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in a northeasterly direction, beginning at the
southwest. Your favorite direction may turn
out to be the same or it may be a horizontal
line that runs from west 1o east. The direction
of the line isn’t important. It's the spontaneity
and directness of the line that really matters.
Don't be timid and make short stabs at

drawing lines. Dash them off with one stroke.
No one is going 1o see or evaluate them. Relax,
Let yourself go, and swing away so that you
can limber up your entire arm. If you can draw
a straight line in any direction—without turn-
ing the paper—you're to be envied. Find out
right now if you're one of the fortunate few.

Figure F. Draw lines freehand with one moton. The arrows indicare that I've drawn all these
liney from left to right, obtaining the different angles simply by turning the paper. Since
there's hardly a drawing that doesn’t require some straight lines. it's important to practice

drawing them ay often ay possible.

Figure G. You can hold your pencil in either of two
ways, whichever feels the more comfortable. Here

I'm holding the pencil in the usual writing position.

Figure H. If vou prefer, you may hold your pencil
as shown here in the “under the palm” position
Both positions work equally well.

BASIC STRUCTURE OF ORIECTS 13






























Figure E, For these three objects 've wsed the Ad Art layout and visualizing pad and a stan-
dard office pencil. In each pair, the drawing on the loft is tentative. | establish proportions
with i, The corrected, refined drawing & on the right.
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Figure C, Always be aware of eye level: the true appearance of objects depends upon i1,
Notice that the top ellipsex of the glasses are shallower than their corresponding boitom
ones. becauie the top ellipses are closer ta the eve level and the bhottom ones are farther
fram i1,
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Flower Pot, Step 1: First | draw a true cvlinder,
Then | determine the sides of the por and the width
of ity rim.

Covking Pot, Step 1: Again. | draw the entre geo-
metric cvlinder first. | observe the depth and the
width of the pot in relation to its height, and indicate
the dimensions of the lid.

Flower Pot, Step 2: | darken the correct lines, then
place a fresh sheer of paper over the drawing and
transfer these darkened lines, thereby “cleaning up”
my drawing,

P .
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Caoking Pot, Step 2: Heres the refined drawing.
I still have to determine the distance from the bot-
tom of the lid to the top of the side handles, ay well
as establish the slant of the wide handles,

Coffee Pat, Step 1: In actual praciice. these ac-
centuaied puidelines would be very light—if drawn
at all—and just visible enough to establish relation-
ships and checkpoints.

3 HOW TO DRAW WHAT YOU SEE

Coffee Pot, Step 2: Following the procedure used
in the preceding demonstranons, 1 place a fresh
sheet of paper over the first rough drawing and draw
only the pot itself.









Apples and Oranges, Step 1: With these fruits, as with any piece of fruit based on the sphere,
I first draw the complete, geometric sphere. | also draw in ellipses to help me establish the

third dimension of the spherve —depth,

Apples and Oranges, Step 2: Once | esiablish the basic form. then | can add whatever de-
partures make the particular fruit unique: its bulges, texture, and stem.

’-“""\‘
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Tea Cup, Step 2: Now I proceed to add the modifi-
cations to the sphere that can turn it into a cup. |
amit the broken line and work only with the hottom
broken line. Notice how my ellipse establishes the half of the sphere.

depth of the sphere. giving it volume.

Tea Cup, Step I: Some objects have only a part
of a sphere in their structure. Even xo, | begin by
drawing the complete sphere, as indicated by the

DRAWING SPHERICAL OBIECTS 33



Figure A. Nature provides us with many obhjects that are based on the cone. This sea shell
has iwo cones forming its construction. In order to achieve its proper proportions, you must
ignore. at first, the shell'’s rather elaborare dotail. | have indicated the two cone forms and

their relative positions within the large sea shell.
: i
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Figure B. The geometric cone can assume uny number of variatons, depending upon the
parcicular object. It can be vlongated and thin. ay in the heer glass, or compressed und broad,
as tn the cockiad glaxs and lampshade. Regardless of s modifications. you should first
search oul the basic cone shape: then begin to draw your object.
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Figure B. There are an nfinite number of shapes and viewpoints that | could use for my
table 1op. However, uis shape will ultimarely depend on (s position relative 1o the horizon
plane. I chose view 2 for the compaosition in Figure E.

Figure C. Always constder the eve level, the horizon. it controls the appearance of rhings
whether an object s on it (view 1), split by it (view 2), above it (view 1), ar below it (view 4.
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Figure D. Keep in mind that objects have solid geometric forms underlying them. You must
convey this construction, which provides depth in your drawing,

THE HORIZON PLANE 43
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Figure A. Ax vour first exercise draw these four basie forms in line. ax I've daone here. Then
add the shading, The only sharp separvation between the light and shadow planes is seen on
the eube. The other three objects have a soft, graduated wransition from light 1o dark, de-
noting their curved surfaces

HOW TO DRAW WHAT YOU SEE






Figure B. When arranging a still life. try several different light angles. wsing natural or artifi-
cial light. Here | have my light coming from the upper left. becauye it gives my objects the
maost interesting light and shadow patiern.

Figure C. Simply by applving various degrees of pressure io i1, the same pencil (the Eagle
draughting pencil #3141 creates all four values. The harder vou press. the darker the tone

Figure D, Remember that cast shadows are usually darker than the shadows on the object
itself, The darkest part of the cast shadow (s closest 1o the object
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Figure E. Position your light source ta obtain the desired effect on the abject you're render
ing. In view |, the shadow areas are dispersed to the side. creating a flat, two-dimensional
effect. In views 2 and 3. the light is coming from the upper left and right, causing a distinet
shadow pattern that emphasizes the volume or third dimension of the object. In view 4, hack-
light provides a flat sithouette in tone

ILIGHT AND SHADE 49



Figure F, Take any vbject with an interesting shape
and place @t under artificial lighe. Position the light
ar the angles indicated by the arrows. Notice how
the shadow lengthens as yvou lower the light (view 1),
until the shadow grows to the point where 11's more
important flarger) than the pot jview 2). This can
be corrected by placing anather element in front
of the cast shadow, intersecting it (view J3).
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Figure A. { Top Rowi The cube on the left s actually vellow, When drawing it in black and
white, its vellow would translate to a light gray. The middle cube is deeper in tone, indicating
that its local color may have been red or some other deeper value. The cube on the right
has the deepest tone. A local color such as brown or purple could be represented by such

value. In the set of squares (below) I've represented the tones of the eniire value scale oy
spectrum,
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Paper: First | indicate the
“focal color" of this paper
bag with a medium gray tone

applied with a “draughting”

#2314 pencil. Then. | modeled
the darker configurations and
picked our the lights with a
kneaded eraver,

Foww,
ety
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Cloth: Here | simply rub the
side of my pencil over a “can-
vas board.” a surface used for
painting in of. | apply medium
pressure to the pencil,

=7 - i

Brick: I follow the same proce-
dure here as | used in render
ing the cloth. For the brick
! rub harder 1o achieve the
dark rone which approximates
the brick’s red local color.,

Wood: For both the wood here
and the metal no rubbing is
employed. Over an even, light
gray middle tone | fust draw in
the grain of the wood with
the side of the pencil’s lead

54 HOW TO DRAW WHAT YOU SEE

Metal: After applving a light
gray tote over the entire area,
1 smoath this tone with a paper
stump, Then I draw in some
dark shopes and smooth them
out with a stump alyo,

Figure C. Practice doing the textures shown here. Remember that fust like certain spices
a little texture goes a long way.






Two Apples, Step I: In this demonstration the red apple is on the left: the green one i on
the right. In a flat manner | convey the local color of the fruit with a corresponding gra
"middle” tone. Notice that the apple on the right —the green one—has o much lighter gray
for sts nuddle rone.

Two Apples, Step 2: Herv | add the stem shape as well as the shadow areas aver the flai
middie tone. Notice that the value of the shadows on the red apple at the left ure correspond
ingly darker than those on the green apple ar the right.

Two Apples, Stép 3: Once the middle tone and shadows are correctly established, | pick
ol the hghfights with a kneaded eraser. By compressing it with vour fingers. a kneaded
eraser (composed of malleable rubber) will give vou whatever type of shape you need— from
flat and blunt ta pointed and sharp. It'’s better to press and lift on the area you want removed
than (o rub aver it, as yvou would with a hard rubber eraser

HOW TO DRAW WHAT YOU SEE









—

—

Coffee Break, Step 1: | begin by delinwating the underlyving geometric structure of the
abjects. I'm sure vou'll recognize the cylindrical construction of the pot with its comcal
lid. There's a modified eviinder forming the creamer: a cube underliex the counter top:
white a section of a evlinder forms the saucer. The cup is spherical.

Coffee Break, Step 2: Here yvou can employ your newly acquired knowledga of “local
color,” The local calors in this drawing become shades of gray which fall between the
darkest ar “lowest " value —the black handie of the pot. and the lightest ar "highest" value
— the white cup and saucer (and the highlights which can be seen in Step 3),

DRAWING A STILL LIFE 39



Coffee Break, Step 1: 1 develop the light and shadow areas on the objects themselves
I also add their casr shadows, Notice how these cast shadows follow the contowr of the
objects upon which they fall. There'’s some roflected light from the bright, white cup
onto the pot and creamer.
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Coffee Break, Step 4: This last stage is the “dessert” for the artist. All the problems, ex
cept those concerning texture, have boen solved. The best advice | can give you about
rendering textures fonce you've decided how much ro include) 1s 1o try 10 “feel” with
vour eye the quality of each surface as vou render it
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POWDERED

CHARCOAL

F.l"guﬂ-' A, The thin vineg charcoal xeick (1) 1y a good roal with which to besin g dran i
because it produces a delicare line. It can also be used on its side 10 produce broad rweeps

of 1one (a). Compressed charcoal sticks (2. 3, 4) produce both rhin lines and broad aroker
(b, ¢} Charcoal pencils, grades 2

28 and =48 (5 and 0} produce light or heavy lnes (d) de-
,wnd.-n;; upon the amount of pressure used. The chamaois skin (71 mubbed over a spot of pow-
dered charcoal will blend a big. soft tone (e, The light areas in the blended tone are picked
put with a kneaded oraser (X). One of these light areay on the lefi is vharpened with o whiie
Conté pencil (V). A fat, 87 charcoal pencil is used to produce both thin lines and broad tone
(/). The 1ortillons (11} and large paper stump i 12) can be used us additional blenders (g, hi

62 HOW TO DRAW WHAT YOU SEE



A

DRAWING WITH CHARCOAL 63




Figure B. I've used both a
medium and a sofi charcoal
pencil for this drawing, [ve
blended my 1ones. with a
stump; some of the lights I've
picked our with a kneaded
eraser. I've also used a white
Conté pencil for the hghtest
values. You can, of course, use
harder and softer pencils if
you wish. If you prefer to work
in a large scale. then you
should swing over to the big
pencils and the large sticks

Figure C. | came wpon this
delightful broom quite by acei-
dent and was immediately cap-
tivated by ity beautiful charac-
ter. I've drawn it because {
want vou ta see that a common
abject somenimes has qualities
that lift it to the level of art.
!'ve used a vine charcoal stick.
With ws poimt ['ve indicared
the straw; the tone on the floor
and walls s done wirh the side
of the stick. blending the rone
@ bit with a stump.,
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Papfr Bags_ .\'ffp I: Mo mater how complex 1h
detmil af an phject may be. alwayvs begin by setting
down the correct planes of the peometric wnder
Iving structure, as 've done heree, In this case, th
structure consises of (wa, simple cubie forms, One
I've established the big shapes, | can easily subdivid
them into smaller details such as the folds and win
kles of the haps.

Pﬁp‘fl’ 8¢L’|. Sf!‘p 2 L tiny a 228 charcaal P:’!h'u’ 1 choose hrown w rapping paper for mi
drawing surface, because it gives me both the local color of the bagy and the value of the
light areas without having to render them. Using a 228 charcoal pencil, 1 separate the darke
configurations of folds and wrinkles from the areas that are (o be left untouched (that i
the color of the brown paper). I'm careful from the beginning to establish the soft and crivp
edges of the shadow pattern that 've already laved in, When the bagy and their cast shadows
are finished. | do the counter top in white Conté cravon, hecause this is to be the piciure

lightest light. I apply more pressure, for greater contrast. and closer strokes in the areas
adjoining the larper bag. If vou wark in a large scale, use charcoal sticks instead of pencils
and substitute white pastel for the white Conié
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Shallow Bowl, Step 1: | always begin the construc-
tion uf the elements with line. It’s at this stage that
mistakes can be easily correcred. Here, some of
the key proportions are: the proper ellipses—top
and bottom—at thix eve level, the height of the
piecher in relation to the pan, and the size of the
onion compared 1o the porato. A first, { had only
these four articles. However, they didn't come off
right untl my wife (who is also an artist) suggested
thar [ wrap the dish towel around the handle. This
gives me the necessary rhythm and movemeni the
picture lacked, as well as a delightful contrast in
textures, Cover the cloth with vour hand and notice
how dull the remaining elemenis become withowt it

Shallow Bawl, Step 2: Here, ay in the preceding demonstration, | use the 228 and the 248
charcoal pencils. With the 228, 1 first indicate the arrangement, the proportions, and the
lighter gravs, With the 248, | create the darker grays and blacks, This time I use a cream-
colored, charcoal drawing paper. I establish the lightest areas with the white Conté pencil.
You can see these areas on the highlights of the pitcher, the pan, and the onion,

DRAWING WITH CHARCOAL &7



Figure A. After the complexr-
ties of the preceding drawing,
I'm sure you'll find this one
child’s play. Select two simple
objects that you may have
around and see that they com-
plement each other in size
and shape, It doesnt matter
what they are as long as they
aren't the same size. Find the
most  pleasing  arrangement;
trace or do a line drawing on
dark gray charcoal paper us
I've done here. 1've rendered
the shadows and cast shadows
with #2B and #4B charcoal
pencils, I've used a paper
stump to smooth these pas-
sages and rendered the high-
lights with the white Conté,
using the side of its pomnt. This
technique brings our the linear
pattern of the paper itself, and
introduces another texture as
well,

Figure B. One of the things
you'll find interesting about
drawing papers is that some of
them have two different sur-
faces—smoother on one side
than on the other. ['ve used
the same (Strathmore) dark
gray paper on this drawing of
the eggplant as 1 did on the
drawing of the two owls, How-
ever, far this drawing ['ve used
the papers reverse side which
has a smoother surface, yet
sull has enough “tooth” 1o
take the charcoal.
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Figure C. The composition of a picture must be
sought out in preliminary sketches. 11l describe my
series of Vroughs” individually and explain why six
of them were discarded.

1. All of the elemeniy here ave vving for attention
The diagonal from the top of the bottle down to the
bread is too insistent

2, This has possibilities. but the drapery in the hack- 3. 1 like this as an arvangement of shapes bui the
ground, combined with the napkin, steals the show bird'’s eve view seems (on contrived,

from the center of interesi
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4. [ pet 1oo close on this one. and | don't like the 5. Isolating the glass gives it undue (mportance.
negative suggestion of the mverted plass, The loaf of bread and the bottle make the picture
heavy on the left.

6. This is a very bad arrangement, The three main 7. This ts it! I feel that with a few minor changes
elements are lined up, and the knife only serves to this composition will provide the foundation for a
accentuate the monotony very nice drawing, See Figure E.
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Figure E. This drawing was done at night: the light s artificial, conung from the upper fefl.
I applied.the deepest tone to the bottle. The lightest tones are taken care of by the white
Steathmore charcaoal paper aself. Highlights are well shaped and lifted v with a Kneaded
eraver, Where 1 needed a sharp edpe on a heghlight. | used a white Conté pencil
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Figure C. For thiv sketch | use the swde of the pencil
fat the right) to achieve the crisp. broad planes of
the rocks. Rocks are generally lighter in tone on top
regardless of the angle of light, because they face
up toward the sky— the source of light, Their sidex
are generally darker in tone except when the angle
of light is excremely horizontal —as in early morning
or late evening. Then one side s tlluminated while
the appuosite side i3 (n darkness,
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Figure D. 11's primarily the shapes present that prompt me to draw this sketch. From this
viewpoint the elements have the mast interesting variety of lights and darks. Notice that the

evlindrical tree mtroduces variety to what would otherwise have been a rather monotonous
arrangement of cuhic forms.

Figure E. As the water rat said in Wind in the Willows: “There’s nothing so marvelous as
messing about with boats,” When | came upon these, arranged so beautifully and gleaming

white against the grass, | just had to draw them. Notice. especially. the wonderful counter-
point of the curves of one boat againsi another.
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Figure F. ['ve done this sketch because of the contrast of texiures present, The juxtaposition
of the wood graim, as well as the stubbly graxs, 1o the smooth meral bucke? v especially
pleasing,
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Figure A. The artraction here is primartly the interplay of rectangular shapes and the beauti-
ful cracking plaster on the wall. Charcoal is ideal for putting down quick impressions like
this. In no time at all with the side of a piece of charcoal, vou can indicate big shapes in the
broadest terms. With the point of a charcoal stick, vou can record just enough detail to cre
ate cerlain textures or interesting elements.
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When you're happy with this first impres-
sion, you can then concentrate on the edges
of shadows, gradation of tonal values, and
specific textures. As you work on your finished
drawing or study, you can erase your sketch's

Figure B. When [ did this sketch | became com-
pletely absorbed in rendering the scene before me
exactly as it was, But when | returned to the studio
1 noniced the monorony of the rock’s contour. Since
the drawing was already "fixed,” | slipped it under
another sheet from my Ad Art pad. traced it. and
replaced its rock with the one you see in view 2.
Notice that slant A of the new rock provides the
needed counterthrusi to diagonal B of the tree-
trunk.

B4 HOW TO DRAW WHAT YOU SEE

first broad, contour lines. | prefer to slip my
charcoal rough, or outline, under another sheet
of paper on my Ad Art pad, and then begin
the final rendering. (See the demonstrations
at the end of the project.)
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Figure C. All I've done 1o change the orginal scene ix enlarge the shape ar the right 1o bat-
ance the composition o bit better

Figure D. Everything s beautifully distributed in this rough charcoal sketch: the tones, the
textures, and the linear thrusts
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Figure E. Here's another rough sketch done in charcoal pencil. If I was going to do a finishe
drawing of this scene, | would do the trees a bit smaller, so thar they wouldnt compete wit
the center of interest—the house. I'd also make them a bit more slender
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Boathouse, Step 1: 1've promised 1o show you evervihing that 've done on my sketching trip
whether it'’s turned out well or not. Here's one sketch that doesn't work. 1 started with great
enthusiasm because the shapes and textures were so exciting, | quickly blocked in the line
arrangement you see here, and then it happened! I noticed there were too many things: the
background and the boais were competing for attention. | suppase | could save this one by
concentrating on the boats only, or just showing the distant horizon with the dock up frent,
as indicated by the broken line. But sometimes a drawing just doesn't come off.
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Boathouse, Step 2: Reluctant to give up on this drawing. I slip the line sketch under another
sheet of paper und start applyving tone. I only get as far as what you see here, because my
tones come out flat, Still. the calor and textures of the scene before me are so beautiful!
Evervthing is pearly, iridescem, and crying out 1o be painted! That’s the key word. painted,
not drawn. The first thing you should ask yourself is: what is it about the spot that attracts
me in the first place? If it's color, and you're equipped with only charcoal, forger it. Make
a natation to come back to the spot later with vour paints
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Figure A. The best approach in drawing hands and feet is to consider them as separaie enii-
ties. Concentrate on them. forgetting the rest of the body for the time being, Begin drawing
a foor with a simple outline of its overall shape. Then. make the necessary subdivisions be-
rween the heel and the top of the toes, Ask vourself such questions ax these: How long are
the toes in relation 1o the entire foor? Wheree s the ankle bone in relution to the heel?
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Figure A. Never lose sight of the head’s framework with its simple planes, ridges. and depres-
sions, It provides a foundation which you can modify luter 1o sunt the particular character
isties of the individual vou are drawing.
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PROJECT 18

Drawing Heads
and Faces

Drawing the head can be perpetually [asci-
nating. Wherever you may be—ar home or at
work — there'll be someone for you 1o study.
You don't actually have to draw these people,
but observe them, Try to remember the ur-
rangement of the planes of their heads, the
relatonship of the features. the construcrion
of the eyes. the nose. the mouth, and the
angle of the neck. These are all valuable
points to recall before you're ready to pick up
the pencil and begin drawing. Of course.
while vou're observing, vou're already draw-
ing. even though you havent made a mark
on the paper. It would be even better yel
to carry a small sketch pad in vour pocket
or purse and actually draw these people while
you watch them. Try for a total impression
rather than a perfect likeness.

A General Procedure

You can’t draw a head properly, even in line,
if you're not acquainted with its slopes, pro-
tuberances, and cavities (Figure A). Feel the
slope of your forehead, the cavity of your
eyes, and the ridge of your nose. As you draw
the head and facial features, feel how they
“come out”, “go in”, or turn onto a flat plane.
Also notice how the features and the entire
head itself change in shape depending on the
angle from which they're viewed.

There's a simple four-step procedure for
drawing the head which I'll state briefly here
and explain in detwil further along in this
project.

Begin by drawing the basic egg shape
of the head. Then. draw the guidelines to help
you position the facial features. Next, ren-
der the individual features. Finally. sketch
in the large hair mass, Once these [our steps
are done, then you can return to the rendering
of minute detail.

Angles and Planes of the Head

As you draw the ege-shaped head, notice
whether you're looking at it from below or
from uabove, and to what degree the head is
slanted. Notice what happens to the straight
lines on the head in the upper left corner of
Figure B. They now curve up because you're
looking at the head from below. Since the head
is also tilted, its center line (A) is also ut
slant.

Study how the guidelines follow the par-
ticular angle and viewpoint of the heads in
Figure B. These male and female heads were
done to show you that the head’s planes are
the same on both sexes, but softened on the
female. Let me point out that these drawings
are only diagrams to serve as points of ref-
grence. They aren't drawings of live people.

Facial Guidelines

When you begin to draw the head and face,
don’t immediately try for a likeness. Block
in as quickly as possible the basic egg shape
(Figure C). Now draw the “egg” head at a
45° angle (Figure D, left.) Halfway between
the top and bottom of the egg. draw a line
for the placement of the eyes. Draw another
line halfway between the eyebrow und the
chin: this is the position for the base of the
nose. Halfway between the base of the nose
and the chin is the edge of the lower lip.

In Figure D, 1 drew the side view of the
face or profile. The “hall” measurements that
apply to the profile view also apply when the
face is viewed straight on (Figure E). The
only additional consideration is the place-
ment of a line down the center of the oval.
bisecting the face. This line will help vou o
align the facial features vertically and create
the symmetry of the face.
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Figure F. The basic divisions for the features apply to both sexes. The planes are a bit mors
defined and accentuated on the male. His chin and jaw are more angular: his nose, forehead,
and mouth more “chiseled™ in contrast 1o the softer conlours of the female. However, the
features of hoth still fall in the same places on the face. Remember these facial relationship:
when you draw the actual head, Check the departures of your model's fearures from these
points of reference.

Figure G. The relationships of the male and female features are the same whon viewed from
the front as when viewed in profile. Copy these diagrams unul the prescribed measurements
are engraved in your mind.
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Figure H. Draw the same person in every conceivable position. If the model is o girl, ask her
to fix her hair in different ways, as I've done here with Holly. Try drawing in both line and
tone
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Figure M. The faciul features shown here illustrate that no matter how old or young their
awners may he they must still conform to their basic geometric construction, Draw noses,
eves, mouths, and ears whenever you get the chance. Then, when you draw the features of
a particular person, you'll be thoroughly familiar with basic shapes of features.
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Male Study, Step 1: I've done this dem-
onstration on a gray tinted paper. When
vou draw, try not 10 work smaller than
a head five inches high. Perhaps. at
this stage of your development, it would
hé better to prepare a working frawing
and then transfer only the line structure
to the tinted paper. You can blacken the
back of your working drawing with a
#4B or #68 pencil. But better ver, use a
separate (ransfer paper.

Male Study, Step 2: Now [ take a piece
of vine charcoal ora #28 charcoal pencil
and begin the rendering of details and
shadows. Then [ take a kneaded eraser
and mold it to the required shape. |
use it 1o pick up the highlights on the
forehead, the nose. cheekbone, mouth,
and chin. Youll find that you have to
press the eraser to a point for some
areas. But in larger areas yvou'll need a
round, broader edge.
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Male Study, Step 3: Try using paper in different tints of gray. Always make sure that the gray
tone is deep enough so that the highlights will show when vou pick them up with a kneaded
eraser, The reason for using a toned paper rather than white is that the middle value is al-
ready established by the paper iself. All vou have to do is 1o render the darker shadows
and pick out the highlivhes,
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Figure N. Ladies predominate in my drawingy because it’s my good fortune to be surrounded
by them. If there's no one around, look in the glass and draw yourself, When yvou get tired of
frone views, use two mirrors and draw your profile from the second mirror, This drawing
was done with an office pencil on an Ad Art pad.

DRAWING HEADS AND FACES |13



Figure A. Notice that in both front view and profile the proportions of a baby’s head differ
markedly from those of an aduli. The buby's eves are well below the halfway mark that is
used as a guideline in the adult face.

Figure B, In the adolescent (male or femalel. the facial proportions return (o the “halfway”
measuremenis of the adult face.
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Figure D. With a pad and pencil I've followed my fourteen-vear-old around the house while
she ways doing her reading homework. When she would fall into various natural attitudes

I'd ask her to “hold it” for a few minutes, These natural positions are far more satisfving
and expressive than studied “poses.”
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Figure A. Don't delay getting started with this marvelous medium simply because vou can't
get all the equipment recommended. A large white plate can tempaorarily replace the butch-
ers tray. Instead of the sfant-and-well palette, white saucers can be used for mixing the
various tones. All you really need is pigment, water, a brush, and something to draw on
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Figure B. Leaving the white paper showing through
the center. the lightest gray (s applied first. Next,
the two darker grayvs are applied, and finully the
black. all of them skirting the white rectangle of
paper. This is one of the medium’s shortcomings.
You can't achieve a fresh, crisp. light tonal value
by lightening up a dark tone.

Figure C. You can “pick up” a lighter shape from a
darker ground. With a damp brush, while the wash
is selll wet, vou can get a degree of lightness ax
shown. Bur the tone you get is just lighter gray,
never pure white.

Figure D. You can ger o dark tone a bit lighter in
value by rubbing it with a kneaded eraser. as |'ve
done here in the top square. However, you can
never get back to a really crisp white as seen in the
circle and triangle. where the paper’s surface is
left untouched.
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Properties of Wash

With watercolor, or wash, you must begin with
the light and work down to the dark values.
A tone can always be darkened. but it cannot
be lightened, at least not very effectively,

Like all transparent watercolor, wash uses
the paper itself for the white shapes. Whatever
areas you want to have white in your drawing
must be left untouched. The necessary tones
must be applied around these white shapes.
(Figure B). Once your wash is applied, you
can “pick up” or lift our a shape with your
damp brush. However, it will be a lighter gray.
never pure white (Figure C),

There are times when. through a mis-
calculation, an area turns out too dark. Then
vou can make it lighter by the laborious pro-
cess of rubbing it with a kneaded eraser (Fig-
ure D), Even though you can get somewhat
the desired lighter tone, 1 don't recommend
this practice. It's contrary to the properties
of the medium. The other alternative —which
I've never liked—is 1o throw the entire drawing
away and start again,

Flat Wash

Dissolve some lamp black (or Gamma Black)
with water in the slant or well of the palette.
Use a brush to mix it. For your [irst exercise,
mix and match the four grays that appear in
Figure E. With the white of the paper and
black, you'll have a tonal range that's wide
enough for the drawings coming up in [uture
projects.

When you've tested the four grays. take
the #7 brush and load it generously with wash,
Tilt your illustration board (or #644 H drawing
pad! about six inches from the horizontal,
Begin at the wop of the board. and without
lifting the brush. bring vour puddle of wash
down in a zigzag manner (Figure Fi. What
you've just executed is called a flar wash,

Wet-in-Wet Technique

An indefinite blending of tones can be ob-
tained with a wer-in-wet technigue. First, lay
vour drawing surface down flat. Wer your
paper or illustration board thoroughly and
let the water spread over it. Load your brush
with pigment and apply it to the wet surface.



Experiment with different degrees of
wetness— from a flooded surface 1o just barely
damp. You can force a certain pattern into the
blends by picking the paper up and tilting it in
the desired direction (Figures G and H},

Graded Wash

You can achieve a gradual change in tone from
light to dark. or vice versa. by using a graded
wash. Squeeze a dab of pigment on the butch-
er's tray for a large white plate). Dip your #5
or =7 brush (the larger the brush you can
handle comfortably. the better) in clear water.
Dissolve part of the black into a large puddie.
Rinse your brush. Dip it into clear water ngain
and work your brush into the outer fringes of
the puddle,

In Figure | begin, as | did, at corner A .
Zigzag your brush ubout a half inch down your
paper. Dip into a denser part of the puddle and
continue downward another half inch, slightly
overlapping the first strip. Repeat the process
adding darker grays untl you dip into the
black iself.

To do a graded wash from dark to light,
simply reverse the process. Begin with the
darkest value and add more and more water
as you zigzag vour way down the paper. To do
a vertical graded wash. you turn your paper.

Drybrush

There'll be times when, for textural reasons.,
you'll want some drybrush passages. These
effects are created when a brush that's fairly
dry (not loaded with pigment) is rapidly
skimmed across paper. The brush deposits
pigment only on the ridges of the paper.
The effect produced is that of pigment with
many gaps through which you see the paper's
surface.

Dip your brush into whatever tonal value
you want to reproduce on the paper (Figure 1),
Empty it by discharging most of its load of
pigment on a piece of scrap paper. Work the
brush in any direction that will flatten and
fan the point.

Linear Effects

There'll also be times when you'll want some
linear definitions over a graded or fat wash.

Figure E. Mix and muich the four gray tones num-
hered 1, 2. 3. 4. Since even the light tints appear
dark in the well of the paletre, test your tones on
a piece of scrap paper. If a lone turns out too light
when dry, add pigment: if i1’ too dark. add water.

Figure F. Practice the flar wash I'm doing here.
It’s quickly done, once you gain proficiency in
handling ir. When speed iy essential. wash s the
medium to choose.

Figure G. "Lucky accidents™ happen in the process
of wet-in-wet blending thar sometimes can enhance
your entire drawing. With this technique, vou can
quickly execute clouds. rain, mist. fog, and anything
thar requires soft edges,
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ngure H. h'_ruu want a soft I"JIL‘J.‘. the surface must be wet ar Jr.:.mp If vou want a ¢ risp edyge
the surface must be dryv. Try i few strokes of a gray tone while vour paper tx stll wer (Left)
T'ry the same styokes after the paper has dried (Righti.

Figure I. There's no easier or faster way to do the graded 1ones of a sky or render the shading
on a cviindrical form than by using a graded wash

Figure J. Take ¢ half-ineh brush that s foarrly dry: run it quickly over rough watercalor paper
Youll get a sparkling effect produced by the gaps of white paper showing through the pig-
ment. Thiv effect, known as drybrush, iv good for depicting water or the fresh, erisp mood
of a morning scene
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Maple Branch, Step I: When your working drawing
is correct, blacken its back with graphite, then trans
fer the big shapes and the large details onto an
11" X 14" illustration board.

A
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Maple Branch, Step 2: Prepare four tones of gray
fas in Project 20), Charge your #5 or 77 brush with
the lightest value and bring the wash down from rop
to hottom of branch and leaf. Make sure white de-
tatls are left untouched.

Maple Branch, Step 3: iLeft) When this first wash is
dry, begin the modeling. Run the #7 brush with clear
water down the cemer of your big branch: it won't
disturb the flat wash if the wash s completely dry.
Before the water drys, apply the graded washes that
give the branch its eylindrical form. For soft edges,
work on a damp surface: for hard edges, work on a
dry surface,

Maple Branch, Step 4: (Opposite Page) Work over
the whole drawing. While vou're waiting for one
part to dry, keep working on another until the most
minute details are finished, ax {'ve done here. Inci-
dentally, I'm sure you've noticed that the smaller
leaf was shifted down from s original position in
the working drawing. When I was tracing the big
shapes, I noticed that it was just too centrally located
berween the twig and the big leaf. Since the negative
shapes should be as varied and interesting ay the
positive shapes, I decided 1o move i,






Figure A. I've placed the buvic geomelric forms

that comprise the structure of the shells alongside
the shells, themselves, s that vou can clearly see

the modifications that ocenr. Half a sphore repre-
sents the upper part of shell 1 the enure sphere (s

wsed for its body, The cone comprises 1y tip, Sec-

tons of the cvlinder couldnt be more evident than
af the top of shell 2. The body of shell 2. in spite of
ity undulations, is clearly based on the cone.
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Figure B. Here, 1 follow the sime procedure as in
the drawing of the heanch. Firsi. | da a line drawing
with the office pencil 1o gt the correct proporiiom
and relotionships of one shell 1o the other. Then
holding the pencil “under the pulm,” | model the
shiells in this order: fiest. | vender the shadows,
watehing their roft edges on the spherical. conical,
and evlimdrical forms, Then 1 work an the cast sha
dawys to better fudge the value of the reflected lights
The darker “turning edpe” over the shadows comes
next, Finally. | darken the reflected lights in some
areas with the swde of the pencil, or lighten them
by wapping with the kneaded veaser. Turm o the
demonsiration 1o se¢ how | render the shells in
wasdr,
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Figure A. | mentioned before that nature hardly ever gives vou a perfect pretire. Well, this
is the exception. all I had ro do was to determine how much of the scene 1o include, and how
much to leave out of this rough charcoal skeich

Figure B, It wasn ¢ uniedd 1 was ready 10 render it in wash that | noticed the grotesque “maon-
ster” i drawn herve! The rough bark was rendered over the tlar wash. as demonstrated in
the smaller sketch,
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Barn Doaors, Step 1: From the charcoal rough seen
in Figure A. I've done a pencil drawing to pin down
the smaller detatls, Then I've traced the pencil draw-
ing onto idlustration board, Nexe, I lay i oa fight
flar wash followed by o durker. graded one wiich
vau see here.

Barn Doors, Step 2: After the two underiving washes
are dry, | place the pencid drawing back over them
and trace the fence and its shadow on the harn doors
and the ground. The grass texture in the foreground
iv done with a fine sponge. The hizhlights on the

grass and the doory irim are white opague

o iy

Barn Doars, Step 2 I've done this final drawing i the smdio, Study whatever yvou skeich
outdoars 1o see if it deserves further development in the same or a different medium. Notice
the wood grawn texture of the barn doors. 've achieved 1lus 1exiure with a dry brush that
way well “fanned” over the graded wash, One more point. you can work freely past the bor
ders of vour picture and then trim them back wiuth opague white.
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Farmhouse Window, Step 1: i(Lefi) Here's
v y another drawing that began as a charcoal
e - sketch daone on the spot. Ii'’s a special type
of “landscape” thats become very popular
| ! in recent yvears. ft’s known as a "closeup.”
1 ‘ l've followed the same procedure here that
' I've used with the barn doors. I trace a pencil
drawing on o (Nustration board, Then. 1
begin the rendering by laying in a flat gray
wash that vou see here, Nortice how I've left
the paper untouched tor the curtains

Farmhouse Window, Step 2: (Below) Here's
the finished drawing. I've put down successive-
v darker washes to achieve my shadows, The
- —=  texture of the weatherbeaten clapboard con-
tains some drybrush work. The broken strips
of putty are put in last with white opaque.
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Figure A, Wuh the exception of the rray and the water bowl. the equipment pictured here
can he added to the toals you 've already acquired for working (n wask, The sponges are torn
off into manageable pieces, Al this xize they can be used for textural passages and for blend:
HE weliit=wel Todes
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PROJECT 24
Opaque
Techniques

I mentioned thar I'd like you to try as many
media as possible. It's the only way to find
out which one best suits your temperament.

Opaque watercolor is my favorite medium.
So much so that | even wrote a hook exclu-
sively devoted to its handling (Painting in
Opague Watercolor. Watson-Guptill Publica-
tions, 1969), However, there have been long
stretches when 1 used nothing but inks in my
work. Actually all the media are marvelous to
handle: the more of them you master. the less
risk there’ll be of gening into a rut. The mo-
ment you begin to feel too comfortable in one.
I'd suggest you change to another to avoid
the possibility of sliding into mere slickness
and virtuosity.

Characteristics of Opaque

As you've already discovered. wash is a spon-
taneous and sparkling medium. It lends iself
perfectly 1o flat passages, as well as 1o smoothly
graded washes, If you're so inclined. you can
accurately render the minutest details with
wash. It's also the medium for “happy acci-
dents” when working wet-in-wet; when pressed
for time, there's hardly a faster way of apply-
ing pigment.

However, when the white details of a
subject are so intricate that it becomes pain-
ful drudgery to work vour way around, say.
filaments and filigree, then opaque s need-
ed. Opaque watercolor (sometimes called
gouache) i1s at best when rendering light
traceries over a dark ground. Such subjects
as delicate branches and twigs against a dark
evergreen, a lace curtain against a dark shade.
a flock of gulls against a stormy sky. in fact,
any complex articulation that's to be light
over dark is suitable for rendering in opague.

Figure B. Here's the grear virtae of opague: a fight

value can be painted over a dark one. The dark

tones here were applied first. Then the fighter ones
uall the way up to white — were painted on top

Figure C. These are the six values— four gravs plus
black and white —that can be purchesed already
prepared. Should you need more of any of the values
as vou work, all Vot have to do with these pigments
s 1o squeese the tube cofntqimnng that.
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Figure D, When working in wash the puddle of tone
i hrought down by zigzaging the brush, creating a
Hlat tanal value. In opague you can paint the borders
first and then pill in the shape. Work the pigmeni
in all directions fas the arrows (ndicate! to spread
i evenly and smoorhly
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Figure A. Concentrate on carrect proportions. refu-
tionships. and the general disteibution of lights and
shadows when preparing a working drawing, Re-
member (s only o puide, not @ drawing per se. Am
meticulous detal showld be fefi for the final render-
ing in apague. 've used an Eagle “draughting” pen-
o 214 on thin paper so thar the drawing could
eastly be truced later onto dlussration board. Turn
ta pp. 146=i47 1o see how [ develop the drawing in
opague,
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PROJECT 25

Still Lifes
in Opaque

Now let’s put the opague technigues that you
learned in the last project to work. The two
still lifes demonstrated here will give you a
chance to thoroughly explore this mediom
which allows you 1w paimt both darks and
lights on top of 1 middle 1one.

Begin your opague still lifes the way you've
begun vour wash swdies—with a working
drawing. | chose a vegetable still life for your
first study. As with the branch done in wash,
if a shape or detail is slightly off it won't really
distort the appearance of the vegetables. The
second still life will require more control.

Observe the form of the objects before
you and how the light and shadow patterns
full. Unless you want to convey a sense of
loneliness and isolation, it’s better to let your
elements dominate the picture’'s space and
relegate the background 1o a secondary posi-
Hon.

Establishing the Large Shapes

Figure A shows that the head of lettuce and
the tomato. with all their vanations, are still
based on the sphere. | keep reiterating this be-
cause | want you to be aware of the bulk and
volume of objects: objects occupy a given
space. As vou draw the head of lettuce, “feel”
the curvature of the surface, Observe how the
leaves cling to that contour. even if they 1wist
and curl.

Here. again. | suggesi you concentrate
on the main shapes, as | did in my working
drawing (Figure A) and leave the minute
details for the final rendering. At a later stage
vou can begin your drawing right on the illus-
tration hoard. However, for now it would be
better to use your Ad Art pad and then trace
vour drawing onto the illustration board. as
vou did when working in wash.

Balancing Textures

If there's no way of getting a head of lettuce
and a tomato at this particular time, then find
other vegetables, or even fruits. Keep an eye.
however, on the textural qualities and see that
one fruit’s texture complements the other.
Notice how the "busy™ surface of the lettuce
is balanced by the "quiet” and smooth texture
of the tomato, Two smooth textured fruits
or two Tjittery” ones would get a bit monot-
onous.

Using Transfer Paper

Take your working drawing und again tape it
to the top of your illustration board. Prepare
a transfer paper by blackening a sheet of your
Ad Art pad with black pastel, a graphite stick.
ar any soft pencil. Then rub the paper with a
piece of cotton or a lissue saturated with rub-
ber cement thinner or benzene. Slip the trans-
fer paper under the drawing and trace it with
a hard pencil,

Transfer paper can be used over and over
again under many drawings. If you work in a
lurge scale, all you have 1o do is shift the trans-
fer paper from one section 1o another as you
race.

Paint Consistency

I've mentioned that the correct consistency
of opague should be just thick enough to cover
the illustration board or any previous tone.
As you discovered when doing the exercises.
opaque watercolor—as it comes from the
manufacturer—is too thick for easy manipu-
lation and must be thinned. Once the paper is
covered, any details and modeling can be done
in sl thinner pain,
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Figure B. The shadows on Pearl’s face will only be
convincmng if you're aware of the modified sphere
that shapes her head. When you observe the cyl
inder shape underlying her neck. you'll have no
trouble in making the collar of Pearls dress “po
around it.” By the same token. knowing rhat her
rib cage and her arm are cylindrical will help vou
in the execution of the fabric pattern, the rendening
of uts folds. and the placement of s shadows and
cast shadows.
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Support for the Hand

| don’t know whether you prefer to work in a
small or large scale. If you work in a size that
requires your hand to rest on the drawing,
slip a piece of paper under your hand so you
won't disturb the traced line or the paint it
self. Besides, it's easier to glide your hand
over a piece of smooth paper than over the
texture of the painted areas. Of course, you
can rest your hand on a mahlstick or a ruler.
Some artisis wouldn’t put down even the mi
nulest stroke without one or the other.

Controlling Opaque

The subject of the second still life in this pro-
ject is a doll— Pitiful Pearl. Engaging as she is,
Pearl isn't a very popular doll. So. if you or
your friends don't have her. use any doll with
simulated hair and a patterned dress.

This demonstration, like the shell still
life you did in wash. requires a more complete
control of the opaque medium. In doing the
lettuce and tomato it didn’t really matter if
some proportions or values were slightly off.
However, any deviations here would be instang-
ly apparent.

I know how easy it is to get absorbed in
the handling of a medium. So don’t lose sight
of the fact that your main concern through
out this book is drawing. Even if the under
lying structure of an object is hidden by outer
coverings, always be aware that it exists and
greatly affects the final shape and character
of the surface (Figures B and C). When you
draw with this type of understanding, your
work will be convincing—whether vou're
rendering a fold on a garment, or modeling
i farm,

Suitability of Opaque

As vou'll see in the final opague rendering of
Pitiful Pearl. opaque is the medium most suited
to the subject. With opaque you can easily
render the light strands of Pearl’s hair over
the shadow of her neck and especially the
white pattern of her dress over a medium
gray ground. Can you imagine rendering this
in wash and working vour way all around the
white design? Unthinkable.






Vegetables, Step I: I've traced only the main
outline of the elements in the working drawing
onto llustration board. The lights and sha-
daws— the detail— will be rendered on top of a
flat tone. Leave your drawing laped to the top
of the (llustration board. just flip it over be-
hind the board, Begin applying the puddle
values to the objects.

Vegetables, Step 2: When the middle values
are dry, flip the working drawing back over
the illustration hoard and trace the important
details over these flat, painted areas. Find
out how thin the paint can be without disturb-

ing the flat tone underneath. The tendency of

the student (s to handicap himself with paint
that's too thick. Try to find out how thin you
can make your paint and sull get the desired
effects

Vegetables, Step 3: As vou begin the articula-
tion of details, work with both the values thar
are lighter ax well as those thar are darker
than the middie tone. By comparing the light
with the dark passages, voull be better able
to judge the proper tones of hoth. From here
o, it a matter of checking the values of one
area against another. If a spot twms ot too
dark or too light, you ran easily correct i
by letting i@ dry and then painting over it with
the correct value
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Vegetables, Step 4: This is as faithful o transcription of the objects before me as [ could
make, It's a drivwing in opague that employs both methods of blending that yvou practiced
in Project M. It'’s not. and doesn't pretend to be. a work of art. However, it's the result of
sound craftsmanship. and this you must acquire bafore yvou can aspire to be a creative artist
Notice the background; ay vou can yee, it s a wet-in-wet blended tonal band,
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Pitiful Pearl, Step 1: Unlike the transferring
of the lettuce and tomato. here ['ve traced
not only the outling but alsa the main deiails
of Pearl’s face and dress. I've drawn the shape
and position of the light on her hair. I've done
this opaque drawing on Grumbacher %150
flustration board. 10* % [57, with a medium
fexture surface.

Piriful Pearl, Step 2: The reason for transfer
ing all the important features of Pearl’s fuce
is that I'm going to use the illustration board
itself for the white of her face and arm. lt’s
a matter of common sense; if any white area
is quite large. it's not practical to cover ir
with a rone, only to have to bring it back to
white by painting over it. Here the paint is
Jjust thick enough to cover the paper, but not
thick enough to obliterate the pencil lines
indicating the folds on her dress, If your paint
covers them completely, fust flip vour working
drawing back over your ilustrarion board
and retrace the lines on top.

Pitiful Pearl, Step 3: Note the lighter gray on
her face. compared to the middle value of
her dress and hair. With the lightest value
and the middle tone already extablished. ity
now a matter of going down the scale all the
way ro black, Before you apply the darker
modeling to her hair, dampen a pointed brush
in clear water. Following the direction of the
hair, work your brush across the light area to
“kill” the bare paper. Thix hrings the entire
tonal mass closer to the hair's local color.
Flip vour working drawing back agan and
trace the pattern of her dress.
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Pitiful Pearl, .SAIIt'p 4: 've used all three—33, 25, #7— watercolor brushes on this drawing, {'ve
wied & 25 for the modeling on the face. a 27 for the dress and the hatr, and a= 1 for the defint-
tion of the single stronds of halr over her neck and behind her arm. 've also used it for the
pattern on her dress. When rendering thin lines, work vour brush to a point on the buicher’s

tray or on a piece of scrap paper. Hold it perpendicular to the surface of the paper
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Figure A. I've used the same procedure for this
drawing that I've used in the demonstration for this
project. First. | do a simple pencil owiline of the
hig shapes, followed by a thin layer of light gray cver
the entire picture area. Over this flat wash the prom-
entory. the two projecting rocks, and the beach are
layed in with 85 gray. Then | paini the lighter gray
of the water. A few dabs of black at the base of the
cliff and some white for the surf become the ex-
tremes of the tonal scheme. On the beach | use the
sponge ro create a pebbly texture. Finally, 1 add
the dark edge of the beach against the surf and
the reflections on the water
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Figure B. Barns have always held o fascination for
me: ! don't know why. It pains me when [ can't stop
and do even the simplest rough sketch of them
I'his one was done from my car somewhere in Nova
Scota. The detail in the left corner shows how [
use the side of my brush for the ground textures
Novce how the pebbled surface of the paper on the
Grumbacher pad plays s part.






Country Church, Step 1: | begin by drawing
the big shapes in dark pencil line with no detail
anywhere, | moke the line definite and dark ve
that it shows through the first, thin laver of
apaque which ['ve applied 1o the entire piciure
area. Notice that I'm working from the back-
ground forward, overlapping the background
shapes into the ones in front. Since I'm using
opague, | can put a lighter shape on top of «
durker one —as 1l do with the church and the
grass.

Country Church, Step 2: Now | begin working
my way (o the foreground. Starting with the
church, 1 put in the white of its front. the
light gray on its side. and the dark gray on
its roof. I've chosen opaque for this sketch
because | can easily superimpose the white
of the church upon the background. More im-
portanitly I could render the rall. hpght grass
over the dark mass behind it. The white of
the church and the black evergrien are my
“key " tones,
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Country Church, Step 3: When the big shapes are done (as in Step 2), vou can begin the
smaller dirtails. I've put in faint guidelines in pencil for the windows, so that they would con-
form to the perspective of the church, Then, in sweeping upward strokes using the point of
the 23 sable brush, | did the il grass. Its valuwe, checked against the pure white of the
church, turned out 10 be a 21 gray. Finally, using the same gray and the same brush, 1 flicked
tn the tombstones of the cemetery in the distance.

OUTDOORS WITH OPAQUE 153



ACRYLIC
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Figure A, You owe it to yourself 1o investigate this newesi of all media. I can think of nothing
that you can't do with i1, no matter what type of subject vou may choose as your speciality
or what .*u;‘h.r”q;u' vou may find most congenal
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Figure B, With water ay @ medium, you can use acrvlic paint like watercolor and really
splash away on a wer surface as shown here. Used us wash, you can prepare four gray values
from light to dark gray plus black. With these plus the white of the paper you'll have a value
range wide enough to render any subject

Figure C. Begin by indicating the contour of the sphere in pencil, exther freehand or with
a compass, Use the paper itself for the highlight: circle it with clear water. and begin adding
pigment as you gel into the darker areax. When you re done with the sphere, begin by circling
the cast shadow with clear water and then add pigment gy vou work your way o the sphere's
base. When you can execute a sphere properly, go on and lay in the flar wavhes. partly super
impaosing them as shown in these squares. These flar washes are executed in the samé manner
as those done with wash
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Figure D. One of the tremendous advantagey of
acrvlic o that you can glize any number of rones
over a painled texture or pattern without in the
least disturbing the work undermeath, Practice
rendering this 1exture of wood, or any patiern you
wish, Aervlic drys so quickly that yow can begin
glazing the moment you're done with vour pastern

Figure E. This impasto of white acrvlic is applied
with the paletre knife. You cun either squeeze the
tube right on the llusiration board or you can pick
up the unditured paint from yaur butcher’s tray and
spresud it on the board with your painting knife. The
thicker the paint, the langer it takes to dry. so test
i with vour fingertp before vou epply the glaze.
shown at the right,

Figure F. You can ruise a tone’s value by plazing
it with white, instead of having ro render the tone
all aver apam, The original tone heve iy at the left,
which 've “veiled” with lighter tones as 1 move
vight, With a thick enough consistency. | could have
completely covered the black drybrush strokes with
white

Figure G, Another way to achieve textural effects
i to apply a flat wash over an area. While sall wet,
dab the area with o damp sponge, a dryv paper tawel,
a piece of cloth, ar anyvthing that will give you the
textural effect you need,

Figure H. You've seen that you can use this medium as a wash, and thai you can apply it
straight from the tube to praduce a thick impaxto. You can also render the most delicate
ftnes with it—either lipht on dark or dark on lipht.
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Figure A. In view |, the horizontal movement (s so strong that it leads the eye out of the
picture. This movement is arrested in view 2 by the vertical thrust of the oil can.
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Figure B. This working drawing establishes the proportiuns and the placement of the ele-
ments in the picture. See the finished drawing in the demonstration which follows,
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Cherry Tomatoes, Step 2: Here | develop lights and
shapes onto ilustration board, 1 apply the main tonal  shadows and begin 1o explore textural effects,
values in a thin wash.

Cherry Tomataoes, Step 3: Notice the interplay of smooth and rough textures throughow
the picture. As I mentioned, there's @ nice halance vf formy. Since the focal point consists
of two cubic shapes, 1 feel they should be relieved by the spherical forms of the cherry 1o-
matoes and the cylindrical structure of the oil can,

160 HOW TO DRAW WHAT YOU SEE






162

Figure A. 1d like you to try vour hand at doing trees, weeds, grass. and rocks in ink —if you're
lucky enough to have them around. Don't negleci 1o use the piece of sponge 1o render
foliage. By tapping the sponge you can achieve a grassy effect. You cen also sweep the
sponge in the direction in which the grass grows. Weeds are better done with the 73 pointed
sable brush. Always be on the alert for other unorthodox techniques for creating textures:

applying a tone with erumpled tissue paper, scratching a wet tone with o knife, stick, or
even the handle of vour brush.
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Figure C. Evervehing in this drawing is done in wash, with the exception of the light branches
which are done in opaque. It just doesn’t make sense (o loborsously work around their lighter

values with the dark tones of the trunks behind them, as | would have been forced to do if
| had done the drawing completely in wash
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Twin Trees, Step I: | establish the sky, the distance Twin Trees, Step 2: Now, swiching 1o opague. |
and a rough indication of the ground in wash. sponge in foliage, and render (runks, branches, and

foreground with a #5 watercolor brush

Twin Trees, Step 3: A few spots are defined on the edge of the foliage with a 23 brush to
relieve the monotony of contour produced by the sponge. Wash and opague used together
here produce bettor textures and more faithful values than either technigue alone
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DraWing
Children in
Various Media

I've been talking about observing and drawing
the proportions of everything you see. Hope-
fully this attention to the fundamentals of
drawing (observing basic shapes, lights, and
textures) has resulted in a faithful reproduction
(that is, realistic) of what vou see around you.

Nudes versus Children

You've explored the general divisions of the
head as they apply to adults and children. As
you now know, these proportions may vary
from individual to individual. Yet, they'll be
an invaluable aid in doing the last two demon-
strations in this final project.

You may very well ask: why not draw the
entire figure to demonstrate all the things al-
ready learned about it? | admit it would have
been a very impressive closing to this book,
and frankly I was tempted to end it with just
such a thunderous volley of nude and glam-
orous figures. But then | realized 1 would just
be showing off without really being much help.

Children in Opaque

As you perhaps discovered in the project deal-
ing with life drawing. it's no easy task to find
a model, especially if you don’t yet have a pro-
per studio. My guess is that you would have
enjoyed looking at such nude studies, closed
the book, and for actual practice you'd have
gone back to either still lifes, landscapes,
clothed figures, or portraits.

I posed the question to all my neighbors.
Would they rather have a nude drawing, or a
drawing of one of their children? Need | tell
you their answers? Unanimously they chose
the latter. On that premise then. let's do two
mare portraits of children in opaque (see the
demonstrations) and who knows. you may be-
come famous for them.

Figure A. Try drawing children from life. Select
vour best drawing and transfer it to gray tllustration
board. as I've done here. 1've tapped any dark pencil
lines with a kneaded eraer so that they won't show
through the wash that 'l be using. I've used %23 and
=5 Winsor & Newton watercolor brushes on the
girl's head, and a #20 flat sable brush, made by
Simmons. for the background.
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Steve, Step 1: As l've done so many tmes before,
I've transferred from my working drawing to my
illustration board only the large shapes of the boy's
head and features. I've indicated in line the shadow
created by the child's deep bangs between his eyes
and over the bridge of his nose.

Steve, Step 2: Here | apply 21 gray to the child’s
face in a flat manner. The application is thin enough
to allow his penciled features to show through. |
use 22 gray on his hair, also applied in o flat tone,

Steve, Step 3: Here | go back and touch base with
the working drawing in order to be able to refine the
details. 1 apply the darker tones for the cast shadow
on his face. With a pointed sable. | delineate the
strands of hix hair as well as his evebrows and lashes,
1 use my kneaded eraser hare to lift out some high-
lights in his hair.
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Steve, Step 4: Notice that I've left the child's shirt unmodeled I've used a hit of drybrush
int hs hair, The shadow on his face becomes light as @ runs down from his forehead and
nose and blends evenually into the rone of iy cheek.
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Nancy, Step I: Once more, I've traced only the main ( h
shapes from my working drawing onto my illusera- ) '
ion board. Il be doing this adolescent girl’s por
trail in opague.
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Nancy, Step 2: Here I've luid in the main tonal 7 A '
values in flat, gray washes. Notice thar both the (
tone for the hair and that for the face are close in
value. This is an attempt to faithfully reproduce her
ltocal color in terms of bluck and white.

Nancy, Step 3: Here the darker tones have been
rendered on top of the flat washes. In this three-
quarier pose, the shadows are deepest in her hair
next to the contour of the right side of her face.
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Nancy, Step 4: Note that the iype of blending that I've done on her face is drybrush. ['ve also
wsed it in her hair, The shading alwayvs sweeps from dark toward the lighter tone. I've used
Grumbacher Gamma Grays on Grumbacher’s 2 50 illuscration hoard with medium texture,
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