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PROJECT 24
Opaque Techniques

I mentioned that 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 I even wrote a book exclusively devoted to its handling (Painting in Opaque Watercolor, Watson-Guptill Publications, 1969). However, there have been long stretches when I 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 getting into a rut. The moment 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 spontaneous and sparkling medium. It lends itself perfectly to flat passages, as well as to smoothly graded washes. If you’re so inclined, you can accurately render the minutest details with wash. It’s also the medium for “happy accidents” when working wet-in-wet; when pressed for time, there’s hardly a faster way of applying pigment.

However, when the white details of a subject are so intricate that it becomes painful drudgery to work your way around, say, filaments and filigree, then opaque is needed. Opaque watercolor (sometimes called gouache) is 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 opaque.

Pigments

You’ll need the same tube of Gamma Black that you used for the wash drawings, and a tube of Gamma White (Figure A). With these two extreme values—the darkest and the lightest—you can get any of the grays in between by varying the amounts of one with the other. Notice this distinction between wash and opaque. Wash requires only water to create a light value, while opaque requires white pigment to make or lighten a value (Figure B).

You can also get a set of six ready-mixed gray tones (Grumbacher) in tubes or jars (Figure C). There’s also a set of five tones manufactured by F. Weber Co. called “Permogray.” Together with Permoblack and Permowhite, these also form a most adequate value range.

Brushes and Drawing Surfaces

You can simply add to the stock of brushes you’ve already purchased for the handling of wash. In addition to them, you’ll need a red sable bright #20, bristle bright #5, and a bristle flat #5. The surface for opaque watercolor can be the same as that for wash. You can use any illustration board with a surface (smooth, medium, or rough) of your own preference. For the exercises in this project, the cheapest, single thickness illustration board will be adequate. In fact, even mounting board or showcard board will do.

Accessories

Two pieces of sponge, fine and coarse, will be needed. They can be either natural or synthetic. A painting knife will also be useful. Finally you’ll need a water bowl, rag, a butcher’s tray, and pencils and paper for the working drawing. You may not use all of these materials in the exercises, but you’ll need them for the still life and landscape drawings coming up shortly.

The exercises presented in the figures of this project will demonstrate how to apply a light value over a dark one. This procedure gives you the tremendous advantage of laying in the elements in flat shapes with middle tonal values upon which not only the shadows but also the lights can be rendered (Figure D).

Drybrush Blending

Opaque can be blended in two ways: by “drybrushing” an edge and by joining wet tones. Let’s take the drybrush first (Figure E). Dip into a medium gray with a pointed watercolor brush. Flatten the brush as you “empty” it on a piece of scrap paper. Then, with quick movements using only the tip of the brush, sweep the surface of the board lightly in a northeasterly direction. Turn the drawing upside-down and repeat the strokes. Be sure that the strokes sweep toward the light area or toward a lighter tone. You can sweep the strokes past the contour of a shape and then trim back with white or with the adjoining value.

However, never forget that the consistency of the paint must be correct. Your pigment must be just thick enough to cover the paper or the tone underneath. If it’s too thin it won’t cover the surface; if it’s too thick it becomes unmanageable.

Wet Blending

As the term implies, wet blending means joining a value while the preceding one is still wet. The graded band in Figure F was done by joining the four values, slightly overlapping one after the other. They went a bit past the top and bottom edges but then I trimmed them with white opaque, as I did the bottom of the cylinder in Figure E.

Practice both types of blending on a sphere, as I’ve done in Figure G. Both types of blending produce gradated tonal patterns. However, linear patterns can be produced on top of a wet-blended band (Figure H).

Working Toward Craftsmanship

Remember that these exercises aren’t an end in themselves, but merely the means toward your goal of rendering a drawing in a given medium. The purpose of learning to handle any medium with ease is to let you concentrate on what you have to say as an artist, and to free you from thinking about how to say it.
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Figure A. With the exception of the tray and the water bowl, the equipment pictured here can be added to the tools you’ve already acquired for working in wash. The sponges are torn off into manageable pieces. At this size they can be used for textural passages and for blending wet-in-wet tones.
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Figure B. Here’s the great virtue of opaque: a light value can be painted over a dark one. The dark tones here were applied first. Then the lighter ones—all the way up to white—were painted on top.
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Figure C. These are the six values—four grays plus black and white—that can be purchased already prepared. Should you need more of any of the values as you work, all you have to do with these pigments is to squeeze the tube containing that.
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Figure D. When working in wash the puddle of tone is brought down by zigzaging the brush, creating a flat tonal value. In opaque you can paint the borders first and then fill in the shape. Work the pigment in all directions (as the arrows indicate) to spread it evenly and smoothly.
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Figure E. Here’s one type of blending that you can do with opaque. Demonstrated here is the drybrushing of an edge. Be sure that your tones always sweep toward the light area.
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Figure F. With wet blending, one value is joined to another while both values are still wet. The tonal gradation is produced by overlapping the tonal values.
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Figure G. For the drybrush approach, paint a flat disc in a middle value as in view 1. You can use a compass or do it freehand. When it drys, sweep the shadow over it, view 2. Then place the highlight at the top, seen in view 3. When the light gray is dry, drybrush the small white spot over it. For the wet-blended sphere on the right, begin with the white spot and then brush the light gray next to it. Add the darker grays until you get to the contour of the shadow. You can also work from the dark shadow toward the light spot if this is easier for you. Keep the tones wet as you overlap one slightly into the other.
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Figure H. For this exercise I’d like you to use wet-blending on a band like the one in Figure F. When dry, take your #3 watercolor brush and work it to a point on your tray or scrap paper. Apply the linear pattern; begin with white at the left and end with a medium gray at the dark side.
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Figure I. Many students gingerly paint up to an edge of a tone, invariably leaving a white (paper) margin between one tone and another. To avoid this, I’d like you to practice drawing a rectangle in pencil overlapped by a cylinder that is, in turn, overlapped by another rectangle. The idea is to paint slightly past the edge, as shown. Then when dry, regain the shape of the overlapped object by painting back to its original contour.



PROJECT 23
Outdoors with Wash

Now, let’s go outdoors and try our new medium. The procedure I’ve used in the demonstrations in this project is to make both a charcoal “rough” and a more detailed pencil drawing on the spot. Then, back at the studio, I’ve rendered the subject in wash. Of course, you can use wash right on the spot as well, but you must have all the right equipment along with you.

Transporting Your Materials

When you draw outdoors, the most convenient way of carrying materials is to put the supplies required for each particular medium in individual boxes. For example, label one box charcoal and put everything in it that you’ll need for that particular medium. This saves you the bother of looking for a piece of sponge among the pencils, or for a stick of charcoal among the paints; I hate to waste time when I’m out sketching. I think you’ll like this methodical approach.

But don’t rob Peter to pay Paul. When sketching in charcoal, if you find that there are no stumps in the box, make a note to put them in on your return. The only things I don’t put in boxes are a folding stool and a 20″ × 26″ drawing board that I hold on my knees when I sketch. These I just leave in the trunk. Everything else is boxed individually.

Suiting Your Medium to Your Subject

When I came upon the barn doors that you see in this project’s demonstration, I knew that they deserved more than a brief sketch. First, I did a charcoal sketch (Figure A) only as a preliminary step. Then, I used a working drawing (over the charcoal sketch) to pin down more accurately the smaller details.

I took both drawings back to the studio and, armed with the tonal scheme I’d laid in with charcoal and the accurate line drawing in pencil, I started the wash. I chose wash for this drawing because I pictured in my mind the graded wash on the doors covered with a drybrush texture. The entire ensemble said “wash” to me. This is what I mean when I say that a certain subject will cry out to be done in a particular medium. Not that it couldn’t have been done in opaque, for example, but I felt that wash had the necessary characteristics to do this particular job best.
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Figure A. I mentioned before that nature hardly ever gives you a perfect picture. Well, this is the exception; all I had to do was to determine how much of the scene to include, and how much to leave out of this rough charcoal sketch.
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Figure B. It wasn’t until I was ready to render it in wash that I noticed the grotesque “monster” I’d drawn here! The rough bark was rendered over the flat wash, as demonstrated in the smaller sketch.
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Barn Doors, Step 1: From the charcoal rough seen in Figure A, I’ve done a pencil drawing to pin down the smaller details. Then I’ve traced the pencil drawing onto illustration board. Next, I lay in a light, flat wash followed by a darker, graded one which you see here.
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Barn Doors, Step 2: After the two underlying washes are dry, I place the pencil drawing back over them and trace the fence and its shadow on the barn doors and the ground. The grass texture in the foreground is done with a fine sponge. The highlights on the grass and the door’s trim are white opaque.
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Barn Doors, Step 3: I’ve done this final drawing in the studio. Study whatever you sketch outdoors to see if it deserves further development in the same or a different medium. Notice the wood grain texture of the barn doors. I’ve achieved this texture with a dry brush that was well “fanned” over the graded wash. One more point: you can work freely past the borders of your picture and then trim them back with opaque white.
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Farmhouse Window, Step 1: Here’s another drawing that began as a charcoal sketch done on the spot. It’s a special type of “landscape” that’s become very popular in recent years. It’s known as a “closeup.” I’ve followed the same procedure here that I’ve used with the barn doors. I trace a pencil drawing on to illustration board. Then, I begin the rendering by laying in a flat gray wash that you see here. Notice how I’ve left the paper untouched for the curtains.
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Farmhouse Window, Step 2: Here’s the finished drawing. I’ve put down successively darker washes to achieve my shadows. The texture of the weatherbeaten clapboard contains some drybrush work. The broken strips of putty are put in last with white opaque.


A Parting Word

I hope your enthusiasm and dedication, plus the instruction I’ve advanced throughout these projects, will make the road toward becoming an artist a bit easier for you. I’ve tried to stay in the background and suppress any personal technique. It hasn’t been my intention to show you the way I swing a pencil; these techniques, for better or worse, are mine and mine alone. If some of my mannerisms have crept in, ignore them completely. Render everything you draw in a style that you find beautiful and appealing.

My only purpose here has been to acquaint you with what I consider the clearest, the most practical, and the most enjoyable way of learning to draw. For this reason I’ve stressed the fundamentals of the craft.

Oh, I know the old saw advising you not to worry about drawing what you see, but seeing what you draw. Very witty, indeed. But this advice should be flung at the experienced artist, not the art student. First, I believe that you must learn to imitate the object; then you can depart from it.

It saddens me to come to the last project in this book. I’ve said everything on the subject that I’ve wanted to say. Before I close, remember than an artist is a perennial student; there are other books and other teachers to be consulted. Yet, I hope that I’ve given you the equipment to develop your skills further. If I’ve made you realize that art is not so bloody sacred—more a matter of developing your gifts through determination and industry—then I’ll put the period on this last sentence without regret.



Part One: Fundamentals of Drawing

I believe that you must learn to draw things as you see them—realistically. That is, you must reproduce the dimensions and proportions of a given subject. To render a faithful, realistic drawing, you must be able to observe the basic structure of an object, regardless of how complex and obscured by detail it may be. You must train not only your hands but your eyes as well.

However, the ability to depict an object literally doesn’t make you an artist. No one ever claimed that the faithful duplication of nature (an impossible task anyway) produces art. But the ability to draw things as you see them is the first step toward becoming an artist.

In other words, throughout this book you’ll learn to draw realistically. The objects before you will dictate what you should do, and the result will be the literal representation of the object. When you’ve finished the projects in this book, you’ll be equipped with the necessary skills to enable you to express yourself as an artist. Having learned the fundamentals, the craft of drawing, you’ll have a solid point of departure from which to create. Then, if you wish, you can leave the literal imitation of a subject to the students behind you.




PROJECT 8
The Horizon Plane

Now that you can draw any object, regardless of how many basic forms it may contain, let’s take another look at this thing called perspective. Whatever your subject may be, you must consider its position in relation to the horizon plane. The horizon plane is simply the surface that extends from the horizon, as you look straight ahead, to your feet, as you lower your eyes.

Relating Objects

While its verticals remain vertical, the top and bottom of an object are affected by their relative positions to the eye level or horizon. Both the top and bottom of an object get narrower as they near the horizon.

In Figure A, I drew the grid on the horizon plane to show you graphically how the horizontal lines of an object converge to their respective vanishing points. I arbitrarily established the grid first; then I drew the forms at various distances from the eye level so that you could see how these forms are affected by their different placements.

Contours

Note the ellipse in Figure A at 1 and 2. A circular surface must conform to the horizon plane on which it rests; check 3, 4, and 5 of Figure A. The only object that never changes its contour, no matter where you place it, is the sphere. Take a ball, for example, and place it anywhere you wish. Notice that its contours remain the same.

To demonstrate this principle further, draw a circle and a square side by side; they don’t have to be any larger than four inches. Place the paper on which you’ve drawn them at your feet. Now lift it slowly toward your eyes, holding the paper flat. As you raise the paper, notice how the circle becomes an ellipse and the square becomes a rectangle. The closer they get to your eyes, the more shallow these objects become. The height of your eyes is the eye level, or horizon.

Creating a Composition

First, you must consider the height at which you’ll place your objects. This may sound a bit too rudimentary, even for a student. But you’ll be amazed to learn how many compositions are weakened by a placement that’s either too high or too low on the horizon plane.

It’s helpful to ask yourself questions similar to those asked in the beginning projects. Would my elements look better if I saw them from above? Would the composition be enhanced by lowering my eye level? Would it be better yet if the horizon were to split the elements? This occurs when you see neither the top nor bottom of an object, as in Figure B, view 1. Your choice regarding the placement of your objects in relation to the horizon will ultimately depend on the shape and the number of objects in your composition.

Selecting a Viewpoint

Along with the placement of a group of elements, the selection of the proper viewpoint is essential to creating a good composition, regardless of your subject. As an exercise to help you visualize the effect of your viewpoint on your composition, place four or five things on a table. They can be any objects on hand; you’re not going to draw them. Stand next to the table and observe their different shapes. Bend over, placing your hands on your knees, and observe the difference as one object appears to overlap the other. Should the taller article be moved behind the shorter one? Now sit on a chair and observe still more changes in the group of objects. Should anything be shifted to create a better group silhouette? Fall on one knee and study the group. Was it better when you were standing? Finally, sit on the floor. Is the group still better, or does the whole composition visually fall apart?

Perspective in a Still Life

The point of view from which you decide to observe and render your objects is essential to composing and drawing a still life. In Figure E, I’ve attempted to illustrate how to go about composing a still life, although I’ve made no attempt at achieving a finished drawing of one. We’ll come to that later on.

Of the several positions seen in Figure B, I choose view 2 for my table top. The first element that I draw is the cubic shape of an opened, brown paper bag. Although the table top is at one angle and the bag is at a different angle to it, their respective vanishing points are on the same horizon.

You can turn an object to any angle you wish, and its vanishing points will remain on the same eye level, as long as your viewpoint remains unchanged. So when you begin a drawing sitting down, don’t stand up to finish it, and vice versa.

Working with Actual Objects

By merely copying all of the figures in this project, you can probably learn something. However, you’ll be depriving yourself of the invaluable experience of working from actual objects. Even if you can’t duplicate all the objects I’ve used in Figure E, use whatever you have on hand.

Be sure that one of your items corresponds to the paper bag I’ve used. Its less rigid contours serve as a foil to the severe straight lines of the other objects.

A Brief Summary

Every project in this book is built upon knowledge acquired in the preceding project. No single project is isolated or self-sustaining, because drawing is a cumulative art. That is, one skill must be mastered before you can be successful with the next one. For example, it would be impossible to teach you to draw a cube if you couldn’t draw a good, straight line.

So far, all the drawings you’ve done have been in line (that is, without tone), because it was necessary to concentrate on establishing the proper proportions of objects. To have introduced the problem of light and shade and tonal values would have simply been putting the cart before the horse. But now that you’ve mastered some fundamental skills of drawing, you can move on to rendering light and shade.
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Figure A. Notice that as an object nears the horizon its top and bottom planes get shallower; conversely, as an object drops away from the horizon its top and bottom planes get deeper. Compare the ellipses at 1 and 2 with that of cone 3 and cylinder 4. Look for this principle in the world about you, even when you’re not drawing.
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Figure B. There are an infinite number of shapes and viewpoints that I could use for my table top. However, its shape will ultimately depend on its position relative to the horizon plane. I chose view 2 for the composition in Figure E.

[image: ]

Figure C. Always consider the eye level, the horizon. It controls the appearance of things, whether an object is on it (view 1), split by it (view 2), above it (view 3), or 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.
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Figure E. This drawing is an exercise in composing a still life. First, I establish the correct proportions of the main element—the open paper bag—keeping in mind its relation to the horizon plane. Then, I add three additional cubic elements. When there are a number of cubic forms in your composition, you must introduce another basic form to avoid monotony. Here I add three cylindrical objects for just such a contrast. When I feel that my objects are varied enough in shape and placement, I observe the silhouette of the entire group of objects (indicated by the triangular, broken line). I feel that the top of the silhouette of this group is interesting enough, but the bottom is too even and static. To correct this I position still another basic form—the sphere—so that the bottom of the silhouette will echo the triangle at its top.


PROJECT 21
Drawing with Wash

Since you’re now familiar with some basic techniques let’s put your newly acquired knowledge of “wash” to work. For your first wash drawing, you’ll begin by preparing a “working drawing” in pencil. This working drawing will be traced onto illustration board and finally rendered in wash. This is “behind the scenes” work; the public never sees it. The charcoal drawings you did were an end in themselves—ready to be framed and hung; these working drawings are not. Their only purpose is to serve as a guide for your finished drawing in wash or any other medium you wish. They record only the salient points you’ll want to transfer, leaving the minute details of the finished drawing to be rendered in the particular medium you’re working in, in this case, wash.

Working Drawings

Follow the demonstration I’ve done in this project. Go out and pick up a branch that has several leaves and bring it into the house. Set it up in any position you wish and begin your “working drawing.” Your drawing doesn’t have to be true to the last detail. Just establish the big, overall proportions and a suggestion of the lights and shadows. See my Figures A and B for examples of such drawings.

Realism First

At present you’re concerned with creating a factual representation of an object. Later, the object—animate or inanimate—will only serve as a point of departure for you. As you let your sensitivity and your reactions take over, you’ll become more subjective. The more you submerge the cold, calculating eye of correct proportions, the more you’ll change, exaggerate, and distort in order to express visually the emotions you want to convey.

But remember this stage comes later, after you have mastered the fundamentals. It’s only when you know why you throw away or bend certain drawing principles to your own needs that your art will rise above the factual and have the power to impress your spectator.
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    Figure A. I’ve made this drawing from the actual branch, keeping in mind the negative shapes and cylindrical forms diagrammed in Figure B. I hold the office pencil in the conventional manner for the thin lines and “under the palm” for the broad, shading strokes. If the prominent cracks and knots on the branch are correct, the smaller ramifications can be done with wash right on the finished drawing. The drawing is now ready to be traced to illustration board, so see the Maple Branch demonstration.
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Figure B. One of the requisites for sound drawing is the accurate observation of both the positive shapes and negative shapes of objects in a composition. In case you’ve forgotten, the positive shape is the object itself, and the negative shape is any area left vacant. Since the positive shapes of the branch and its leaves are so obvious, I’ve diagrammed and “pulled out” the negative shapes (A, B, and C) and toned them gray so you can see them clearly.
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Maple Branch, Step 1: When your working drawing is correct, blacken its back with graphite, then transfer the big shapes and the large details onto an 11″ × 14″ illustration board.
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Maple Branch, Step 2: Prepare four tones of gray (as in Project 20). Charge your #5 or #7 brush with the lightest value and bring the wash down from top to bottom of branch and leaf. Make sure white details are left untouched.
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Maple Branch, Step 3: When this first wash is dry, begin the modeling. Run the #7 brush with clear water down the center of your big branch; it won’t disturb the flat wash if the wash is completely dry. Before the water drys, apply the graded washes that give the branch its cylindrical form. For soft edges, work on a damp surface; for hard edges, work on a dry surface.
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Maple Branch, Step 4: Work over the whole drawing. While you’re waiting for one part to dry, keep working on another until the most minute details are finished, as I’ve done here. Incidentally, I’m sure you’ve noticed that the smaller leaf was shifted down from its original position in the working drawing. When I was tracing the big shapes, I noticed that it was just too centrally located between the twig and the big leaf. Since the negative shapes should be as varied and interesting as the positive shapes, I decided to move it.


PROJECT 16
Drawing the Figure

Up to this point you’ve been learning to observe and draw proportions of everything you see. Establishing proportions is also a vital consideration when drawing the figure. You must constantly check one part of the body against another in order to draw a faithful reproduction of the human form.

Basic Body Proportions

I’ve no idea who first advanced the notion that a figure has a height based on the length of eight heads. But we’ll use this measurement as a basic foundation for the real figures we’re going to draw. However, this measurement is only a point of departure.

The diagrams in Figure A (male on the left, cylindrical form in the center, female on the right) are only “ideal” figures, to be used as yardsticks against which to measure the real figures you’ll be drawing from. As you draw from life, you must be aware of how the figure before you differs, and by what degree, from these “ideal” proportions.

Cylindrical Human Form

I’ve done the central shape in Figure A to show you that the human figure also has an underlying geometric form—the cylinder. By drawing a human body in cylindrical form, you become aware not only of the body’s contours, but its dimensions as well. The body, like the cylinder, is a three-dimensional object. Even when drawing solely in line, you must convey the body’s weight and bulk.

To fully experience this fact, I want you to grip your arm, your leg, and run your hand around your rib cage. When you draw, remember to both feel and convey this volume and weight that you’ve just experienced. A good way to achieve volume and weight in your figures is by searching out and drawing cylindrical shapes.

Some Body Measurements

Learn to construct the basic cylindrical figure by beginning with the rib cage; remember that it includes the neck. The rib cage is fundamentally a cylinder with its contours modified to approximate the human shape. The rib cage is about two heads high, when viewed in an upright position.

The pelvis section is about one head high. The arms extend half a head below the crotch; the lower leg, including the feet, is two heads in length. Of course, all these proportions are relative. They apply only when the body is viewed straight on. When parts of the body recede from the viewer or come forward, there are additional considerations.

Foreshortening

Just as an object appears to diminish in size as it moves farther away from the viewer, so do parts of the body. In other words, the body has perspective, just as objects and landscapes do. When this phenomenon, perspective, is applied to the body, it’s called foreshortening.

I think that it’s a very descriptive word, because whether an arm or leg “goes back” or “comes forward” it appears to be shorter than its actual dimensions.

In Figure B you see the bulk of the body and what happens to the body’s cylindrical forms when they’re foreshortened. Copy this figure. Notice how the torso “breaks” at the waist when the figure bends from side to side or back and forth. Notice also how the hands and feet relate in size to the length of the head.

When I learned to construct the basic figure, my joy knew no bounds. I could sit down anywhere and draw it in any position I wished, no matter how complicated the pose. I did hundreds upon hundreds of figures—dancing, jumping, running, pitching a ball, etc. (Figure C).

Drawing from Life

Even if you can’t afford your own live model, most fairly large towns have some type of life drawing class where a live model is present. If you’re working with your own model, pose him (or her) in a relaxed position that won’t be a strain. Even so, about every fifteen minutes, ask your model if he would like to rest. He’ll think you most considerate and put his best foot forward—no pun intended.

Follow the same drawing procedure that you’ve used for rendering other subjects. Look for the relationship of one part to another and block in the large forms. Make a mark for the top of the head and another for the feet; then you can easily judge where the torso belongs and what its length, angle, and girth should be. From here you can go on to the placement of the limbs. The length of the legs, already determined by the mark made for the feet that you indicated earlier, shouldn’t be much of a problem. Then check the angle and the length of the arms and whatever foreshortening they may have. (See the demonstrations at the end of the project.)

Working Over the Whole Figure

Concentrate on correct relationships and proportions of individual parts of the body. As you begin blocking in your figure, be sure that there’s enough room to do it entirely. There’s nothing more distressing than to see a student absorbed on a torso of a figure, finishing it to the minutest detail, and then discovering that there’s no space left for the figure’s legs.

Always work on the entire drawing, no matter what the subject. If you were to stop five minutes after beginning, your drawing should be unfinished but not incomplete.

Light and Shadow on the Figure

Place your model in a light that will bring out the solidity of the body forms. Even if you decide to do only a line drawing in the beginning, your figure must convey the illusion of the volume, of three dimensions.

The play of light on the human figure creates the patterns of light and dark that can convey its solidity and dimensions. When you feel confident about basic proportions, then add shading. Render the shadow areas of your figure in pencil or charcoal (the most suitable media at this stage). You can use the stump on the tone of these shadow areas to further enhance their smoothness. The kneaded eraser is good for lifting out highlights and emphasizing contours.
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Figure A. I want you to consider and apply the principle of cylindrical construction as you draw the human body. You can begin by indicating the geometric cylinder first. This should only be a preliminary step. As you articulate the actual human contours, you’ll be conscious of all three dimensions in the forms before you. Later you can dispense with the geometric cylinder altogether and begin with the actual contours of the figure.
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Figure B. Here I’ve constructed a female figure with its basic cylindrical components drawn separately. Their relative positions within the whole figure are indicated with arrows. Besides the cylinder, notice that the sphere plays a part in the shape of the breasts. The sphere that forms the head is modified into an egg shape. Remember the cylindrical figure is only a means to an end—drawing a correctly proportioned human figure.
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Figure C. Try to spend at least fifteen minutes every day drawing the basic cylindrical figure in every position and from every angle. As with the other fundamentals of drawing, “practice” is the key to facility of execution.
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Figure D. Eventually, you can dispense with the basic cylindrical figure, provided you remain constantly aware of the volume and weight of the body’s components.
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Reclining Nude, Step 1: I begin by trying to capture in block form the graceful rhythms of my model’s body. I work carefully on proportions and in achieving a sense of dimension. Notice the foreshortened leg bent underneath her. I also consider composition as I work. I break up the almost straight line of her back by introducing some folded, curved drapery behind her.
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Reclining Nude, Step 2: Here I consider the tonal scheme. The positioning of the lights and darks helps to give her body volume. Also, the shading on her bent leg emphasizes the foreshortening. I use a regular office pencil in the first step, and add shadows here.
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Seated Nude, Step 1: Here I use my Ad Art pad and a charcoal pencil. I first block in the large forms and proportions of the model’s figure. I use cylindrical construction to clarify the proportion and direction of her body’s individual forms. Note that her left leg is directed almost squarely at you.
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Seated Nude, Step 2: As you render lights and shadows, as I’ve done here, imagine that you can touch the resiliency, or the firmness, of the body’s surface. Note the sharp delineation of my model’s clavicle and knees. In these areas the bones come close to the skin’s surface. There are softer transitions on her breast and thighs.


PROJECT 3
Drawing Cubic Objects

You’ll use the same “office” pencil that you’ve used in the two preceding projects, but now I’d like you to get several drawing pads. They come in varying sizes: 9″ × 12″, 11″ × 14″, 12″ × 18″, 14″ × 17″, and 19″ × 24″. Don’t let a salesman sell you any fancy or expensive paper; it’s not necessary at this stage of your development. Besides, you’re going to use reams of it in the exercises alone. So get the cheapest; it will be perfectly adequate for your purposes in these beginning projects.

Cubic Forms in Everyday Things

Now you’ll see why I dwelt so long on bare boxes. I wanted you to see what happens to a cubic form as you turn it, lower it, and raise it. The figures in this project represent only some of the thousands of objects that have the cube as their underlying structure. As a rule, they won’t be perfect equilateral cubes. But whether they’re long, narrow, and thin or short, wide, and thick they’ll still conform to the cube by having a top, a bottom, and four sides.

Searching with Lines

With this in mind, draw your television set, a box of tissues, one of your tables, and your kitchen range, etc. (Figures A, B, C, D, and E). Sit with your pad on your knees and notice the length compared to the width of the top plane of these objects. Observe the relation of the sides to each other and also to the width and height of the entire object.

As you search for the correct width, height, or depth of a plane, you’ll draw many inaccurate lines. Don’t erase them. Keep searching with other lines until you feel satisfied that you’ve got the right ones. Accent your correct lines by bearing down on them with your pencil. Place a fresh sheet of paper over your object and pick out only the correct lines, as I’ve done with the drawings in this project.

If the television set or the range prove too difficult at this stage, then draw a suitcase or a box of matches. When you’ve gained more confidence, you can return to the more complex subjects.

I sincerely wish you’d tackle everything. If your hand is still a bit reluctant to do your bidding, let it lag. It will catch up with your demands—it always does. The training of your eye to observe, to weigh, and to compare correct relationships is more important. For the moment, let your drawing be labored or even crude, as long as it’s correct. Facility will come in time, I assure you.

Handling Detail

When you’re sure that the overall proportions of your object are correct, proceed to whatever detail it may have. For example, with a television, judge the distance that a knob might be from its edge, as well as the knob’s size in relation to the width of the plane that it occupies. Is the knob centered on that plane? If not, how much off-center is it?

If your object is a table and its detail consists only of legs to be added to its top, how thick are these legs in relation to their height or the width of the side panel? If your object is a bookcase and detail consists of books within it, what’s the height and width of the book in the center of the shelf? How short and thick is the next one?

I must emphasize again that the large planes and dimensions must be established correctly. You can then subdivide the large shapes into smaller ones, and these in turn should be divided again until you get to the minutest detail.

Using the bookcase as an example, its overall proportions must be established first; then the placement of the shelf or shelves should be determined. Next, the books can be delineated in their proper width and height, followed by the detail on the spine of each book.

Refining with Tracing Paper

Begin by drawing every cubic object in the room about you. When you feel that their basic cubic proportions are correct, then, and only then, start adding whatever details the objects may have.

In Figures A through G of this project, there are objects drawn in two stages. In the drawing on the left of each pair of drawings, notice how roughly I indicated the overall shape of the object as I searched for its proper proportions. Once having found these proportions, I darkened these correct lines. Never erase. Once you begin to erase, you lose your means of comparing correct to incorrect shapes and dimensions.

Having established these corrected proportions I place a fresh sheet of paper (preferably tracing paper) over the first drawing and “clean it up”. That is, I transfer only the correct lines to the new sheet of paper. Although you don’t have to use tracing paper, you obviously must use paper that’s transparent enough for you to see the drawing beneath it.

If some inaccuracies still remain on your second sheet, correct them with new lines. Place another new sheet of paper over them and transfer the corrected drawing. In Figures A through G of this project, the drawing on the right of each pair is the corrected, refined one.
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Figure A. With this television, or with any object, remember to draw the big shapes first; then you can add the details.
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Figure B. Note that the broken “guidelines” indicate that the table is a cubic form.
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Figure C. This tissue box is the simplest form and a good one to begin with.
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Figure D. All five objects here are below eye level. Note that each object reveals its top plane and two of its sides.
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Figure E. For these three objects I’ve used the Ad Art layout and visualizing pad and a standard office pencil. In each pair, the drawing on the left is tentative. I establish proportions with it. The corrected, refined drawing is on the right.
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Figure F. In each of these three pairs of drawings I begin searching for correct dimensions with the sketch on the left. I never erase. If an angle or a line is incorrect, I simply draw another. After darkening the correct lines, I transfer them to a fresh sheet and work on the corrected drawing that you see on the right of each pair.

[image: ]

Figure G. If the plane of an object has rounded corners, first establish the correct proportions of that plane using square corners. Later, when your drawing is refined, you can round the corners off. If an edge curves slightly, the same rule applies. Draw it straight; then later on accentuate its convex or concave character.
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