing
lines meet. This frick is the basis of conical illu-
sign, an illusion that captures he way we per-
ceive space. The number of vanishing points de-
termines the kind of perspective; frontal (one
vanishing point), or oblique (two or more vanish-
ing poinis)

Some items in landscapes can supgest vanishing Enes. A path
drawn in perspective does nol have to be completely straight ta
reveal the presence of these lines.

Thiee wanishing Bnes are clealy visdble in all the elements of the
draving that contain siraight lines paraflel to the peometncal
plani (to the “floor” of the perspective).



Drawing in Perspactve 181 [

e What vanishing lines are

PERSPECTIVE AND LANDSCAPES Vanishing lines are the straight ines that con-
Landscapes wirhour buildings, while sull subject to verge at vanishing points. Any straight linein the
the |:m"-|'|r!v_1~,|1|.1_-|n.'c'. are rarely represented wirh lin 5L.ID]ECt ihat is DHT-H'EEL to the earth (fo the geo-

var perspective. The artist hios mo use their intaition i d
and capacity of ohservation to resolve these Linds of metrical Plaﬂ"ﬂ can be a vanishing line. In a

denwings. frontal perspective, all vanishing lings converge
on a single vanishing point; in an oblique per-
spective, the vanishing lines converge on two or
ihree different vanishing points.

The vanishing paint is the
place where the vanishing
Enes converge. The point of
comrergence lies en the
hesizon line,

All items with faces and
straight edges are shown in
perspective by the
comvergence of these faces or
edges af the vanishing point,
which rests on the horizan.
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Leanardo da Vinci,
Skeich for 2 composiion.
Loente Museum. bn this
drawang Lecnando wsed
paralel perspective, 3
perspective with as

Parallel perspective

arallel perspective refers to a represen-
Ptat:on that does nol rely en a vanishing
point, and, therefore. does not employ vanish-
ing lines. Because these parallel lines do not
converge on any horizon, the vertical dimen-
sions of the subject do not decrease as the
object recedes into the distance, This per-
spective, also called axonomeiric projection
due 1o iis positioning of three spatial axes, is
useful for creating an iniuitive, clear and ex-
plicit drawing of all the elements of the scane.

Graphic blacking in in architectieral drawing usuaily employs
amanometrc projection that is afien isametric.

Cavalier perspective
Here, the horizontal and vertical dimensions

{widths and heights) are proportional to the
ground plane. The lines perpendicular to the
ground plane (depth) appear in a diagonal filted
at 45" from the horizontal line and their dimen=
sians shrink to two thirds of their original size.
Expressed in terms of spatial axes, cavalier
perspeciive results from keeping two of these
axes (those that creale the dimensions of
height and width) at 90°% whilst the third axis
forms an angle that is usually at 135* from the
otfer two. Cavalier perspective can be used'to
draw a flat object three dimensionally.



CAVALIER
PERSFECTIVE

This is o simplified ver-
Hon of cavalber perspec-
tive that respects all di-
mendions, und does not
irvedve any reduction ar
all The soes of breadeh
and heighe remain at
907, whilse the angle of
the depth axis varies de-
pencleng on the dmwing.
This resailes ina distore-
e vhew of the subjece

Cavalier perspective is
tibvg known a5 ®m ||i||::|r'|.'
perspective,” and its
FUISE COTIYeS TP0TT D13 s
i representing foreilica-

ARONES.
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Engraving from Sebastiano Serlio’s Second’ Book of Perspettive
{1545). Unlike conical perspective, Somelric perspective has no
vanishing paind.

Isometric perspective

Isometric perspective does not represent frontal
faces, and the three axes of the drawing form
angles of 120° Each axis' reduchion i3 identical
{by a factor of 0.82) and affected by the per-
spective, meaning there is no “true” dimension. It
is characteristic of representations of architec-
fural interiors. Today it is widely used for com-
puter-generated scenes.

Skeiches for industrial engineering and elaborate diagrams
af mechanical parts rely heavily on isometry,

Cavaber perspective, fike all
aueamelric pregection,
foeegoes vanishing points; all
the ehligue lings are paraliel

Wrth no reduction in size, &

Comventional two-thirds 50% reduction in dimensiong
cube in cavalier perspective reduction in imensions in in perspective.
looks deformed. pErEpective.

The isometric representation of a cube resulls in equal
dimensions of ol its faces. lsometry is based on theee coardinate
axes that form equal angles (ol 120 |




A frosal vigw of the subject
produces frontal perspectie,
that which contans just one
vanishing point. The vanishing
pesnt i darectly in front of the

- -
Conical perspective
Thzs. i5 the traditional perspective of drawing and painting: perspective

with vanishing poinis. A conical projection forms this perspective. The
mage is projected on a plane (the ground plane) that penetrates the “vi-
sual cone; the tip of which atiracls the viewer's eye, and the base of which
coniaing the scene of the drawing. This means that the projeclion lines
are not parallel, but that they converge. With conical perspactive, these
converging lines are equivalent to vanishing lines and the observer's eye
himes up with the vanishing point

peoin of vigw,

The frental nature of perspective with just one vanighing point
does not require thal this point stay in the center of the paper:
it may move, but ton much displacement will distart the image.

/f;.’
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=rontal perspective, or one point
erspective
=115 is the perspective that resulls when one of
e sides of the object is paralle! (in a frontal
=avy) 1o the ground plane. The vanishing paint,
=nays locaied on the honzon line, coincides
mth ihe point of view, which naturally places it
i or less inthe middle of the paper. For this ‘ I
Ty reason, frontal perspective fails when the ;
ject is.drawn far from the vanishing point; in
=5 Case, it would be more [ogical to represent
* object with oblique perspecive,
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Frenial perspective is applisd
loitems that are at any
kight above or below the
herizon .

/?rll.

Oblique perspective, or two-point perspective

Since we do not usually see things from a completely frontal view, per=
speclive in most cases will be oblique, representing an angled, or side
wiew. Therefore, lines or faces perfectly parallel to the ground line will not
appear. The vanishing lines of oblique perspective converge towards two
different vanishing points located on the herizen line. Thus, perspective
with two vanishing points can be understood as the combination of twa
frontal perspectives.

THREE VANISHING POINTS

When viewing objecrs from below, or above (bird's eye
view), a third vanishing point locared cither well
above or well below the horizon Eacrons inro the drve-
ing. These perspectives are not very commaon, but must
be treated correctly

Dblique perspective is equivalent to a “displaced” view of the
pbject: we s=e it from the side, ohiiquely. This perspective
combines twa poinis of wiew, thereby ghing the drawing two
vanishing poinis.

Obligue ks usuatly the most ratural perspective, the one that best
fits the way subjects may be pasitioned (provided that thesa
subjects are geometrical or can be reduced to geometrical
shapes withoul any defarmity).



Aerial perspective

126
Thls is the most characleristically artistic  fective in subjects that include considerable
way 1o represent space. Progressively distances, particularly landscapes. Simply. blot-
shading an object’s contours and details and  ting eut a middle-ground means that the fore-
creating an atmosphere that comes between ground appears farther away from the back-
the object and the viewer creates depth and  graund.
spaciousness. Aesnal perspective is 41:gh.|_.,.r ef-
Aerial perspective is based on the steady § i
rediction of the contrast and clanty of 3 - '
shage’s conkours fo make them appear farther
away In space.
Different contrasts

C':.‘II'E:!E- n the foreground must sharply conirast
those in the background. A contrast in the fore-
ground relies on black and white, whereas a

I employ varying

icontrast in the
shades of gray. This muffied contrast creaies

identh. This is useful in drawing subjects in na-
g :

ture, and emphasizing contrast in a work rein-

forces the perspective.
Canlrast is always sharper in the foreground than in
the background. This basic principle of aerial

perspective is especially clear in landscapes.
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Aerizl perspeciive is also wsedud in still ke drawsngs; the condrast
beteeen clear and misty shapes, or between sharp and blurred
prefiles creates the feling of air placed between the objects,

and of atmesphere and space.

Loss of contours

ar much closer tothe viewer than those
Qrawn less precisely. This is general rule is use=
i in creating linear drawings that exhibit little to
irast between light and dark tones. Creat-

1 by varying contours applies (o many
subjects, but is especially helpful in creating
ANISCapes

Thomas Gainsbarough (17T27-1788), A Lady Walking in @ Garden
with & Childl J. Paul Getty Museum. The loss of definition and
contrast, along with the carefnee treatment of the background,
creates a feeling of simesphere and distance: the intended
effect of aerial perspectie.



128 An urban perspective

In urban views or panoramas that feature buildings, conical perspective

is effective and easy o achieve. This town scene clearly suggests a
frontal perspective, meaning one with a single vanishing point. The lines
suggested by the cornices, windows, and eaves lead to this vanishing
paint and situate the vanishing line at the correct level
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mummﬁmmw:mmﬁmm the space of the dranving

.

1. Fundamental vanishing This is an wrhan view abserved
lines, these that estatlish the  from a leveled viewpaint,
pasition of the vanishing point  which allows the

and the horizen ling, farm the representation of the overall
basis of the scene, llse 2 perspective in dominate.
pencil thal is not too soft,

such a5 a 18 or 2B, to awoid

marking the lines in excess,

N :
(7 g i
ﬂ aﬂ :.l! ”! " o f

3. e the vanishing Enes
drzwn before 1o align the
rowes of windows and
architectural details, which
can then be shaded with a
charcoal pencil,
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4. The lowes wanishing lires correspond ta the perspective of
the reflections, which Follows (s same kaws a5 the perspective
ol any sether object. Shade them in with a chareoal peneil.

5. Litle by fietle, fil in the whole scene with the relevant detads,
Egfit, and shadews. Because of the netwark of vanishing lines
draen beforehand, the light, shadow, and details should be
tomect and consistent with the rest of the drawing.

i ._LIJ : S F ARDEELIL S ) a8 '____._.:
6. The architeciure and its reflection in the waler are now fully represenled. A8 the significant details
have been properly assessed and a coherent drawing. nuanced in a comec! perspective, i complede,
Wark by Gabriel Martin:




THE SEARCH
FOR THE
HORIZON

1. The main vanishing lines
progect from the roaf and
vandie of the housz i he

| Teseground. They converge at
12 point very close 1o the edge
of the paper.

a2, The gther buildings pose
=0 probiems, &t they appear in
*a frondal view and one semply
=fizs to mark their heights 2nd

[roparions.

The perspective implicit in landscape

hen the theme that you want to draw does nol clearly present the
W-. anishing lines thai determine a conical perspective, the artist
must infer such lines, along with the other elements of perspective. This
subject hints at vanishing lings, but the architeciural items are very rustic
and irregular, gualiias which obscure the underlying geomeiry of their

shapas.

Here, ihe buidings are very
irregular and tha vanishing
fines are nat pronounced,
allhowgh it is not hard 10
detect them from the gl of
the rocds and facades.

3. Onez the whole drawing has been sketched out
im sanguing, 3 stick of thickesed charcoal can
define the real contows of the ilems in the scene,




[:'mmr:g in Perspective 111 ii
4. Applying the tip of the stick 1o the paper, deaw in the tiles,

taking care that their pasition is consistent with the actual VALUE
subject’s. Broad strokes create general shading TREATMERNT

A

5. The combincation of thickened charceal and sanguine suits 6. Finally, the artist Esther Olivé de Puip concludes the
thes mofif very well, as the texture of the material (stones, wood,  drawing, having propery organized its perspective as well as the
$E) s rich and nuances 1he shadows. wealth of details that characterizes its walls and roof,




WISHOIELI NGTAND SHADINGH =

odeling is a process that highlights the volume of the represented

Subject matter. Shading creates a gradient of the lights and
shadows of the subject matter. Because every manifestation of light
aﬁﬂﬂs the representation of volime, aspects of lighting and .s'ﬁ:u‘l'r'ng are
mtereonnected and strongly linked. The essential difference between the
two lies i the _,I'IﬂL‘I that TTl-ca-.f-r!'.!'u_-_: CONCETNS every rrh{._"{'{ :Jt;f.:i.'g'[l'rmllf_‘\',

whereas shading takes rendering the entive scene into account.

Leanardo da Vincl, Garment
Study for a Seated Figurg,
(1470-1484), The Louwre,

The aim of the shading and
modeting of objects is to
affm their presence in space
ard their theee-dimensional

volume



ghts and shadows remaing solely al the level of describing

amelric shapes of the buildings

Lights and shadows
All motits and scenes can be understood as a
cular combination of Iig:t‘.s and shadows

ldeally, repraducing a scene's lights and shad-
ows witheut paying too much:atiention ta the
realistc description of each object is enough to
aChieve a convincing overall representation.
This was the focus of the impressionists, artists
for whom the objective and realishic appear-
ance of a subject was of secondary importanca

1o their lranstormations under various condi-

INS of light
)

I this landscape, one can see general shading, which
includes shjects that have been modabed. The shading
renders the representation 25 an overall unit with na
distinction of parks.

Modeling and Shading

Volume and relief

The objective of all shading is to oblain a three-
dimensional effect. Modeling also refers 1o the
descriptive shading of the object’'s surfaces,
and should create a convincing sense of solid
!1.::*;;'i:.-_ This ;'1|!:-d|,:-i|nu involves directing a F.l-"l[]'.l?:
source of light at a surface and darkening the
surfaces that are farther away from this light

Be careful io avoid creafing a clearly defined

frontier between line and shadow,

133
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134 Values

T he ferm, values, refers to the relative degrees or intensities of light and shade. The more shad-

ed a subject is, the greater its range between black and white will be. In theory, values are al-
ways single-color. In practice, the effects of sanguine, chalks, crayons, and pastels may also pro-
duce values, as they suggest light and shade with lighter or darker tones.

Degrees of gray

The values of a single color drawing are the varia-
tions in intensity of that single color that clarify or
darken a single subject. Warking with graphite or
charcoal, this color will be gray and these varia-
tions in intensity will be lighter or darker grays.
The two extremes of the possible range of valies
are the color of the paper and the darkest tone
obtainable by the single-color medium.

wing with jusst two valgss:
st of the paper and ihe
j of the pencied shadows.
et result is schematic and

piainily praphic.

5 drawing containg thees
5: the paper and the twy
< of the pencil. Though it
0 Schematic, the subjec
Seems natural and has

Compie values.
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Light and value of objects

Shading involves establishing the value of each
object (ighter or darker, depending on its actual
calor), meaning that shadows will appear differ-
ently on light objects than on dark objects. In
practical terms, this results from creafing a gen-
| eral evaluation the entire subject while ignoring
the values of each object. During a second
stage, the surfaces are darkened until they
| achieve the final distribution of tones in the en-
£ = tire drawing,

B = st |
VALUES
ANDCOLOR
Values are nlways morie.

chromnaric {exeept for
the color af the raper

when wing acolored -
peerly bt it e possible 1o
pefeenve vabines as differ-
ent colors, The play of
commars berween liphts
arnd darks means that an
expert eve can translae
s values into colos

Artists have always

i
|

o

Here, the values of light and shadow have been separated
clearly. In addition, the drawsng's scale of evaluation includes
these valuzs.

Warking on colored paper, white can be included as an auxiliary value, Here, white chalk enriches
B2 scale of values,

<. ;” _J 7 3 ""-
Instead of using all the different vabues in & dravang equally,

arfists emphasize some over others in order 1o create a
harmionious play f vakies.




Be-“'": shading and evaluation, chiaroscure
15 an exiragcrdinary visual effect thal

. Chiaroscuro is not

JenuIne parsanal creation

hiaroscien achisves the same coherence in a scene by means  Based on a dramatic counter-position of pure while and saturated biack, this work develops
f 3 comdness) representation of the Bghl Heve, chiarpscurp chiarseurn energetically, demonstrating a |;|:md heatan
sins (o create @ sense of realem. Work by Decar Sanchiz throughout the composition.

& between walues of Bght and shadow
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MASSES OF LIGHT
AND SHADOW

TJL[‘!‘I [ Af eXEreme,
chidrascurg Blurs the aut-
lines of the contours of
ohjects und Blends them
o masses of lighe and
shadiwe, Drawings creat-
o with chis |‘n..'a|lrl.l lose

detailin fovor of a quality
of light and .nrlm'npl:u e
thar emanates th TrcHigin -

out the wheode droowing.

In 2 bindseape, chiarascurg
emphasizes {he light's
drechion, This makes the
shadows very dense and they -
contrast with areas that are Figure drawing is one of the themes that best lands itself ta chéaroscuro. All parts of the ‘hem
fifed with light. Work by integrate into a single whale (the anatomy ef the figure) and the bights and shadows orgaize 3
Gateiel Martin, amund this suliject without becoming dissipated by details. Work by Viceng Ballestar.

Balance between lights and shadows
Chiaroscuro is a method of shading that creates a balance between the

lights and shadows of the wark. This harmaony requires each element of
the drawing to be sufficiently modeled and shaded, as well as a conving-
ing balance of values to be evident. To achieve this, it is necessary toun-
derstand the drawing as a complete whole, subject to one single almos-
phera of lights and shadows.

Chiaroscuro and single colors

Chiaroscuro implies the exclusive use of black and white (the color of the
paper and that of the medium employed), but it can also incorporate di-
verse tones, provided that they relate to the overall tone and do not stand
out against it. That is, colors must be shaded towards black or lighten to-
wards white (if white and black are the basic colors), o create a sense of
cohesion in the drawing.




138 Valuing and shading techniques

alue and shading techniques depend on
3 V1he procedure and medium employed to
create a composition. The end result will vary
depending on the materials the artist uses.
Some artists prefer media that produce thin
strokes (nib, pencil, etc.), whereas others lean
towards more pictorial media that focus on
mark-making, for example, with charcoals, san-
quine, or pastel.

| The graphite pencil i 2 good
medium for rendering hght,
snce i is hard to create dark
- tones with it 1 is als ideal
 foer refiming values, as it does
5o with 3 greater delicacy
Ihan gther media.

Chareoal is the: darkest drawing medium. lis
ease and rapidety of use produces the
extremes in the range of walues that shauld
bee establiched at the start of 2 drawing.
This range extends from the white of the
paper 1o the darkest lone obtainable
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Creating contrast

Shading can create a stark or sublle contrast,
depending on the procedure chosen, Pencil
shading, especially when using hard leads,
makes it much easier to move subtly betwean
values, but will never create a drawing with
strong contrasts. This calls for charcoal or India
ink. Even =0, a lighter medium's great subflety
and deficacy of strokes compensate for its less
intense affect.

Media for making strokes and marks _ . . B
Types of shading vary considerably, depending on whether an artist favors  Pencils are a stroke-making medium. Their advantage fies in

strokes or mark-making. Appropriate media for making strokes includes  the fact that the artist can work methadicalty, adjusting all
pencils, the lithographic pen, the reed pen, and small color sticks (pastel or  the values to their exact tane and their precise: placement in
wax), Mark-making media includes charcoal, pastels, and, in general, the drawing.

thicker sticks. Shading is always more convincing and definite when done

with these materials:

Paslel is 2 mark-making
médum. Ragsd and
efficaious, pastels are ieal
for creating suggestions and
smulanegusly establishing
Coeiour and shadow Lhrough
Ertad strokes of (e color
shick,



) Shading by hatching

H atching exemplifies drawing techniques sents a value or lone in a composition, but also
that rely on delicacy of siroke. Shading  creates an illusion of texture. The combination of
withi pen, nib, or pencil necassitates hatching. multiple hatchings creates works with very nch
This is & particular technigue that not only repre-  tonal value, suggestive of the quality of the sur-

faces reprasented.

s pen is ideal for hatching, but haiching lights and darkcs does ot require 3 systematic
=ach and can be developed rapidly and urinterruptedly,

Pencil drawing that exhibils
free, unclutiened hatching.
This is the artists’ habitual
way of working when seeking
a temporal, sketched-in effect:
{h lights and shadows are
past of an intertwined mass of
hatching that follows no

regular [ayoul.

et o - S ,..__.._--._-.-\-u-uu-f‘--1

]




Hatching values

The density of strokes, which depends on the
amount of pressure applied to the paper, and
thei vertical, horizontal, or diagonal direction de-
termines the various intensities of shadow, The
range of values can greatly extend if these two

Pastel sticks ane a mark-making medium,

beut they can also achieve light hatching,
i which, in just a few delicate applications,
establishes the general values of the
drawing,

T e

The ariist can Envent the hatching

te give vaniely and complexily i a
draweng'’s shading.

that they deem appropriate in order

Modeling and Shading 141 !

factors are combined. In addition, these tech-
niques create a texiure that adds a charactenshic
visual value to the drawing,

Peculiar cross-hatching with

Details in the shadows

A drawing with cross-hatching always exhibits sanfuing that Sugoests Mo
densely textured shadows. This creates the illu-  dutail in e shadows: than
sion that the drawing contains much more visual ey actually contain. This is
infarmation and detail than it actually does. Thisis  the virtue of dense cross-

halching, which enriches the
graphic texture of the drawing
while simulianecusly creating
tonal walue.

one of the great advantages of cross-haiching; by
working slowly and patiently, the artist can deter-
mine the exact value of sach area of light and
shadow,



142 Shad_ing t_Jy blending

Blemjmg is a habilual resource for obtaining
visual unity, Values merge with each other
and light and shadow alternate continuoushy and

fluidly. Therefore, it isn't necessary to define
each form; the shapes are not seff-containing,
rather, one leads to another as if they were all
sibmerged in a single light-filled context. Char-
coal, sanguine, or pastel strokes leave parlicles
loose on the paper, which spread and create
graded marks on the paper.

Blending allows strokes and
concentrated areas of
charcoal 1o contrast with
softened tones. When appled
to a landscape drawing, these
contrasts create the Busion of
an aprial perspective.

Blending with the Fingers is S % - andh T
the most diecd and | Sy 1 il |
spontaneous way o adjusi ' \m I.
values and tone dowm exireme “‘m\, i
contrasts. It & ideal for rapidly :
creaied drawings.

Here. shading is global and
the blending does not seek
realism, but rather, a general
tonal harmosry.




e = Blending techniques

;.ﬂ[?mpHEHE Direct blending arises from the decisive applica-
5 BLEMDIMNG tion of strokes with the stick pressed flat against

Nkaroscuro coeated by
Hending rends 1o soften Sepaper e -‘:'II'G. S OndeC NC 2
COnIoErs :II'IL| BT B .L" tr&ce IE” an th{‘ paper EETRb“ShEE o ,nrhal pta:"
the forms in one com- of light and shadow. Some added contours that
mom atmosphiere. The i 5
use of aanguine, chalks, 00 Not define the lines too strongly leave spaces
or paitel creates awanm. open so that the atmosphernic unity of the draw-

wense of iurnu'-n'p and a
I n lying more
highly atiractive lomi=. ™9 becomes clear. Continue by applying

nodty regardless of the marks to blur with the fingers. To finish, use your

"|I|'|lt‘fr.

eraser to locate the most prominent areas of
light in the composition.

A classic drawing subject i a choth. The folds create plays of
lights and shadows that, properly drawn and evalited, are the
starting point for working with the scumble, should you want an
accurate amd realistic finish.

Media for blending

In skelches, studies, and small works, using the fingers or edge of the hand
can be the most comfortable way to blend. In mare elaborate drawings of
medium size, the scumble can be advantageaus, as it may define details, In
big works, a cloth can achieve blending during the drawing's initial stages be-
fore tackling its detaifs.

Blendang remawes the trace of
strokes and creates a soff,
silky tecture, thnough which
light appears, unifying all the
areas of Bght and shadow.




" Simultaneous contrast

his-meatnod of modeling invobves creating a
T contrast of light on dark-to highlght points
of relief in the composilion, and ensures the uni-
iy of the drawing. The Ighter or darker value in
this pairing should starkly contrast its neighbor=
ing value in order to create a gistinct border be=
tween the two confrasting values. As a result,
this border becomes a line in the drawing, the

imit of the represented shapa.

Thee planes of light and shadow combing 5o that the simple I this drawing by Gabried Martin, he principle of simultanseis
contrast between darker and fighter planes defines the shape. conlrast was applied systematically to all the shapes. The lighter
" tones border the darker ones, defining the contours more cleaty
than if a mere homegeneous Bghting had been used.

The entire highlighted
perimeter of the jug strangly
conrasts ils background,
almost creating a polar
opposition of Hack and
winle,
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E:'ﬂure and background Eeeesssssmmess Background tones

0 fightight the volumes of a drawing, there is no CONTRAST In exercising simultaneous contrast, the arist con-
Nead to darken its shadows. Instead, darken the AGAINST BLACK
tackground on which they appear. Simullanecus f;l.:u;‘l:-“:'1:.'::;;I:..::_-T::;::l.:- bution of ils elements. Lighter hues appear next to
tontrast involves using both of these methods, so urderstaod s l|,‘m.,,”': shaded forms, and darker forms accompany ight-
that the forms and the background on which they  on a black background  fjlled areas of these forms. Therefore, the back-
stand out gain value at the same time, Wherever a ]':::::II a:‘-l,:::nlrlix,lll::dr ground’s tonaliies vary depending on the position

shape iz bost against the background, darkening e e of sach ltem:
img with no necd for
This lightens o i lines, as the conrasts

sHgntens the weight of the shadows and e

structs the subject based on form, size, and disiri-

the background will re-emphasize its contours.

atieves a harmony of value,

Here, chiarsscurn emphasizes the use of simultaneous contrast,
Saen m the precese dedinition of all the contowrs. The general
bisring reinforces the effect of Bght. Work by Joan Teixidor.

Ty g

Smultaneous contrast can be nuanced to create more subtie
contrasts, as seen i this work by Mercedes Gaspar, Light and
shadow form a very rich fabric of nuances.

Very lght colors nuance the
entire cup Lo gee its simple
cylindrical volume unity and
integrity.




148 Shading by hatching

B_J atching is an appropfate technique when
B B using drawing instruments that create fine
i valy Ting SINoKESs, Such as pens, Mibs, hafd-ead

pancits, et In exercise, the arfist

st Almudena Car-
o A ] i il THEY e i b
eficamploys very sharp HB and 2B graghite

PENCIHS 10 2 uraiely resoive a si lre in

chiaroscuro. Rulers and selsquares are useful for

achieving 2 result that is as cohasive as p

DSSiDle

and also highly ongina
= J

Sirong chaarsscurn enhances the volume of these two small
gourds, making the smoathaess of sne of them sland out spainst
the mughness of the other. Katching will emphasize these
ALpRCLS.

.  GENERAL IDEA

1. The initial drawing should be very precise: i the contours
and the areas of defferent shade are well defined, these will
be no deubds regarding where in apply the strokes to
eslablish values and medel the shadows.

‘A first, use an HE pencil to create an initisl hatching with

3 paralisl, diaganal linss. Keep ondy the arezs of maximum
1 in while,

3. The hatching nes sheuld cross each ather at right angles to
create regular areas of differing value. The strokes will be darker

aned the hatehing will create a dasker shadow where the soffest
pencil has been used




i 3. . .'.. - ) II| =
Tilers and SeLsgqiladres .-I:'!I!s o) cdenleve uEnky

-:'!.".';.. i.i.'nltl'-l.]r': -.J!_‘-C_“I:'f‘-r.l'."'; tne
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DENSITY OF CROSS-HATCHING 5. In the las1 stages of hatching, sofier lead pencils are steadily used 1o produce dasker and darker
intensities of shadow. Very brief strokes in the same direction a5 the rest of the halching brings out
the rough texture of the gourd.

4. The halching continues, now vertical and horizontal. Little by
fttle, the shadows darken. The ightest areas are spaces whera
nievy hatching has nal been added

6. The tonal scale and the gradient of the final drawing are very
precise and eocupy he entire drawing, Thanks 1o this very
systematic way of working, 3 complex and developed drawing
wias ackhieved.

A\




150 Backlight in a landscape

eifect not used very

ised when con-
rer, when incorpo-
iwms-of shading
ExXpaEnment, as
Almudena Carrefio
ful focus of hight is

visible in the -:",_,:3':‘_:1')5..‘::31 andg -J:'.?!!'I'I.T-_.'I:CHH'_{ 2m=

AL mysienous

5 the strange and somew

@ HTE
The subject is a view of the desert: a rocky landscape with 2
few padm trees and small, cullivated fiefds. The sunset prodices
a spectacular blaze on the mountain 1hat poses a challenge for

CONSTRUCTION AND he ariist.
EVALUATION

¥ CTeates.

1, The start of the drawing &
canventional: charcoal defines
the the basic lines af the
composition withoat
develaping 1oo much detal,
and |eaves karger aneas of the

2., The darkess accents of the landscape imlensify 25 o this were 2
drawing for efaboration.

tepographical representation, a5 the siratification of the clifis
hecomes clearly Blustrated. Werking with 2 sepea chalk stick, :
Jefine the contours and shade

Apply sanguing tved the sepea chall. As sanguing 15 3 warmar
=udor, it is misch more suitable for deaking with the: parts ol the
compasifion thal are nesnes to os.




SOLVING
BACKLIGHT

4. Working with the sanguine
stick should be done
meticuknusly, especially

Ihe garls where detal is of
3ry impostance, for

nple, the center of the
asition, where the palm
Irees appear

¥ dd T >

2 B e - L

6. The final result is highty original and, at the same time, very faithful 1o the subject. Successive hatching and strokes soften as the
picture vecedes from the light source, This is a fing drawing of an effect that is dificult 1o achieve.

Modekng and Shading |13

-

5. Once the shading is completed, hatching with white chalk
creates the backlight represented . It is essential that the prior
shading remains dark (1o contrast with the chatk) and has
heen blurred well (so that the chalk strokes can easily be
added on top).
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t is hard 1o say juﬂ"when a drawing mransforms from a sketch to a
M_ifeﬁmnue work. Today, most artists practice drawing in an agile,

; _’"ed,styie akin to :mpressmmst ﬂmd:w The quuk skmh or
By

mef'} ex_!:rressmn that may bet ome Iust cizmnn patient deuefnpmem of a
formal work. The simplest graphic mediums best convey this expressivity.

¥

_—

TUDIES AND SKETCHES

Edgar Degas (1834-1917),
Procession in Sain-Genman
J. Paul Getty Musew.



Informal sketches contain a spontaneous graphic qualicy
I i 1 m T i 0 - T
that is hard to achieve through a conscientious and thorough

| i
f1y'is g
drawimg.

Studies and Skeiches. 153 .

e Approaches to a subject
NOTEBOOKS Drawn outlines usually serve as studies to pre-
Notebooks, or pocker pare for creating a more developed work. Such

:’:]':I'[‘F‘l::“m:“‘:l: ft  chidies are essential, as there are always new
| en
ihoald be an arclirs .. methods to try and discover. The study of a sub-
ﬁlar?}lt companions. ject consists of sketches of all kinds, large or
mn’;ﬁiﬂ:ﬁgﬁg small, black and white or in color, allowing the
thit are worth setring. artist to understand forms and experiment with
down on paper. Small
pages of drawing paper
and an alert sensibilicy

compasition.

m:akem:lhngm
Snudy of the negative spaces This is the first of a series of skelches, all of them by Gemma
of the subject, which Buasch, of a still life: each one sxamines & specific part and
establishes the relationshap resalves concrete graphic problems, in this cas2, the linear
between shapes and qualities: of 1he subject.
hackground in the
composition. The fine here is dees not require evaluation or shading, dus to
ihe soft marks in the background thal miméc the atmasphene
: X surrounding the subject
Notebooks ; o

Artisis should always have notebooks or small, lcose pieces of paper on
hand for quick studies or sketches. Often, the strokes that are made on the
spot without thinking suggest new possibilities for the artist. These guick, in-
formal works are achieved with'a few lines to block in the drawing, and some
straight and curved lines that dis-
tnbule the volumes over the pa-
per It is never a waste of lime to
guickly sketch before tackling

1he definitive wark.

This extremely brief skelch is
enough to clariy the
resatiorcship between the
contours of two of the objects B
in the stil ife




154 Media for making sketches

Graphite and charcoal
[hese are the two most immediate and agile
nediums for making sketches. The lightly
metallic siroke of the pencil, which is mueh
jenser in soft leads. yields ils best results when
ssed in ragd skelches. Leads should be inserdt-
= in cases o avoid having to sharpan the lip
onstantly. Thickened charcoal lead thal inseris
o cases disperses a small amount of charcoal

il produces stickes that are much finer tham
a0%e achieved by traditional sticks

T he tools for making sketches must be simple and light, easy to carry,
and not require reloading, handling, or accessories. This means that it
i= batter to do without cloths, erasers, pencil sharpeners, or any auxiliary
matenal. Remember, many of these sketches will be done in the streel or
country, or éven in 2@ museum or art gallery, places that require ease and
accessibility of matarials,

Graphite sticks are very
practical because they allow
precise, yet rapid slrokes and
mark making to model 2
siibgect.

Graphite pencils, or, even
better, the thick lead of saft
qraphite, quickly resolve any
subject upon which the artist
may slumbile.

Charcoal is perhaps the
most effective medium for
maxing rapid selches,
during which it is important
i rapidly establich the
geners values of the fights
and shadews. Work by
Gabriel Wartin
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A sketch of theee lemons in
pastel on creased paper. Here,
the texture and its suggestion
of aimasphere are the
impoetand factors far
establishing form and creating
the illesion of color.

Writing mediums
Fine-point ballpoint pens offer an extracrdinarily fluid and continuous
stroke that, though lacking the vivacity a nib achieves, has an obvious ad-
vantage; they do not require reloading, and are therefore much easier 1o
use. Marker pens can be considered the modern version of the reed pen  Pastel sketches
and can be treated the same way as biros. Some artists use worn-out  Fully developing a pasiel stick's strokes re-
marker pens to achieve the irregular effect characteristic of reed pens. guires working on a large scale, Using one or
two sticks of contrasting colars will rapidly and
expressively capture a subject. Pastel is also an
ideal medium to practice blocking in and color-
ing a composition, as it allows for rapid and
highly visible adjustments in color and the
positions of a subject. In addition, pastel
pencils and hard pastel sticks are ideal
for creating line sketches, shading or
highlighting with hatching and making
i~ light marks. Don't forget to stabilize all
1 pastel work with an aerosol fixative to
prevent the pigment from rubbing oft

the paper.

The thn stroke of ballpoints can result in very lively sketches, ric in agile Fines and light
hatehing. Wark by Viceng Ballestar,



Figure sketches

The: best place to create rapid
sketches of the figure is the
street. Find 2 good place and
try 1o guickly caich the
characteristic gestures and
attitudes of passers-hy.

ketching the figure is a
S:iass-.c exercise for any-
one who draws or paints, re-
gardless of their technical
ability. Real models are
ideal, but photos of
clothed or nude figures are
good subsitutes. However, the artist
rmust be careful to avoid creating a mere copy of a photo-
graph, since capiuring he essence of the figure's pose
ang movement is the main objective.

In sketching the figure, the
natural expression of
mavement is more importanl
\ than the exact regresentation
of the anatemy or proportions
of the figure,




“FROZEN™
MOVEMENTS
IEthe artise ks able to
wurk i sehvoal with real
models, they will find it
very weful wo ke Ysniap-
shists” or frozen moves
ments seen with just i
elince. These studics
have o be done very
quickly, and do nac allow
TR ST COPPOC L, OF ehis-
ineg. I ahe pexullt is e
sirable, let ir be, and
move on 1o the nexp

ikeich,

A mallezble eraser can modify
1he shape or position of marks.

[

Studies and Shetches 15T l
The figure in movement

The greater the artist's ability to represent
movement, is the greater their ability to draw
the figure will be. Drawing movement requires
an understanding of the contractions and ex-
tensions that take place in the body, as varying
contractions and extensions characterize all
poses. A good way to study movement is to
sketch the figure quickly (20 to 30 seconds at
most), with the minimum amount of lines nec-
essary to express the figure’s pose.

Marlcs spread with a dirty
scumible created a schematic
of the figure's valwes.

Sketching a composition
In composition studies or oullines, the
anatomy or movement of the figure is
not as important as its location within
the compaosition. Blocking in the figure

with simple straight and curved lines

can resolve this. Itis always worlhwhile

o sketch this before formally beginning

the drawing. It is sufficient to trace a box
with similar proportions to those of the werk
we will study, and practice drafts in the box
with just a few strokes. !
Finish by accentualing cartain
Eomours and shadaws in order
1o characterize the figure.



[53 Landscape sketches

tching the landscape establishes order in

and connects,
Sd-
IEFE are

saveral factors that create this arder, !'.:-JII1|.-?!:.'.

t, forrn, and color in nature

the composition, iis proportions,

asts, and perspective, Properly

thesizing these elements is

and po

essential

This photo of buddings in a park, taken for a series of skeiches,
2 give rise i0 various approaches that emphasize aspects of
framing, questions of fing, hatching, and mark making,

ST
i“’lﬂ l iil;?

Thes sketch sought @ balance
between s vanous planes,

L The lzaves at the top,
i]l“ TR e e g developed with marks,
], L reEe emphasize the foreground,
[L[_i! L LA L 4

wractenshic factorin each natu= A series of marks is the dominant feature in the shadowof the
Je. Thie  bedding on the left. Contrarly, the building on the right was
value of [andscape skelches hes within this close  created with very simple lines.




SKETCHING
WITH MARES

A mere smudge ean be
cnonigh 1o sugeest part of
a hﬂ!{ﬂ’t‘. Bearan mimd
thar e capricious inmcp-
ularity of pature mimics
the somewhat rundom
and Brosgue shape that a
charconl o ink mark mary
have anhve drawing par
P

Hatching is the essential
lechnique for creating zones
of shadenw in the landscape
sketches based on line,

Comparing and contrasting

Regardless of framing or creating perspective, always try to compare the
dimensions, values of light and shadow, and lines with each other. Elect-
ing lo focus on some of these elements creates a landscape sketch
quickly and effectively. If a characteristic aspect of the subject is, for ex-
ample, a dark shadow that contrasis the rest of the subject, the artist may
isolate this and enhance it in their drawing,
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When working oa caler supports, the aid of the white pastel (or  Landscape skelches based solely on ne facilitate drawing in
white chalk) pencil is necessary to give the skefch the required  great defail, bul will lack the peculizrily of skeiches
contrast of tones. characterized by marks.

b R

-nrlu. e

= T e S Y
e 4 .

Studies and Skeiches ~ 1589 [
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THE STATIC
FIGURE

The underying shapes
conserve the elegance already
present i the drawing. The
body was geven shape with
just 2 few spéashes of biue
and black ink, with no need to
work on the shading or
mindeling of the fokds

Urban sketches

ulrr'.-_- street is the stage of modern life, where the artist will
most easily find subjects for their sketches, The discomfort
il B e L B S -

OF working conditions and ine fleeting nature of scenes can of-
ten put people ofi. Howewver, from time to {ime it is worth under-
taking an activity that is both interesting and useful in terms of

practicing sketches. These two exercises were done by Vicenc

Ballestar.

This: drawing weas dee very guckly, 25 befits an wben
sheteh. The pencil was handy raised freem the paper and
the form and gesture are resoived with admirabie
econcay Of means.

However commaen such 3
seene ks, arlists very rarely
caplure it Here, this figueen
tha phona is worked put her
with & few ink wash spats,
preceded by a skillful drawing
that organized all aspects of
the drawing.

The space in which the figuré
appears can be explained in
Just a few Enes of very faded
ik, Thus, the sketch s
perfectly framed.



0f course, 2 photn conveys different informeation than a drawing;
the phatographes’s stil i different from ibe artisi's drawing

FIGURES IN MOTION

The draving is 3 lingar
synthesis of both figunes
maovement. This interpretation
capiures the essential nature
af the moment

A few aneas of walercobor

enhance the basic volumes of
12 figures without obscuring
the clear lines of the drawing

Some details are more than
encugh to charactenze with
greater clarity the figures and
highfght their mowement. This
“immediate” skeich of an
urban scene requires nothing

mare.



- Sketch of a nude figure

ESTABLISHING
THE POSE

1. With sepia-colored chals,
roughly sketch i the pass,
trying to kesn a8 the parls i
their night proportion. The
Emes st expiain 25 much a5
pastibie walh the fewest

2. Blend the chalk knes to
create an mited first 2ensation
of gensral volume. The work
was dane guickdy to obtain an
overall view of the body,

A=v-"='*~"!'| can be many things, from a very

guick outling 1o a complate drawing done

calmiy in just one session in front of the model,

B work done in this exercise, by Viceng

m nght, but it is al-

soa 'h-ﬂich done very quickly. The cansarvative

lines and dramatic, yet minimal, development

emphasize ihis. A work that seems unfinished is
the intention.

Artists often focus onky on the figure fself when drawing te
nude human form. This representation of the model deesn't Lake
her surmoundings Bto account.

3. The wark progresses quickly during the blending proc
chalk strokes are extentled in rder fo creale a comvincing
coherent overall volame,




SUGGESTIONS
OF VOLUME

5. Reinforce some shadews on the back so that the shading
does ot t2ke on too misly an appearance. This also creates 2
senge of stnyg dumanation from the side.

6. The final drawing. The hips and legs are suggested mere than
iy rendered, This is an effect the artist was boking foe; it
emphasizes {hat it b just a sketch and allows the compasition 1o
be eanily reconstructed and further developed.

Sludsa

4., Energetic blending tones
beside the figure sugoets the
plane of ke wall. The subile
modeling of the back i
sufficient 1o reveal show her
anatomy chearly.




o
i

EXPRESSIVE DRAWING

¥t vequaves a distinction between copying and personal interpretation.

Expressive drawing relies on all the skills, resources, and styles of
an artist to transform a subject. In expressive drawing, the subject is not
an object to be copied or replicated, but something that should be
repurpased and recreated. Creative artists should not limit themselves to
reproducing what appears before them, but instead should look for

opportunities to let their oun artistic vision and creativiry flourish.

Hensi de Toulouse-Laisree,
e {1893).

Musée Toulouse-Laulrec.

Fantasy, even whimsy,
are perfectly plausible
starling-points if the artist
confronts drawing 25 a

genting wark of art
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Expressive Drawing 1645

Personal style

Siyle can be defined as the set of technical
abilities and aesthetic values that characterize
an artist’s work. In an artist's work, there are a
series of constanis that repeat; these define
their style. One of these constants, perhaps the
most important, is the way in which shapes are
constructed. Full, rounded shapes charactenze
some artists’ work, ather artists stretch out their
figures, while others are known for the softness
or hardness of their outlines. Everything is valid
as long as the work is consistent.

Here, the pencil line favors
subljective sensitivity aver
acoate and realistic
distription of stapes. Work by
(emma Guasch.

The: laborious comgpasitien of this :
drawing dees not aim a1 3 .
conventional finsh, but rather 3
personal definition of the arust’s
style. Work by Pere Betzunce.

Expressive drawing
A drawing is expressive when it possesses internal vitality, when the sub-  The and delicacy of this
ject appears as an animated grouping and not as pure representation. I drawing pushes aside any
artists caplure the life of the subject, they have managed to be expressive.  academic considerations
When the work is coherent and atiraclive due to its grace, eleqgance, origi-  regarding fomal technique.
nality, o any other virlue, then it is expressive, because these stylistic qual-  Work by Josep Asuneiin.
ities make it a genuine arfistic creation



t objective drawing aims to represent the subject on its own terms. in-

iing the subject into the artist's own person-

il and subjective style. In general terms, three criteria form the basis of in-

lerprefation: exagg

ing certain features of the subject, reducing them,

or l:':l"'.!l':-_:'.' nem

These features, according to the artist's in-

tention, may be shape, hue, light, or form. Altering these features still re-

Quires thai the artist remains faithful fo their own reaction to the subject,

and not the ideral details of the subject,

A traditional subpeet
imerpreted with mediums {hat

ane a0 traditional, in line
with the perticilsr rhythms of
the artest's mood. The result is  This simple subject has given rise 1o the two interpretations,
sufqestively expressionist seen here, which take and exploit partial suggestions of the
Work by Josep Asuncada subiject

£ natural safiness of (he subject is impBcit in the ight strokes

of in India ink. Work by Gemma Guasch,
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1 i £ '-_'-‘_ _,:' ng ACCessary ones vWhal essenbal for one
S e S N ” artist may be superfivous for another, Every ex
: s z
- .'J# - o ! pernenced artist knows that their wark aflen
. 3 il r .
S d _P* moves 5o far away from the actual subject that it
fi .'I ] can be hardly recognizable in their wark. The im-
portant goal s that the artist’s amotion prevai
2
wer faithiul representation and that the -.Li!.-.'.'.'-:':'_|
! e : conveys this to the speciator,
L = . . : ot

ivery tone and the imstamed purity of the piece of paper

e3z of the snow. Wark by Gemma Guasch.

The rhythm of the drawing

n music, thythm is the repelition of one: or sev-

ral sounds at equal intervals. A rhythm can be
nely annoying if it does not incorparate

arations, The same applies to visual chythm: To

e successiul, a drawing needs repetition, For

example, repeating the anale of a tree trunk or

the composition,

nouse in-another

ant house will enrich the drawing. and make

I AT rFlaractinm
LTS W Iy Inierestng

his drawing combines
Iraditional chéaroscura wilh a
contemporary Sensibality.

Whark by Josep Asunciin,




Markers and other wiiting
medz offer opportusity ior
graphic experiment. The use of
ke and! the Eghi-fifed coor
2T T muin Teatures 3 work
here. Work by Josep Asuncitn.

sanaaianiid

The graphic game

g ome artistic mediums are graphic and
¥ monochromatic, rather than pictorial,
although a subject may be betler repre-
seénted in paint or another calor medium.
The key {o expressive drawing resides in
combining and taking advaniage of all the
possibilities that these mediums provide,
Accuracy can easily lead to stiffness and
coldness in a finished drawing. Freedom
and experimentation are the stamp of the
creative

i the subject iz not enough.

jdpidddas
——

artist who finds that a mere copy

iilliiiillliii

Crayans and oil pastel sficks 2re mediums halfway between the
graphic and picterial worlds, In This drawing ihey are employs
them ir: full graghic force. Wark by Joesep Asuncion.

Freedom of line

Expenence in conventional drawing 15 the foun-
dation of interpreting a subject. This means that
the drawing's lines will be based on inspiration
and experimentation, but will still capture the
basic form of a subject, making it recognizable
to the viewer. A fluid line is graceful and aftrac:
tive, and can exaggerate certain features of the

subject



Expressive Drawing ~ 168 [

The freedom of marks

Line-based drawings gan a graphic quality with
marks, There are many possibilities for compli-
menting these types of drawings, all of which
are based on using matenals freely and sponfa-
neoushy. Often, marks give better results when
Thiz simple subject gives ise  they are not used solely for describing shadows.
to two very differeni graphic Rather, they should create general conlrasts
responses. The wo are posed throughout the d:a-.-.-mg.

in personal, subjective 1ems,
and are equally interesting.

| e |

MIXED MEDA

Mixed mecin combines
WAL -r:‘-m'llm meedia in
amngle work. In geneml,
works in mixed media
enerbin dry and wer tech-
nlgues (eryon anl water
oolor, parel and ink ete.)
and mant be carried cut s
that some mecdnoms high-
lnghie oebiers withoust =
tenng inter conibics. Ir ks
fiehd suienble for all kaneds
of expenementation aned

nolifneess

' Charcoal and pastel worked on  Colder and more graphic

: handmate paper emphasize  interpretation, which clarifies

the suggestion of vegetation  the random twists and furns of
texture i the subjecl.  this foem, imspired by a ptand.




The unfinished drawing

ST
e
=
=

mant ¢

of abs rs toward this point and allow their

imagir to fill in the missing piecas. Sugges-

ys more intriguing than the obvious,

The play of coler berween the support and the pastel strokes is
rich and suggestive. The unfinished portions of this drawing are
postive elements: in the work. Work by Gemma Guasch

EiL

e,

iEves 3 vibeant expression that requires no further
delals. Work by Jusep Asuncidn,



SYNTHESIS
AND SUMMARY
Wil selection iz basic to
1 paaivters ability o work:
ifan “’l\ll II" 1 ll:-\.l. an LI
comicatable way, without

COMSEATHE COrTecIriomms or
changes chat introduce
condusion inao the work

fying, SURLMATIZimG
i thet specroanr
i gibess are cssential

Seav

Concepds,

Graphac trial and arror that
activety seeks a solution
ristead of 2 definitive
conciesion, it is artistically
Inkezesling, in spite of its
unfinished natiwe. Work by
Josep Asumcitn

The plainly wnadormed geometric and finear Tam provides this
atll Wt wilh adequate vitality and visual force, f shading had
Been employed, it would disrupt the grace of this energetic
drawing, Work by Josep Asuncidn,

Unfinished fragments

Unfinished forms do not necessanly mean that
the artist was careless. Sometimes, leaving the
form suggested rather than defined keeps the
viewer's atlention moving throughout a piece,
However, this unfinished form must contain
encugh wvisual information to allow the viewer to
understand it and reconstruct it imaginatively.

The unfinished form can appear in a secondary
fragment of the subyject, but the artist should not
employ this as a way lo avord certain technical

shortcomings.

An initial plan for 2 peometnc
intenior that features the
refatzonships between form
and space. The ambiguity as
to whether it is part of a
process or & final result adds
to its appeal. Work by Josep
Asuncida,

Visual selection

When artists observe and study their subjects or models, they focus an
and develop certain features that provide the most opporiunities for arlis-
tic elaboration. The experience of drawing forces the arlist to choose, for
example, the features that best lend themselves to playing with hues and
experimenting with mark making, leaving out the details thal are less in-
triguing. Merely capying a subject may only engender inexpressive resulls.

Expressive Drawing 1T L



172 B _S_tlrlizati_qn and distortion

S‘L;.rl;zmion of form, seen in the peculianlies
ihat appear in many great drawings, is
sometimes deliberate and sometimes involun-
tary. The movement of lines and direction of
strokes, for axample, are aspects of a drawing
that result from an artist's own inherent style, El-
ements of a drawing that aim fo create unity and
a general coherence are usually deliberate.
This may lead to distortions that are, in reali-

tw, 2n aspect of the cohesion the artist

Saads

Marks dissoive contours. This
i & representation of 2 figene
whose features have cleariy

been distoned.

Hransformation as interpretation
=very interpretation inevitably results in some al-
meration of the objective appearance of the sub-
=cl, depending on the artist’s style. In this sense,

Il interpretation is, essentially. transformation

his also means that the more personal and
mibjective an arfist's style is, the greater the
lbility to change, manipulate, and repurpose a
—ihject will be,

Comventional starting point: a carreclly executed figure drawing
can lead to an array of interpretations that fealure various paats
of graphic interest.

This drawing synthesizes
different examgles of

experimentation and ilisirates
graphic blocks that decisively
depan from a comventional



A monechromatic mark adds oo %
2 migresting grapiic quality 1 . LY
103 subgect !j 'l: \

Style and stylization

Hylizing a subject does not necessitate distorting it, but, rather, subjeching

5 parts to a cohesive, formal, “law’ or style. For example, if a painter's
sfyle is angular, all of their forms should reflect this tendency towards an-

ar forms. Otherwise, the overall work may appear incongruent and in-
consistent, Cohesion results from personal style attained after much prac-

(ALl

tice and work, not the indifferent execution of technigues found in a

mianual

This 568 M is interpreted very graphically yet with a light touch, combining
Imes with a marker and walercolor. Work tiy Josep Asuncitin,

Expressive Drawing | 113 1

l

Interpretation of the

riylhms of the pose Uhat

adds supplementary ir‘-le:esl/,-
to the graphic harm. 2

The same still life recreated through bodd marks that encke
traditional chaaroscurn, but in-a highly styized and persenal
manner, The subject is the same, but the artistic intentions ane
vastly different, Work by Josep Asuncidn.




174 Interpretation of a still life

E:r,r creative arfisis, almost any subject 1z-a
i positive stimulus for combining resources,
playing wilh @ medium, and pushing the limits of

il D

thiz subj

's form. Here, a still life provides a

i great opporiunity fo exercise these crealive im-
pulses. The subject feafures a plate of pome-
granaies, wainuls, and dry leaves, composed by
Josep Asuncidn. The circular shape of the plate
encapsulates all the elements of this subject,
and, in furn, becomes the main focus of this

wark The stil life subject appears

very simgly: everything fals
intn place around the plaie,
T | whath containg the main
GRAPHIC elements. The compositon

DEVELOPMENT / ' conceals nothing from the

artisl.

2. A gray wash parlly covers
certain fines by blurring them
with a damp brush. This efiect
1. Aftes trawing somme axes in is delberate and softens the

the middie of the paper in pxcessive hardness and

tetder fo disiribute the | peecision of the ink strokes.
Eompesition harmoniously, |
deaw in the elements with 2 1 L —
pen-aibs freem 2 bird's eve

viéw, 5o that its entire form

Can appear i 2haolute
clarnity.

3. & new weash effect, this time in ochre, enriches the drawiag
and highlights the white areas at the center of each fruit. Exiend
the marks, paying attention to the contrasts without irying
drave the [eaves reafistically,



ASSESSMENTS AND CONTRASTS

4. Take up the ril again and Mighlight some profiles theough

simgpie hatching that onky sugmests the shadows (the hatching

daes not actually darken the shadows).

Renforce this new graphic contribation with another wash that 5. On top of the previous wash, now dry, make marks in ochre

coeers nad unifies everylhing. 1o outling the outer contowrs of the leaves and reinforce the
hree-dimensional feel of the drawing.

6. A large black mark in the
center of the composition
further highlights the areas
affected by light, and creates
a strongly contrasted area that
conveys sahidanty and three-
dimensionality, This mark; nof
found in the original model, is
A creative addition that adds
volume to the work,




.1_15 A floral interpretation

he irregular, capricious shapes of the flow-
_ TErE allow our imaginations to soar while re-
: quiring us to look for new ways of unifying and
charactenzing their complex appearance. Two
possibifities for doing so will develop in this work
by David Sanmiguel. Use a nib to apply black
and red ink to create a graphic development full
of very interesting paths and suggestions.

GENERAL CONTOURS
"""" — - The grest many details in the subject make i complex. It
L necessitales an interpretation that peimearily establishes the bast
< =l contours of the Fowers and beaves the detads for kater,

1. After an initial pencil (HE lead) skeich, go over the lines with
& nib and black ink. It & impartant net to overload this initiad
drawing with unnecessary details, and 1o establsh a simple
struciiwre that will develop and become mere complex

theeughout the entine process.

b 2. Without touching the inteniar of the flowers, draw the beaves and stalks with groups of strokes.
; theat are wery close together to give the leaves 2 solid appearance. It is not necessary to draw them
all, but make the group seem comincing.

3. Row start o draw (he most significant details of the internal
structure of each flower with red ink (bumt sienna).




Exprassive Drawing 177 !

FIRST HATCHING

(]
1
4, Thiz hatching describes the 5. Each llawer receives a somewhat different treatment, depending on its shape and posdlicn. Hvaid
interior of the fowers. This is dense halching that gives weight o the form. The néh weak has o be deficate and light.

nail 50 misch an exerces in
shading wilh traditional
hatching 3s it 15 an
appeetunily 10 create a
spatted pattern that captures
1he textuce of the petals.

il i =

6. Mter waeking on the
wanous areas of the bunch of |
flowers, nuance he
backgreand hues. Here,
comvenlions halching can
darken and provide the |
backpround of the: |
cempozstion with @ shadow.




LIGHTS AND SHADOWS

3 A e A A s

7. The nib can comect mings errors with 2 (il white gouache ta cover the areas to be modified, 8. When the gouache is dry, you can draw again on the
Henerver, this i5 enly possible when the Bnes of ink are thin, (Mhenaise, ey may run cormected area with the nib, taking care mat 1o scraich the layer

of paint o¢ accumulate ink in this anea.

. Apply the successive
hatching to the background of
the composition shading (he
zonies that are nexd i the
lightest parts of the bunch of
flawers. This conbiEst
Highlights the fight hues of the
{lorwers.
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THE FINAL TOUCHES

10. Concentrate on the secondary areas, the ones that susmound
the center of the caenpesition, only at the end of the process. In
this case, the cards and photes thal surround the flowers can

Sl be buit up witheut acquiring 100 much detad ‘ 11. Itis peither pecessary

mor atisable 1o wodk an
these details oo caretully,
since they are minor detaiks of
the work. Suggesting textures

I and patiems suffices; the
viewer's imaganation should
do the rest.

12. At last, the work is finished, The drawing is the result of the artist’s careful observation
and free inferpretation. The key to drawing creatively and imaginatively lies in the unification of
these twa factors.




Still life drawings
Landscape drawing
Drawing animals

Drawing the human figure

The final chapter of this book demonstrates the key points introduced in previous: sec-
tions, while reviewing the characteristics of an array of artistic subjects.

Still lifes, landscapes, and figure drawings pose different issues, since each evokes very dif-
ferent feelings and emotions. The approach for tackling one of these types of drawing may
not be night for another. In addition, the artist should not consider these subjects as absolutes,
as there is an infinite amount of variations that can be made on each; the artist does not draw
& generic landscape, but a specific landscape. To clarify this idea, this chapter details works
that exemplify the endless possibilities for each subject, while covering several demonstra=
tions that explain their technical development.

Each drawing subject should be treated with the appropriate technique and style. Because
these styles suit some subjects better than others, it is important to establish these differs
ences from the beginning. These pages aim to provide guidelines for the artist in making
these stylistic decisions.
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5 Jﬂ"';:JhI'llp;t]lall:\u::rﬂ, arranges the elements of a drawing in an organized
ionious way that is pleasing to the eye. A well-composed
} ng is srmtlar to a properly designed building whose many parts

Iy with each other. In a still life composition, this
mregmnm and design is crucial. The artist organizes the subject
according to their preferences by choosing objects and arranging them.
This process of planning and constructing a composition well before
begmnmg :he dmwmﬂ is advantageous and provides for a myriad of

'M‘I‘mﬂmmullﬂe

5 =N and practice different ideas

g .' nﬂﬁmmmfmmmme
players in an abstract ganie.

ical abject oo its ovm, place it




e = e~ — TE 0 o The displacement of objects
FREETHIM and thei forms appropnately
AND ASYMMETRY disrupls the symmetry of this
An aspmmetrical compo- :ﬂmplnililll'l. Wk by Esther
st offlers EICater artis- B i
1 freeddom, as the distris O de Puip.

Pution of chjects is more
intairive and relies on
vk dremarive Prose-
dures o shieve balince.
Becomie asymmetry re-
sembiles gir matural Y
ol wiewing the waorld, it
vk o sense of namaral-
s and realism. Asym-
II'.I.'HII.'J[ wllrk'- ||_1|t|,| [nl
demansreate
mavement, and spon-
weity. Howewver, msyin-
mmetry i exeess can spudl
the composigion

viricky,

Ordering the still life
The principles of unity (symmetry) and of variaty
{asymmelry) are essential guides for success-
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fully approaching the composition and execu-
tion of a still life drawing. They are particularly
useful in creating drawings in conventional for=
mats. The subjects should not stand too close
to each other nor be too dispersed, and should
be proportional to the dimensions of the paper,

Y = a . :
Twa ohiects placed naxt to each other must have clearly defined
and distinct shapes in order to avoid an uninfended and
unexciting relationship between them,

Symmetry and asymmetry

Symmetry concerns a balance of lines and
shapes, from which the drawing gains unity.
Symmetry and asymmetry are the two extremes
between which stands a pleasing composition.
Therefore, total symmetry and asymmetry are
unadvisable, Symmetry is the easiest and mosl
secure way to convey a sense of immobility, but
puts the work at the risk of being less visually
pleasing.

Uispersion and tatal asymmetry: the center of the composition
is empty and he objecls have very little relationship with
each other, The composition's unity seems accidental rather
than deliberate.
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Orthogonal compositions

Orthogonal compaositions organize drawings on
the basis of a :‘:g"li EP.E'E‘, sometimes arrang:ng
subjects in-an °LU or *U° formation. They estab-
lish & secure sense of balance in a drawing,
particularly in those containing several different
objects, and accommodate almost any type of
subjecl An orthogonal compaosition assumes a
horizontal distribution of objects at the bottom
of the drawing, with a sense of verlicality on
one of is vertical edges, or on both. The space
left above the *L° formafion of objects appears
to have depth, providing 2 counterweight and
balance 10 a basic subject.

[Orthogonal composition (the marked presence of
verticats and horirontals) is synomymous with
sizhility and suggests naiural ease.

Orga n_i_zi ng ihe _still_ life

!n composing a drawing, the simpler the sub-
jeet is, the more freedom the artist will have,
Ideally, subjects naturally give clues as to what
format or compasition would suit them best, but,
more often, artists fit these subjects into a gen-
eral compasition lo ensure the overall harmony
of the drawing. Bear in mind that the format and
dimensions of the paper affect the compositicn,
and take the shape of the subject into account
when choosing the format of your paper.

Still life drawings erganized in orthogonal compositions
emphasize the spatial clarity and ceder of "reading” each item i
the drawing. Work by David Sanmiguel.
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— Compesition diagram

']
VAL | daménated by right angies,
COMPOSITIONS ‘f ‘] featusing a frantal view.
|

The aval formar evokes |
Romantic a, in pasticu- i ! {
Las, porrain painging, but f
there ane ks o bor of ox- 1
arpdies of still lif deaw- # 3
kg in this formar, Owals : i
are not easy: the objects E |
]
1
|
‘|
|
I

e fiE inte an whosuil REE
spage frammed by o curve
imstead of an ilngh‘.. Fu[
thiis reasen, curved srems
AT e ms rh:ll can be
drawn from ovals thig
harmonize with the
composition as o whole

arg desiendile.

domanate the compasition of

e , ] st ife tems rouped around
L : l‘"‘""‘“ :1 a dominant object.

Diagonal composition

Far achieving depth and dynamism in a drawing,
utilize methods that are strictly compositional,
the simplest and most efficacious of which is
diagonal composition. This entails diagonals
crossing paper or a canvas to suggest depth,
LB Artists use this type of composition when rely-
!l ing on a certain perspective in which the view-
N er's eye follows a trajectory to the back of the
drawing.

i
i
% N I
' S k. . =
. EH“‘”‘* _ = -.7_.-,:{'__ A ] Diaganal lines usually
' ;5! ¢

Diapanal compositions project the sill fife in depth,
mmmﬂmmmmm;m

b '_. A
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Still life subjects in nature

form part of a still life.  But there are many general guidelines for the
nathon, & shill fife is any-  artist that make the still lite exciting and morein-
i & figure or a landscape. The  teresting.

are infinite,

A groupsng of vessels is
ineresting in itself, beyand

any farm criteriz of

composition. Thess glass N A e
hattles create a very lively s i
rhyihm of fights and shadoves. i r

e S e L

Even one vessal, if expressed
in an artistic way, sufficiently
enlivens a compastion.
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EVERYDAY
CLOTHING
ANDOBJECTS

Everyday objeces ofien
go unnotkeed s \'i,lhh—
wibjeets forastill life
compasation. For exam-
ple car choshing, particu-
larly shoes, common
houschold items, toys,
and others are easy 1o
find and lend themsolves

Food and vessels

Fruif is not the only valid subject for a still life, A
stroll through a well-stocked market can reveal
an array of potential subjects. Meat, fish, and
vegetables are great sources of inspiration.
These are ideal subjects for a still life, because
they provide a magnificent presentation and
natural quality to a drawing. The wide varieties
of textures and characteristics that fresh faod
conveys spark any artist’s interest.

Sl Life Dravengs

e
b

well T COMmpsosa s,

|

ol S ol S R L
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Food, especiafly frut, isa
recuming subject in classic
still life drawings. But medem
sensibility can adapt and
renew these traditional
subjects. Drawing by Esther
Dlives de Pui.

Musical instruments

These are the classic motif of an infinite number
of still life drawings by various arists. The vanety
and elegance of their shapes, tones, and materi-
als makes them attractive subjects. Most classical
snstruments, parlicularly string instruments, make
beautiful still hfe subjects. By incorporaling one of
them in a composition, the drawing gains com-
plexity and significance, since traditionally, instru=
ments represent ihe arts and artistic sensibilites.

Musical instruments are excellent subjects for a stil Kfe. This
drawing utiizes metal instruments with sharp contours and 3
cold, bright tane,




| Flowers are sufficient 25 the only item in the composition. The
enoemeds diversity of thes shapes, szes and colors makes up

for the comgpnsitionad simplcity of warks such as this one, by
Esther Qe de Puig.

Rithough they may fake o 3
role of secondary Empartance
in other compositions. flowers
take the lead in 3 still life.

=Slowers are perhaps one of the most aliractive subjects for'a still life,

~ They require litte elaboration and their varied formal characlerishcs

adapt to any artistic style. Drawing flowers can implement classical tech-
niques suchras blecking in, profiling their contours, and shading. However,
ihe paricular texiure and consistency of pelals and leaves also encour=
ages a freer, more spontaneous dravwing technigque.
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Shape and contour

in most cases the delicate tones of flowers require a mimmal development
of their shape, in order o avoid overshadowing and dominating the shadows
that give form to the petals. To achieve this without weighing them down
darken their contours so that the intenars of their form appear highlighted in
contrast. When blocking in and drawing, this darkening may simply requie a
light definttion of the petals’ contours until the shape can be surrounded

with a dark area later, allowing the petals to stand out

Graphics

Flowers may be no more than a scribbie, or a group of scnbbles, in the draw-
ing. Floral form is 5o mobile and nr:.n--s.pecuf.r that a more or less orgdered
grouping of marks and lines can stand in for a representation of flowers.
Free-flowing lines strongly suggest the characier of the stalks, leaves and
ather details of the flowers. The best media for this treatment are the ones

that permil the greatest precision and freedom of stroke, such as pens, nibs

marker pens, and lettering and winting instruments.

Tomal values characteristic of single-color drawings or
drawings, fike this one, can evoke the color of flowers with

sl e colors

Fieedom of line and marks are always good methods for
ﬂ!a'mm] ||uf.\f_r5_

Flowers iniite artists to implement all the graphac whirms that
they are capable of: arshesques, free hatching, strakes in
Siferesi dieciies, sull ines, marks, elc.




PLAN OF COMPOSITION

L
.

‘\ .

1. First. draw the general shape of the objects in the st fife
This i a ime 1o draft the compasition and schematize i

rather than a time to represent the details of the

3. Theen, press down @ bit harder to make dark sirmse
show the real putlines of the shjecis. Ths req

al all, but all the items should be dstinguished cleary

Some gourds and a string of garlic on a shelf. A traditienal
subject organized in a traditional way. In addition, the strang
lighting and chiamscwnn create an atmosphere that i
appropriaie foe the appearance of the subjecl

2. Begin with a sphere as he basis for the gowrd, upoa which
ather volemes will be drawn. Withoul warrying about perfect
genmietry, lrace mendian lines around the sphere.




GENERAL SHADING

4. Cover the entire background with big charcoal marks. Work
Irety and lnossly, nebbing 1he stick [tat 2gainst the paper uniil
you hve reached (ke desired intensity of lone.

S4ll Lide L'lr.h\.-."_JE,

191 E

5. This ks what the drawing
looks bie during this initial,
general shading. Although it
Inaks quile dark. bear n mand
that nubbing your hand over il
will bessen its intensty and
creale a smooth, shaded
lexture.

6. Blur the shadng with your
fingers. The charcoal dust
spreads right acrass the
paper, respecting the confours
al the items in the stll lfe.



l'l!!

' ADIUSTING VALUES

. 7. Here, you can see how the blurring of the charcoal creates a8, This new shading now ssems mure realistic and represents the items’ own projected shadows.
- loned background on which if i easier to work and contrel the  The process will be the same as before, except now, it will be important to consider the shape of
 various intensities of the shading. Aher Murring, go over the the marks made.

| kines again.

9. Blur the previously traced
shadows again, bt this time,
pay attention to the volumes
f the gourds and garlic bulbs.
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FULL CHIAROSCURO A

. The Tnished v
ue still life




andscape drawings express all of nature through its individual parts.
—The same basic principle of landscape art governs both drawing and
.r‘&tmnn,g‘ vecreating a feeling of nature by giving priority to a set of
es that the artist believes ave significant, or fundamental. This
seﬁcntm of features is the decisive factor and must be based on
Exﬁerlence and understanding the means of expression that are

ckmucmwnc of landscape artists.

XA :" o Titian (14B0-1576), Fasioral scens, (1565). J. Paul Getly
i3 : Museum. Classic landscape is ahways a secandary counierpein!
s 1n the main sublect. In this case, the main subject (apparently
mytholpgical) is a vehicle for developing an idealized vision of
lamdscape.




Selection and combination

of items

Landscape drawing is based on the choice and
combdn gnificant elemenis in the motif,

on of 2

thanging their form and size according o a.con-
crede principhe of composition. In summary, every
trawn landscape is a free interpretation of the
mohf, as every artistic work is. The practice of
g requires the artist toempha-
certain features, diminishing others, and

elimmnating some, These fealures are often con-

crele wisual elements of the pancrama. These al-

5 can be significant, and can allow lor a

Cige ot aubonomous (Z(Zl.'ﬂ[?l[?lhl“l.'lﬂ

al chsemvaiion

Gearges Seural, Howse haside a rver, The Melropolitan Museum af
ket The constnuctive landscape seanches for formal clanty,
sacrificing delail amd the momentary play of light: bright contrasts
and ity of well defimed bnes
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Paul Cézanne, Landscape of Provence, Kunsimuseum. Impressionist landscapes ane based on
recording apparently unconnecied sensations of light and shadaw that da nal necessarly councide
with the ohjects in the landscape.

Impressionist drawing and constructive drawing
Open-air drawing favors landscapes based on capluring flegting aspects
of the molif chosen. In short, this is a drawing based on the principles of
impressionist practice. Compaosed or constructive landscape style s sim-
ilar to-abstract painting, in which the artist combines memories of land-
scape with real pereeptions, without concerning themselves with ereaf-
ing a realistic deseription. While a composed landseape does not capture
the fleeting and temporal aspects of the motif, it is an accoemmodating
way tawork, both for painters who prefer to elaborate their works in the
shudio with cbservations from nature, and for artists who bagin their pie-
ture in front of the motif and finish it in the studio.

The mademn landscape artist can opt for one of the characteristic possibilities of landscape drawing
{or a combination of the two) to achieve atmospheric unity, as the landscape regroduced here
demonstrates. Wark by Mercedes Gaspar.
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The composition of the landscape

Lan gdscape is not somelhing that a view can
capiure, rather, it 1s 2 continuous and limit=
less spectacle. The arfist must frame their draw-
ing by setecting fealtures and fragments of the

landscape that best fit their intentions and vi-
sions for the work. Te frame the drawing is o
dedine ils limits in accardance with its composi-
tion criteria.

[ z ~— The frame

Much of a drawing's attraction depends on how
it is framed. Since every landscape always has
its own peculiarities, choose one characteristic
that is more interesting and relevant than tha
others. Depending on the landscape before
which the artist stands, these frames can be ver-
tical or honzontal, square or rectangular. The de-
cision depends on the elements you choose o
isolate. Verfically onented subjects (trees, buikd-
ings etc.) are usually best resolved by vertical
frames, whereas broader frames respond ta
more extensive and deeper panoramas.

=R S e S R e — S {
To compose is 1o sekect, and o select one element & (o dscard  The framing of the fandscape does not necessarily have o

or eminate others. When you ept for & particufar fealure of the  include outstanding features of the view, Searching for comers
bantscape, abstracting yoursel! from the rest, you are engaged in  hidden in the overall view can yield as interesting resuts as

@ genuine exercise of framing and composition. Work by David  trying fo represent broad panoramas. Work by David Sanmiguel
Sanmiguel
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PRACTICING FRAMING

FrJEEninu a Landscape subjeet wsually necessitaces its sim-
Phification. The landscape us we initially see it ot firs i
stiight wath deradls thae may conflice with each ather,
taking ¢ batity avewy from the subject. In order ro select
the ebemenss on which to focus, skereh several frames,
each one locusing oo different motif.

The foregraund and middle ground depend on the artist’s choice of a frame and their positien
beefare their subject. In this drawing, the fragment of boat visibile al the feft of the frame
emphasizes the fareground of the scene.

TANLE

Gaining distance
To choose a good frame, it is essential to dis-

tance yourself from the landscape in order to
clearly see ils various facelts. A broad pancrama
without too many visual obstacles in the way al-
lows the artist to select its most altractive as-
pect. Marmally, this means going up 1o high po=
sitions that let you take in a large amount of
space with just one look, Once you have decid-
ed on the frame, then you may highlight, exag-=
gerate, reduce, or eliminate any of its parts.

It is difficidt 1o establish the frame of a composition after enly
-~ ong try. Most of the time, successive sketches and mubliple
o studies of the motil resobe the frame,
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: landszape’s hesizon is
2ly a straight line. ls
Julations repeat in different

35 Wrough the progression
he drawing plane. Thess

Eilions are a rhythmic,

ipasitional element
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Point of view and the horizon

15 one of the basic feaiures of a landscape

in oiner artistic subjects, the horizon is of
L -+

the entire composi-
miust aftempt.

Rembeandt (1608-1665),
A Sailing Boal on a Wide
Expanse of Water, (1650),

J. Paul Getty Museum, Low
harizens characterize (he
classic Dutch landscape. The
horizon line {zkes on absolute

importance. In ils presence,

other items are of secondary
mporiance.
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THE HORIZOM AS A COMPOSITIONAL LIME

Whiarever the position of the artist before the land-
sape, the horison should nor divide the paper in balf,
a thas creates a symimerry thit 15 rigid and stagic. In-
“ead, i lene thig wppoars slightly above or below the
|||||1i|'-' '*‘ ||5’|. I\.‘I'\'r CICITEs 31 niore Weg rul':_'li\"ﬁ' I.I W il!ﬂ.
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The harizon line may disappear due 1o the atmospheric
perspeciive that ohscures the boundary between the horizan
#nd the sky and merges the two elements.
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Low horizon

Space in landscape is organized around the
horizan line. A low harizon ling does not allow
for creating successive planes and layers of
landscape; the viewer's eye goes directly to the
sky. A higher horizon line allows different sizes
af {rees, hills, and buildings to create depth of
space. These landscapes suit wider formats
best.

Landscapes with high horizons
enable many compositional
and spatial features to develop
by playing with the abundant
areas that can be warked on
from the first to the final
plane,

High horizon lines

High horizon lines let the artist develop their sub-
ject all over the surface of the paper. In general,
they suggest a view from a lower vantage point.
This entails a stylization of the landscape that
highlights all the pecullarities in the ground and
expands the view of the landscape. Itis possible

& [ ]

¥ sume lansdscapes fhe horizon es lowards the upper limits of the frame.

Thes i an impiicit hosizon, which leaves the entire space of the drawing as
0 3% o fill,

to raise the honzon to the top of the frame, prac-
tically removing the sky,



Unifying the landscape

very landscape subject can be reduced to a
Es-mple compositional frame that synthe-
sizes the basic features of the motif. It is com-
mon to compose the drawing linearly, that is, to
distribuie the basic lines of the mofif on the pa-
per according to the basic compositional princi-
ples discussed earlier: avoiding harsh symmetry,

an'ap'..ng the honzon line to the arlist's view, cre-
ating balance in ihe composition, ele.

Every landscape containg linear tendencies that organize the
compasition and serve a5 imear scaffalding for the synthesis of
the whale.

Treetops and plants in general
always requine synthesis to
resoive the problem of
representing groups of tiny
shapes. In his drawing, David
Sanmiguel haz used ink marks to
resobve 1his issue.

Profiles and directions

The shapes of the landscape can be reduced to
a grouping of straightforward profiles drawn
with simple sfraight and curved lines. Working
up a drawing from the simple to the complex is
the correct way to proceed. Before jumping to
detail, establish and distribule the outlines and
contours of all the objects to be represented. In
addition, the profiles of these objects should re-
ter 10 a central point of interest, such as a tree,
cloud, or building. This achieves a hierarchy in
the drawing instead of a mere amalgamation of
strokes



LINEAR LANDSCAPE

When working slely
with line, the drawing
Hipasres an oedered qual-
ity the shapes of the
landhicape are selsermatic,
and the rebaticaihips be-
Imeen  composit jonal
lines ape c)-.|'!ir:||t clear,

i
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Groupings and distribution

of shapes

It is not advisable to place the drawing’s center of
interest in the middle, because the viewer's eyes
will go there first. By moving the drawing’s focus
io one side, you canilead the viewer's eye
hroughout the entire drawing. Placing the draw-
ing's center a bit towards the left of the paperis a
common and logical way to resolve this,

O

i

The symthesis of a landscape
can be & purely graphic
representation of its relevant
features. In this drawing,
Esther Olivé de Puig converts
trees into signs and dagrams
that make up a kind of drawn
writing.

A good drawing that
synthesizes its contents
ultimately facilitates the
addition of detaks and the
opportunity for elaboration,
since the artist is working Jl / e
with a solid and refiable plan.

Sketches are the best way bo
figure out how 1o synthesize
the drawing, as they combeng
all creative tendencies and
impdses.



Drawing the sky

ik
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he space of the sky, if we forget the clouds, i1s just empty space where
Tn coesn't seem necessary lo represent anything. Rather than making
things easier for the landscape arist, this actually complicates the draw-
ing process, as this emply space cannot be moedeled like the rest of the
landscape. The empty paris of a drawing can be ennched, depending on
the arlist's decisions, They can darken or lighten the sky to creale con-
trast, create color gradients, and so on.

Balance of tones

The contrast between the strokes and marks in
a landscape and the space of the sky can work
it the artist is careful io leave underdeveloped
spaces on the ground oo, which alleviate the
heaviness of fhe darker areas of a landscape. If
the land area is very dark, the artist should dark-
en the sky as well, al least very lightly, to creale a
refationship of tones and general harmaony.

The darkness of the sky, complemented by the shade of the
ground, creates 3 dramatic feeling in the drawing

The sky's value must be
consisient with the other
values that comprise the
landscape. M5 tone must
harmionize with the rest af the
pacture, regardless of the
[ismennsity and shadings
present in (e various masses
in the view.
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=7 The clowds are mdependent
votumes that must find thesr
shape and form by contrasling
the general tone of the sky.
Darkening the sky's toae will
Bighlight a cloud's whiteness

DRAWING CLOUDS

s uee pne of the most appealing nspecis of o lamd
eewvard the artist with the oppomuning

teir oo -.:r.-||-|'m imventivenmess | heir
s shapes evade rigid cotlines, In-
¢ them with aleernating
her techiicuies with to-
e mmitial profiles of the
tsable, s thar their representation (s mot

hject to the artise™ whims

This wash confuses the marks
of the sky and those of the
landscape. The veewer must
destinguish them by
reconstrucling, stccording Lo
their imagination, the passtion
of each part in the overall
witkole.

Gradients

Vinen trying §

eate a drawing that demon-

strates a unified balance of tone, making a hight
tin the sky is the most lagical way ol
rtant that this gradient s lighter

the horizon, than at the top,

hes a landscape appears naturally. Mot only

iz serve 25 A guide fo create tonal harmo-  Im this wash, the sky was resobved by spreading very soft

¢ lighting effects. mazks of cold tones hat contrast sharply with the darkness
of the kandscape, creating an effect full of light. Work by
Yicenc Ballestar.
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The representation of water depends entirely en the values
fiound, the nght dstniution of light and shadow and the
rhythenic conirasts between Bght and dark tones. In this

wash by Mercedes Baspar, these factors are 2l resolved in

masterty fashion

Representing waier Imvoives —'"“:""’gﬁxi"
3iching with ines of different
densily, Snce therg are no
=CORCTEDE profies or conlours
i water; shapes are not ~
enclosed in 3 recognazable
genmetng way

f;'\,,-‘;"'-:l-f'??‘_,- -r;r"""'f"‘/;fl,a /-'/
e el R

Drawing water

*he shapes in the surface of waler appearin

B the waves, which distort these shapes and
convert them into a mix of lights and shadows,
These waves can easily be represented by

strokes or marks: the darker a reflection is, the
denser the strokes and marks will be. They
should also increase in size as they become
close to the foreground. This means that the
strokes will be smaller the closer they are tothe
harizon, since they will represent waves ihat are
far away from our point of view. Avoid taking a

1d, systematic approach by carefully obsen-

the water's appearance, which is ever-

ing

changing and unique to each drawing.

Linear arabesques

Arabesques are hinear filigree work or strokes curved -"h}-’l;-"ll'r':l-:.'-]:l::," n var-
ous directions. Their ultimate purpose is o creale a sensation of harmos
nious movement that both represents and elaborates. In'a landscape, wa-
ter evokes the richest arabesques that give free rein to the artist's
fantasies and whims. In general, arabesques should accompany other

diums thal give ngidity and solidarity to the representation of the water.

D

S
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REFLECTIONS

Chjeers in landscapes
ate always lie from
abive The reflecrions
of these abjecrs show
thieir unclersides (invert-
g the image ), which
are the Jease lie pare of
the n|'j|.'-.:. Thercfore,
in bisheapes, eléments
thar e reflocred in wa-
tet are moceearily dark -
ef. The higheér our vin-
tage point is from the
witer, the darker these
tefleciions will be

Highlights

Reflections in the water repeat the shapes of the landscape in a
distorted way but their values must be cleary defined and
presented in order to be recognizable, Dvawing by Oscar Sanchis.

Highlights represent the brightest parls of an object, and can be left blank.
These areas must be distributed aceording to the placement and repre-

senfation of waves. Highlights should be much broader in the foreground
than in the background, seeming to disperse the closer they are to the
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Strong contrasts in tane are the key to representing water
surfaces in an attractive way, The appearance of blank paper
must nat intermupt the snuous marks. Work by Viceng Ballestar,

In this study of compasition, the stieng contrasts bebween the
snots of the wash and the white of the paper describe the water
surface.
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1. The prefeminasy drawing
puts forth the penara! knes ol
the mabdl wath marks, abge
al, the vanious areas defined
by the undatation of the hils.

2. By applying the flat stick
fo the paper, exiend the pray
aneas. These give sofi foreng
oe geneva! value, avoiding
sharp condrasts.

Sky and atmosphere in a landscape

broad panorama almosl always implies a

D>

4

=R high horizon, This is the case in this exer-
se, which shows a very exlensive landscape,
taken from a somewhal raised point of vwiew. The

(4]

cture covers long distances and is marked by &
reat mountainous undulation. Apart fram these
composition faciors, this charcoal drawing gives

0 T

vou the opporiunily to take part in the process
of representing the air, known as aerial perspec-
live. The representation of morning misis cre-
ztes distance and places large expanses of
clouds between the planes of the landscape.

SOFT TONING

Mosming mists are the cearest and alsa the most romantically
sugpestive example of aedal perspective, In this Lanidscape, thesa
mists oceupy the mast distant areas of the scene, which wil
caise a pradation from dark to light in the values of the
lantscape:

3. Spread and blend the spots with
your fingertsps. Be careful not 1o
apgly too much pressure,
a5 this wall create undesired marks
on the surface ol the paper.
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5. Mew applications of charcoal further define the details of the
irees that poke out behind the hills, Don't get lost in detail; these
S Bt L o d | . A are simple marks whose importance Bes in their size, as their
4, Thi Erst lzying in of teme demonstrates that the loser the plane is to the viewer, the deeper the  dimensions indicate their distance from the viewer.

fies of the deawing will be. This is also a result of the drawing's initial shading,

= ol

= | B.Toaccenluate the efioct of
aerial perspectve, darken the
crest of the mountain that
encloses the landscape. This
dark tone, dying oul slowly
Ioweards the bottam, creates
the effect of mist and
distance.
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CONTRASTS

= ey

7. The tandscape afier the general lay-in is completed. Kote (he
mteresting effect of distance that has been created. which will be
reindorced by contrasss.

8. Use a scumbling technigue
to extend the strokes cavering
the middle plane. This darkens
the charceal considerably by
mressing its particles into the
paper,

9. Darkening the foreground
strengihens the landscape and
1jves a sensation of depth. In
addition, this emphasizes the
misly area an the horizon.
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10. When the scumbie is very dirty with charceal, its tipcan be DN
Uit o draw the branches of the tree in the foreground. The
Branches shoud be very dark lines that stand out against the
Fest of fhe seane.

THE FINISH

11, The finad resudt i rich in tane, but also light and net heavy-
handed, This is the effect that was originally intended: strength
in the byreground 3nd mast in the distance- 3 perfect example of
aenal perspective. YWork by Gabriel Martin




210 From value to color: a park

=his exercise shows the narrow fronlier that

gray tones (draw-

irom shading with color.

] to be used are, in

ny other color. The

PLAN OF COMPOSITION

. Faor the initial drzesing. use
shard pale-green pactsl slick
3black were used, the lines [ : i, | o=
ould be too visibde or would A fe '
riy subsequent tonas. This B

EEN 3cts a5 3 medium gray _5._-;::"“‘

=nread some very simple charcoal spots create initial
ng. Given thai this first shading must be soft, # 1s impartant
— the charcoal stick on the paper lightly.

Pasks are an ordered version of landscape. The fines are clearer
and better defined, and order (3 certain order) already exists. In
2 park you don't have 1o look too far for subjects that ane just
waiting 1o be iransformed into drawings.

3. Spread the spots with a clean cotton cloth. Kot only was
charcoal used, & sepia chalk stick (o achieved warm shading
(he gray of charcoal is 3 cold tone), as well.
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ADJUSTING
THE SHADED
MASSES

4. The Layoud for (he
Composton diides the
kndscape into masses or
blacls that are mare er less
enchased by bnes Each
seqment of (he drawing has
o5 g, urie value. This
Geawing employs 3 small scale
of grzyish preens. Each tone is
blurmed after it is applied ko
the pager

6. Draw the figure

e e schematically, without details.
BEC SR s " Airn fo achieve a static
5. The strong contrast of the foreground in shadow makes the sihouette that hamonizes
Test of the composition more distant and epens a broad visual with 1he peacefulness and the
Hace, consislent wilh the spaciousness of the subject, little emnphasized refiaf in all

the pranes of the landscape.
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DEFINING THE SHAPES

7. Fill in the entire landscape. Darken the las! knes of irees that close the compasition’s space in
the background to reduce the excess contrast they previsusly had with the trees in the middle
ground

8. Go over the supports of the handrail 2gain with a pressed
charcoal stick. The obiective is to achieve perfectly black
outlines that stand out 2gainst the subsequent planes of the
landscape.

9. Al this stage, make sure to
nuznce the whites in the
comyiesition (sky and path), These
areas are too stark and break the
general tonality of the picture.




10. Cover the small spaces open 1o the sky with gray spols
which, when compared to the wamm greens of the general calor

scheme, ook blush,

11. Here, the drawing is almost Enished. Note the impartance
of the small figures that appear in the middle grownd of the
composition; their small sre indscates the scale of the distances

in the drawing,

THE FINAL NUANCES

12, A 1) &5 now finished. The final tones in the shadows of the

i final blending, the dra

e that were previously toa dark for the surrounding tones now fit in kanmonioxsky.




mb;j_-.g animals can provide a wide array of new possibilities that
“are unique to this type of subject. Domestic or wild, animals are
cinating for any artist interested in movement and the organized
gement of individual volumes within a whole shape. The study of
ana\aﬁ:g;ﬂ['s form is a challenge in itself but is also highly recommended,
elops the ability to observe and describe shapes and textures,
that are invaluable to an artist’s work.

Lesnardn da Vines,

Studies of horses. (1450).
Royad Library, Windzor Castle.
Lesnarda was moved by
scientific as much as artistio
CLansity.

His mesgnaficent studses of
harzes are both scientific
analyses and artistic
rehearsals for his compassion
of equectrian monuments.
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Anmmals provide subjects that particularly suit artists interested
in

S m th A E o g - g SFaeal oy LR -
movement aned the organization of bodies in motion.
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Domestic animals

Dogs, cats, domestic, and farm animals are accessible for any artist. There is
even an arlistic genre that focuses on these subjecis: pets. A favorite animal
5 a subject as interesting as any ather, although it requires a particular ap-
proach. Animals move consiantly, and it can be difficult to capture them in
one position. Unless you work from photographs, the drawing must be
planned in a way that captures the overall shape of the animal and its charac-
terisbc movements. Features such as fur and its color deserve special atten-
tion, which can be practiced in studies that focus on one characteristic of a
particular animal.

Domestic animals are he Farm animats are excelient models: accessible and relaned, The
mos1 comfartable pgtion far artist has sufficient time to draw them by studying their anatamy
artists, They offer many more  in full detail. Drawings by Ramen Hog,

passahilities than whal may

sgem [ikely, as drawing

mediems and various points of  Anonymous, Dragon, Fantasy also has its place in the realm of
view allow for vastly different  anémal drawings. Dragens were a common fantasy throughou
interpretations. Work by the Middke Ages and the Renaissance, which gave rise foa
Ramon No&. myriad of fantastic heasts.

At the zoo

Zoos are greal places for arlists to gain inspira-
Zoos provide wide range of tion. Every type of animal calls for a different
inspiration for the artistwho  drawing technique based on line, mark making,
loves drawing animals. The stroke, or hatching, depending on the skin, feath-
dutalled sudy of each of them  -ers, or fur of each animal. Froportions vary enor=
i putstanding practice for mously and test the artist's ability to observe and
animal dawings. Drewings by capture details. In a short time the general form
Ramaon Noé. must be resoived in order to charactenze the ani-

malclearly.



Each animal requires a particolar schematic foundation. Such a foun-
dation can only be created through attentire observation and by try-

ing various solutions that, each time more closely resemble the animal's
anatomy. In practice, it is helpiul to wark with general diagrams that ap-
proach the shape of the animal-and make adjustmenis to achieve a sketch
of its shape.

=s1ric diagrams with straight fines are the simplest and best
= (ke 3l 1o make sure the propostions are Commect.

LT RS R e P T
Diagrams: with straight lines 2re very suilable when the drawing of the animal doesn't require
foreshoniening ar difficult perspectives.
e
’

Xt ith ovals are very easy 1o draey and ane
1geaus, in thet they immediately suggest the valume of

i *
L L
o

o )\
("‘*-J[;Q%

of the animal’s contours foliows naturally from a Shating and medeling that emphsize the animal's real velume are extremely valuable additions to
ot oval shapes. # COmpasitin.




e
CONTINUDOUS LINE DIAGRAMS

This “scribbling” can be very elegant, since the vibeae-
ing -h:i“l:'r‘ of the line VS them n |.n';-!'|.' anid maokile
look that responds o the sugpestion of movement im-
plecic in every animal form One long stroke or flounsh
can synthiesize many animalks.

These are logss,
quickly drawn
shetches made with
3 marker,

Angular diagrams
Squares, triangles, reclangles, and frapezoids
are other shapes {o use when making diagrams
of animal anatomy. Although they do not sug-
gest velume (the thickness of the animal's
body), they do offer a more precise depiction of
its proportions. The straight lines that make up
these figures serve as guidelines and meas-
ures; they can easily be compared to each other
1o ensure that they are consistent with the pro-
parlions, This makes the mental calculation of
divisions much easier (the body is three times
the size of the head, twice the length of the
legs, elc.). Finally, it is easy to remember and re-
peal these general diagrams in later drawings.

Drawang Animals 17 !

Diagrams with ovals

A grouping of ovals of different sizes can easily
create an initial approach to an animal’s
anafomical form. As organic shapes are always
rounded (and tend towards the oval), these
shapes evoke the anatomy well before the
more developed shape of the animal appears.
The artist must concentrate on achieving
shapes in proportion with these ovals (for the

head, trunk, and limbs) before concenirating on Alfew hatching strakes suffice
particular parts of the anatomy. If this is done,  to suggest the wadumes that
then it is quite easy to correctly represent the  onder and underpin the lines
of the diagram.

real contours.

ol |
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Experienced artists are able (o go beyond the

initial, schematic framewerk of their sketch
and create lings and shapes that more closely
resemble an animal's anatonty,

Shading and modeling adapt comphetely
reaturally to the lines of the preliminary
drawing, provided hey were traced

correctly.



" Sketches and notes from nature

he basic interest in drawing animals lies in
th‘lpu;r:ng their movement, their particular
personality, the vitality, tameness, or wildness
that characterizes them. Usually, sketches and
studies done rapidly achieve this much better
than highly rendered works, which may compro-
mise the potential vivacity of these drawings
with excessive detail. In drawing animals, the
artists must cbserve the qualities that characler-
ze the breed or type of animal before they can
focus on what distinguishes one specific animal
from the rest of its breed. Therefore, skelches or
notes are always invaluable,

=mes Enes and marks 2ne unstable and do nat
ttely descnbe the shape of the animal, bt even

m express the movement of this animal very well
7 by Joan Teixidar

= are the best
or animal skeiches
—all drawangs do nod
¢ fully fimished, They
Tagments, sludies, or
—3l may inspire new
the future. Drawing J
= Ballestar ¥ .



A drawing wath very conservafive and economic strokes. Just a

fiew eses render the animal’s shape, and even its Tur.

IJJrLS. ke, :5:.1.'I|35.quej. trials, and comrections. E'I'En"hiﬁﬂ

ks weellin drawing animats. The apparent chaos bends ilself
10 2 eoherent woek

A few lines

The sketches that characterize an animal with very few strokes have a
unique style and grace. These can be done in pencil, pen, or nib strokes;
the latter is ideal for suggesting movemnent and vitality, Leaving a part in-
complete precludes a final definition of the form and evokes the temporal
and fleeting moment of the drawing. This effect arises spontaneously
when working from life and is convincing when done deliberately.

A few marks

Animal skelches done with just a few lines or
strokes are similar to sketches achieved solely
by marks, done in pastel or charcoal. Spreading
a spot may evoke an animal's shape betler than
a detailed description of its anatomy. On
occasion, spots create accidental effects that
the arfist could not have achieved thraugh
meticulous and conscientious work. Agility in
drawing is key. By practicing and creating
studias, artists will inevitably experience
fortunate “accidents® that will work to their
advaniage.

sometimes chance leads to
heappy results. The
unpredictable movernent of
animals often creates effects
that the artist could nol have
imagined or planned.



The pract_ice of sket_ching

= There are as many methods for creating sketches as there are fypes of

artists. Some siart with a line {hal very closely resembles the maodel
that they later enrich with shades and accents. Olhers merely summarize
the form, or establish a linear framework very rapidly. Rather than one
standard practice for sketching animals, there are various methods that
produce drastically different results.

P inis O TPTT
- L

mbzervation of the animal translates into very loose marks
apenach the shape of the subject Charesal is the best
=1 for this.

g2 artist finds coetours that best espress the animal's
Ml in marks, defining them guickly with a charcaal pencil

The result is a spentaneous sketch, bul one that possesses a
sufficient degree ol precision and definition of Bne.

— In drawaings wath néb or reed
murs ane blended vith a closh and the pencil strokes pen, 1he ling dosminates,
=sily unaliered. while the underiying frame
of the drawing, however
general, is always kased on
& group of lines.




From marks to lines
Thinking of the drawing as making a series of rapid marks and finding the
‘Me in them proves to be one of the most effeclive techniques for taking
motes for drawing animals (and sketches in general). Marks translate the
A movement of animals well, In addition, thesr ambiguous forms give the
artist the option of -;;h::-nsmr:! different linear solutions for each spol or
9roup of spois. A procedure of this sort appears in these pages together
with cther aptions for carrying out the interesting and enjoyable exercise of

skelchng animals

Ink creates hold marks.
Although the procedure is
similar 1o using charcoal,
an ink drawing's line is
mre daminant.

It s possible 1o achieve thicker fines by working with
il or reed pen. The change in thickness depends

o the rhythen of wark and the mevement or position
o lhe animal

N

I| . - T H

-
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Both of the sketches shown here were achieved with simphe
miarks and ling work. [n bath, the charcoal marks nol onfy enatée
the artist to sketch in the aciual conlouss, but also function on
their wn to suggest the averall form and valume of the animal,




Drawing a cow with sanguine

Tne texture of an animal’s their skin, feathers,
or fur are among the many interesting fea-
tures that attract arhisis. In this drawing, arhist Vi-
ceng Ballestar concentrates on the very thor-
ough representation of the thick fur of 2 cow.
The backlight in the image accentuates the par-
ticular features of the hair that require more del-

icate work.
The artist will use sanguing and sepia pencits to draw this cow,
GE 1; combindng the two tores 10 obtain a nich array af wam,
WAWING AND FIRST MARKS nisanced tone.
- '*--.“l i u -'.
Ly’ o
--':_| o !
1 #
:‘\

i5 inifial drawing could be considered a finished line
a. Approaching the drawang this way will resobe -
ant ixsues of form before you attempl 1o draw the fur, .}

LAyl

L' B = .

2. To make the contours of the shape stand out, shade the
extezior of the cow with energetic sanguine strakes, biending
them with a cofton cloth.

3. Blend the stripes drawn easher on the cow to creale a
general evaluation of the most marked volumes of the animal,
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DETAILS AND FINISH

4. Cover the entire background by making merks in sanguine.
£32 marks should not have a undform fone, but instead, should
Feature dark, bended areas created wilh a sepia stick:

5. Resolve the internal details of the muzrle and the head with the tip of the pencil (both sanguine
and sepia). Da this over previously biended areas.

'_E- The dramwing shews & high degree of finish, A combination of strokes and blended marks, in which sepia and sanguine were mixed, effectively conveys the texture of
b, & pesfect realistic portrayal and a powerful sense of three dimensions dominate the drawing.




st, rhé&pt from which the majority of their abilities stem.

1g chis sfgu means possessing a sufficient understanding of human
' q{)fe to m;:kf& any other subject. This is why, from very

: ﬁgyre smdj has. bcen r:mL‘E!dered the r:sseu:mi SHbjEC[ for

raIL th % of represenm:mn and jm:;wdea endless jmss:b:hues
“3@"‘1 Qg’u‘sanal and creative style.

Annsbale Garacc
(1360-1609). Stuches of
Heads, J. Paul Getty Museum.
Traditioreally, figure drawing
was considered the basis fior
all drawing subjects.



THE FIGURE
AS A SYMBOL

A countless number af
Worls throughout hiseo-
* feature the human fig-
Mre as their centnl focus.
1;'I'\-""i(‘rlll arr, Creele, and
Latin myrhology, and
thie Bable have pronvicled
Painters with human
vabjects over the ceor-
turics. The human body
howi been, foe are, o vehi-
el for POSETEYIng ideals,
Hrenpthy, shoacomings,
and aspirations of hu-

LAY,

The nude

The nude is the essential artistic subject for all
figure drawing, as it best delineates the lines,
forms, proportions, and expressivity of the hu-
man body. Different ideas and attitudes lowards
the nude have dictated how the human figure
has been portrayed throughout history. For ex-
ample, the ancient Greek's notion of the nude
differs from, and even opposes, altitudes held
during the medieval era, which differ from ideals
of the nude from the Renaissance. These ideas
can be understood more clearly by studying rep-
resentations of nude rather than clothed figures.
When artists today draw the nude figure, they
express, consciously or unconsciously, a general
conceplion of the figure that goes beyond a
mere representation of a model. The mentality
or arfistic style thal characterizes an era or an in-
dividual artist determine this representalion.

Drawing thi Human Figure 225 l
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Adhrecht Diirer, Two Dravdngs of 2 Stancing Man.

Each artist and era expresses a particular attitude bowand or
conception of the body, Renaissance ideals presented humanily
a5 capable of excellence, virtug, and great inteflect.

The practice of figure drawing

has & formal, academic
companend, which {1480). Musée Bonnal. The figures of the great masters contan
mecessitates proficiency irleas about human beings. Each movement and each expression
befare progressing to personal emphasize both the artist's mentality and the historical period in

and creative solulions.

which he or he worked.



25 Proportions and outlines

Tra-:hlmnajl}r. the height of a standing figure is seven and a half times
the height of their head. In reality, this may vary between six and a half
heads for short figures and almost eight heads for very tall figures. Of
course, this only applies to standing figures. In other cases, rather than
y Standing female and male.  working from set rules, artists work with schematic models with which
p figures equal 2 tolal height  they can frame the human figure in relation to very simple forms.
af abaut seven and 2 half

-~ heads, thaugh they may
reach eight heads.

!
1.
/
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Female and male figures

Propartions are similar for female and male
figures, Both men and women are belween
seven and eight heads fall. Howevear, women
are proportionally smaller than men. There-
fore, although the ratios of a male's anatomy
are similar to those of a female's the female
figure will be slightly smaller than the male fig=
ure. The shapes involved in female anatomy
differ from male anatomy, as well. The more
rounded and curved shapes of femining con-
tours determine a different anatomical outling
for the female body than the male body, one
ihat is based on siraighter lines.

Simple diagrams

io understand the figure as an organic yet propor-
Bonal whole, diagrams and models offer invaluable
help. There are very simple models that explain the
prapartions of the figure, the best of which is a
jointed doll, & jginted doll's proportions are the
same as those of a real live model, Art supply
slores sefl these dolls, which are made of wood and
have joinis that the artist can manipulate in order to
study different poses. However, with or without a
dummy, sketch the basic anatomical structure of
the figure when beginning a figure drawing.

| P =]
THE JOINTED DOLL

Many artists use this tai-
lor's dummy to practice
figure deawing and un-
derstund human moves
ments. The joings are not
very realistic, butin does
help to recteate and ex-
plain human anatomy in
peneril rerms,

|

|
o |
These drawings show the schematic form of proportions for the
male figure. The bilateral symmedry of the figure means its main
forms can be ordered around a central axis.

The femabe figure ordered
arotnd is axis of symmetry is
different from the male figure,
The area of the waist
and hips is wider than
the ather parts of the

ovals that approaches, with
3, - L, - some accuracy, the shape and
This dagram was dsawn from th jointed tailor's dumay, The parts of the dummy give the artist a X propartians of the female

oo wiew of the real proportions of the figure.



The figure in general terms

ny figure drawing is based on a harmony of
the prominent shapes in a figure, the more

forms that add visual interest to the drawing,
and the overall presence that the model trans-
mits: Synthesizing these elemants is incradibly
usetul for the artist, because it provides a work
method that will capture and represent any type

of figure. This approach transmits all the neces-
sary information regarding the model's move-
ments and gestures to the viewer, white still pro=
viding the arfist with the opportunity to either
develop the work in greater detail or respect the
imrediacy of the skelch or study,

—Dasic axes (shoulders,
waist) are sufficient -.
o {4
the position of a ' S Here, the general features and fines were quickly sketched in and

then refined and developed, achieving a completely integrated
figure drawing



: Austerity of material
,g':‘:';f'['}fﬁ A secret for developing the ability to easily harmonize a

figure's multiple forms is fo work with very elemenfary
media; Pencil and paper, a brush and ink, or a ballpoint
pen will capture only what is necessary. With these ma-
terials, artists must to search for the essential details
and ignore the superfluous,

Drrawing spontancouly
and withour caleulation,
almiosr withiut loaking
ot the pagrer, is in facr, a
goond idea. Many arrists
practice this (o anelio-
it their hesitation or
uange bo correct thieir work
while composing a form
In addition, the results
this procusces ae bess im-
portant tham the meantal
process, The objective is
i free g the mind wnd
fidl & lor of peper with di-
verse material  from
which the artist can
chisose o subject to de-
velop further,

Synthesis of line

To synthesize the lines in a drawing, you may work with
either a very fine tool, such as a nib.or ballpoint pen, or
with a thicker tool, such as a marker pen, charcoal
stick, or brush. When working with a medium that
produces a thin line, work quickly without raising the
pencil from the paper, and without shading. Simply
fallew the eontours of the subject with a conlinuous
line or strokes that suggest the form. When working
with a medium that yields a thicker line, try to es-
tablish the pose of figure or figures with only a few
strokes that suggest the general distribution of
volurne, light, and shadow. These are two equally
valid approaches that depend on the preference

i of the artist.
1
)
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Aeeas of wash can replace lines, and may define the volumes of \
15 body much more effectively, j L
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Here, the mast visibile lines are those which have
divided the figure by defining the shoulders, waist,
and hips, and created a Gltin the joénts to convey
mavement. Dther lines complate the figure's
mavement.

One semi-contmuous cantour
ling can suffice to define a
pose and characterize the
enire figure, picking up all its
\ relevant details.
"\

O



Capturing Movement

apturing movement can preclude capturning anatomical shape.
ketches or drawings of figures in motion may seem to commit ma-
jor anatomical errors, as movemeni elongates and distorls a figure's
shape. Because of these distortions, the arfist can convey a cerfain dy-
namism in their drawing. Representing movement in a perfectly propor-
tioned figure is very difficult, since these types of drawings provide a finite,
closed representation of the figure: any addition or transformation would
searm artificial

Sketches of movemend done
with a nib. The artist has
restriced timsel to drawing
the contours and general
shaded areas in order 1o
indicate the distribution of
volume in the figure.




THE LIFE
OF THE LINE

Often; the trajecrory of
juast ane line explains
enich mone than a [T
ing of many strokes. IF
this line is energetic, it
will ennsmit & sense of vi-
vacity tohee figare dhae i
tepresenis, Woeking with
lune: sweelinime, such as pen
LU B iHE lh:r s, :n.'qu:i:ru-
the artist to CXNPICES &
complex whaole through o
filigrec-type drawing.
This means that the line's
twists and furns maase
convey enosigh visual in-
formation 1o give the
drawing life and com-

plexity.
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Skeetches of movement da ot
aim 1o produce a drawing that
is comgplete and detailed. but

rather a dynamic approach o
commeerying the appearance of a
body in motion.

Variable proportions
If we understand the figure as a changing form rather than a static con-
struction of unchanging proportions, we will have taken a fundamental
step towards capturing movement. The practice of drawing means that an
experienced arlist can intuit the proportions of the human figure and draw
from memory or imagination, while still drawing the propertions correctly.  Often movement skeiches, as
However, the habit of perfect representation may be counterproductive  in this example by Oscar
when trying to convey a sense of life and dynamism. The artists who can  Sanchis, are much mare
free themselves from abjective representation can vary the proportions of  inleresting than finished
a figure, exaggerating certain features while suppressing others. wiorks, dug (o their unadomed
and essential appearance.

A drawing that is built on fast and loase lines is
mest aften the result of the artists” ability t work
quickly and confidently. Sketches by Gscar Sanchis.




) Process of constructing a figure

Tr-.e:.-e two brief demonsirations explain the development of a figure

Here, we will use a diagram based on the axes of movement; rather than fo-
cusing on shapes, we will focus on the positions of the limbs throughout the

figure:
. AXES AND s
> CONTOURS fj-" T 5
% 'H-:/- '.lu-;.'i"':
- 4/ Achieving the full stabiity of
' f."" ey the figure in this pose s most
). i == Y impartant. Weight has to be
'} R dEstributed logically according
o ¥ 7 ta the support and
' o { 1L arrangement of amm and leg
f - i [ joints.

= The initial skeich will
=the solid suppart of hip
=igh and the direction of
e torsn's weight an the

SuppOrting anm

=asire the figure’s contours by filling in the outknes. This

“uly describes the posstioning and propartions of the

=¢ shadows that fall on the body are the product of direct
.

3. Fireafly, shding adds realistic vehmes 1o e figure. You must fill in the shaded forms oaly during
the fina stages. since 1hey are contingent on the Rure's pose.
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The model's slim baild helps 1. Basic linear diagram of the

us understand his axes of pose. Here, the joints are
movement. Each joint i connected to exch other by
cleady visihle, making it much straight lines that alsa define
gagier o shatch the thieir proportions.

preliminacy diagram, '

FROM

DIAGRAM TO

DRAWING

2. & very detailed pencil drawing resshves all the positioning,
peoportions, and relationships between the limbs of the figune.

3. & nib and colored inks completed the drawing, giving valae to
the shadows and lighier areas of the Tgure, The nib cross-
hatiching only treaits the body's mag shaded areas.




Drawing a nude with sanguine

STAGE 1:
LOCKING IN
| AND FIRST

MARKS

"k in the drawing using
w4l, pressing very Eghtly
~@per 50 as not 1o dirty
«guing strokes that will
! ater. This blockang in
m remaan faithinl o the
m figwe's proportions.

, mark alf the areas of
_+ figure that are in the
<iwes by rubbing sofly
wwith 2 sanguine stick.
15ize the marks on the
uine and the buttocks.

figure drawing can be composed slowly or quickly. This is not only

contingent on taste or arlistic style, but also on the model’s pose.
While dynamic poses require anatomical information to be collecled rapid-
ly, compositions of static poses must be more careful and meticulous,
since the end result should look stable and calm. This will be the approach
of the following demonsiration.

e For this session the model has
changed position several limes

and the artist, Joan Sabater,

> has made some sketches.

After choosing ome of them 1n

develop further, he created the

drawings on these pages.

3. Here, blend blur the sanguing spols with your finger. This
achieves an effct thal is softer and mare compact than the
previons sanguing strokes. Blending allows the drawing to
progress raturally.
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4. Thaugh the blending does not conceal the fexture of the
jager, the previous subitle Burrings have crealed a delicate and
ontinuous sarface that grves the skin a feefing of warmih and
sensiily.

e

5. In the final steps, use a charcaal pencil to indicate all the
sheadores and dark accents 1hat the Bght areas produce,

THE FINAL
EVALUATION

6. In the final steps, in addition to the charcoad penci, use a
septa pastel pencil 1o subily blend the habfones in the shaded
areas. The result ts & magnificently modebed subject.




Nude lying down, drawn in_pastel

Pnses of people lying down usually exhibat
various foreshortened parls. meaning, parts
fhat are in perspective, The pose chosen for this
work shows interasting foreshortening in the
iegs, particularly in the thigh and knee of the
medel's right leg and in the cali of her left leg.
The positioning of the limbs and the overall
movement of all the paris are very expressive
and carry 2 significant amount of visual informa-
tion, ideal for achieving a good pastel drawing;

This ying dewn pose allows for an interesting drawing in 1emms
of 1t variety of folds, bends, and extensions of the figure. The
artist will work with pasted sticks in earthy lones,

E 1: 1. With the pastel stick held
KS AND SHAPES horizantally, apply thick
strokes to the page, creating
an initial impression of the
madet. Possible errors in
proportion or foreshartening
do nel matter at this peint,

=rdean cloth, rub over the entire drawing, spreading out
a2t of the pastel stick and blending the tone. B2 careful
—gad the paper with pigment in this slep, as the
~til in its eary stages.

rrarks and skelch the attual conlours of
a fme in bumt sienna. The artis! has managed to
based on the imitisl drawing in Step 1 that
general form of the figune.
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| 4. The drawing created in the previous step provides a good
framewnek Tor modeling the farms of the figure. Using light pinks

and beowns, spply shadows o (he areas of the hip that seround

the highest paant of the hip bone in arder to convey its shape

MARK-MAKING, ERASING,
AND MODELING

5. Blend the shadows with your fingers and spread over the
paper to create an atmosphere that susrounds the figure, making

sure nof 1o make any abrupt changes in fone. | - z —

6. Wsing a clath or an eraser,
clean up the areas on the
model that are the highest
points on the body, 50 85 10
allow for highlights. In doing
50, the lightest areas of the
deawing are the color of the
paper itself.




ADIUSTING THE CONTOURS

7. ks you develop the farms of the figure, the conlours of the
figure have changed slightly. This is neatiral, since modeling
entails working and developing thapes that inevitably affact the
contours of the subject.

B. Apply strokes fo the
outside of the figure 1o
suggest and highlight the fods
of the gheet on which the
madel i fying.

9. Here, apply the same
techniques to the figure that was
done 1o the semounding sheet in
the previows: step. Blending,
erasing. and enhancing confour
limes help to model the surface.
Hete that, when drawing the
figure, keep the shaded areas lo
a minimusm in order io keep the
overall effect from lnoking
muddled.
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1 10, Hex, definitive contours with the tip of a dark red pastel.

| These kines must nat encircle the entire sutside of the figure, but
rather appear as accents that emphasize important aspects of

the canlour.

11. Soften some contrasts
between light and shadew,
such as the intense shadows
that appear on the arm, which
wark against the overall
softness of this deficate
drawing.

FINAL DRAWING

12, This drawing by David Sanmaguel maintains a strong sense
of form, yet treats the subject with sensitivity and deficacy.
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