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Introduction

training the Artist’s
eye

dimensional surface by using basic elements of form such as composi-
tion, proportion, and volume effect. Drawing is the fundamental basis

for all types of artistic works. Sculpture, painting, architecture, and

even film and photography use drawing as the initial medium to con-
ceptualize, understand, and develop the various components that will
work together in the final project. Drawing is many times an original
work in itsalf, giving us the ability to reproduce our surroundings and
environments.

As is the case for any art form, drawing can be learned; it isnot a
special talent that only a few possess. Like writing, which begins with
letters that form words, which in turn form phrases, drawing begins
with a succession of points that form lines, which create shapes.
shades, and stains. The secret of any drawing does not lie In one's abil-
ity to apply a certain technique, but rather in cne's ability to leam how
to observe and analyze a theme, create the drawing's cutline, amange
its composition, and calculate its proportions. Theretore, training the i

artist’s aye is the first step in any artistic work. The trained eye pra- ¥
cedes the drawing and helps create what may be called a drawing of . }'
the drawing that is based on a set of both abstract and schematic ap-
p o better a model, blish a be-
tween the seemingly disordery gesture and the clarity of the structure, ¥ "
Since we are aware that the lack of this basic knowledge is the Ll Yr
greatest obstacle a beginning artist thia book iz int ) .
ed to provide all the necessary nfun:‘::m needed 1o begin umwin:k“i‘—»‘f& R
‘Wa explain clearly and ically each of the and tech- -t
niques that professional artists often apply instinctively. In addition to e
these, you will find information about other important aspects, such as
training the hand, ing the siroke, position, and voluma af-
fects offered by various medi tools, and ials. It is ial to
understand and master these basic lessons in order to draw confidently.
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basis of any |
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friction.

D . .
Delieve it or not,
but just a bit of friction

will start ¥Ou on your drawing course. When a paper's surface
is scratched with any pigmaent medium particles are keft behind.
These particies leave an intense, yot delicate stroke. A simpla touch

with your finger and the stroke will vanish as charcoal dust. Due to
its delicate properties, charcoal is the ideal medium to begin drawing with, since mistakes can be

easily corrected.
A gh an artist has a H amount of freedom regarding how he or she chooses to
apply various i the inherent istics of i and and how they ara

used cannot be ignored and must be learned. Anyone interestad in drawing and in obtaining the
most benefit from a given material should know and follow its “rules.” Each tool and material gives
specific and unigue results that no other medium can duplicate.



raphite: line,

The shape of 8 graphite stick's
point and how it 18 positioned
on tha paper are essential in
controfing a stroka's quaky.
Differpnt effects can be
abtained with (4) a shap
point, (B) &l point, or 1C)
e S of 1 POt

control, and properties

Graphile is one of the most popular drawing mediums among both art

dents and i Comp to other media, it is durable and very
easy to handle. Graphite is the most immediate, versatile, and sensitive
drawing medium that is suitable for quick sketchas as well as for detailed
work. Graphite is fragile, oily, and soft ta the touch, and comes in several
forms: sticks, pencils, and powder. It can be used on almost any kind of sur-
face. Due to its oily texture, its marks are permanent and do not require a fi-
nal fixative, although in some cases it might be advisable o do so. When
used for shading, graphite has a smooth, velvety appearance, which can
appear sharper and more intense when the point is pressed directly against
tha paper. The artist has great line control with graphite, since it can be
erased and redrawn as many times as necessary.

T

.l?

I:.l

It is 8 good idea to experiment with graphita sticks and
jpancils that have different degreas of hardness.

The graphite sticks balow have vanous degrees of hardiness, The hardest shicks
produce 8 soff stroke and are commonly usad in predminary skefches. The softest
sticks provide a thicker, more infense stroke and are used for skefches with movament
and tonal proportios.




Grapihte sicks come n difianent S26s and vanous

degreas of hardness. Above arg rectanguiar graphite
StEks.

FLAT GRAPHITE STICKS

Some types of graphite sticks, such as flat
sticks, are used for large-scale works in which
large areas need to be shaded. They also create
intense strokes. Flat graphite sticks do not have
a point and are many times drawn on their flat
side. Since graphite sticks are not covered in
wood or plastic, thelr point configuration s not
limited, which means you can draw a large
variety of strokes.

When held on ther flat
side, graphite sticks an
used for drawing wide
strokes and for shading
large areas.

When hold uprght, the
graphite stick's point
creates a thin andt
Intanse siroke,

Hera you can see a sample of the sirokes and eflects thal
can be otianed from fat graphife stcks: (4] bnear sfokes
wath the fiaf side, (B] ringlets wath the point held upnght,
(G widhe Strokes wath the fiat sidle, and (T wide strokes
with the point.
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Mochanies pancils me vory i1
corenient fo use snce thay
can be camed around easily
Like pancils, rafils come in 2
wicks ramge of soft and had
loads,

DEGREES OF HARDNESS

The vanowus pessibilibes of a stroke’s intensity
depend an the graphite stick or pencil's hard-
nesa, This variation in hardness allows us to use
Tight and dark lines 1o create light or dark shad-
ing. A number and letter, engraved onto the pen-
cil's side, indicates its hardness. Pencits with the
latter H have hard leads and make thin, light lines
that are commonly used in technical drawing.
Poncila with the latter B have soft leads and
make strong. dark lines. The number that ac-
companies the ketter also indicates the pencil's
hardness or softness; the higher the number, the
harder or softer the leads is. A good selacton to
begin with is: 58, 3B, B, and HB, Artists usually
use the softer leads because they create intense
lines, which makes shading much easier, It is
also a good idea to have some mechanical
pencils, so that you have different options to
choose from.

Elaborats inear figure work can be actieved with

graptute pencils, Draw firm strofes wilh a wel-

shurpered point. Since fone (shading. holching, cross

hatching) i5 nof bult up i these types of drawings,

it is & good ioes fo have a selection of pencds wih LSE vEry SOf pencis
various degress of hardmass in orer fo obtan oifersal

SArokes with ciferent vaies,

[I1ee
it




LINE QUALITY

If you need to draw wide SIrokes, we recom-
mend using fiat graphita sticks. Combining
graphite stick and penci produces fascinating
results. The graphite pencil gives you a lot of
control of the line and its tone, while the graphite
stick's width enables you to cover large areas
quickly. Hard leads are used for the detailad ar-
eas and for the initial shading, while softer leads
are used to accentuate the darker areas. Marny
artists combine pencils with differont dogroes of
hardness to create complex drawings with lines
and strokes.

Soft pencils allow you o create continuous gradabons.
Biend the gradations with your fngers or with a
biancing stump n order 10 craate an atmosphenc
afact. Look af the different shadings i the drameng
betow. The combination of different sirokes ghve vimely
and depth o the work

A ]

Bl Just rubbing your

finger over a graphite
stain will biand
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i willow | makes a strong and intense black
m.mmummmummlslmm
Is dry and graphite i olly. Because charcoal is dry, it does not stick to the
paper very wall, which means you have a considerable amount of control
over it and can comect mistakes easlly. Just running your finger over char-
coal will erase It; be careful though, because doing so will also create gray
tones. Blowing on charcoal will lessen the stroke or the shading's contrast.

Charcoal:

the oldest medium

TOME

One of the best qualities of charcoal ks that it is the saslost medium for
shading, which creates tone. Tone is the degree of lightness or darkness of
a color—with charcoal the tonal range runs from black to white. With a little
practice, there is nothing that is more pheasing or fun than making quick
smudges, reapplying them, erasing, etc. with charcoal. Bacause of its ver-
satility, charcoal is an ideal midium for baginners, sinca it allows for comec-
tions and for the traatment of a variety of themes without requiring too much

attention to detail,

I

Above are soma
ammples of charcoal
strokes: (A with the
sick’s poind, (B) with the:
it hekd upnght, and
() with the stick heid on
its sida.

Above ane Srokes madke by ratating the
charcoal stick while orawing.



You can break
charcoal sficks in
order to abiain the
=28 you noad. The
ideal kength for
awing is aboul 2 1o
21z inches. This sie
will afiow you o
create almast any
desred affect.
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Above are nifural charcos! sticks, wivch Charcoal will corme off the paper with the
are vary fragie and brttke, Natural sticks Ightest fouch

B8 MO eXpansive than compvessed

charcoal sticks,

Since charcoal does not stick to the paper vary wall,
it can be erased easily. However, aven whan the
particies are removed, parts of the strokes

remain vistie.

Charcoal aliows you lo sketch or outling quickly, using
the stick's point or its side inerchangeabiy.




« M

Dragging the charcoal stick on its side produces wide
strokes.

USING CHARCOAL

Charcoal can be used in many different ways.
The way the stick is held determines a stroke's
etfect. For example, holding the point horizontal-
Iy or on an angle will create different fines. Also,
by turning the point or varying the pressure you
place on the charcoal stick will produce either
soft, delicate strokes or bold and intense strokes.
Soft is more and

adheres better to the paper than hard charcoal,
which is batter for detail and line work since it
does not erase as easily,

Charcos! drawings no longer have fo ba temparary
works. Spray fixatives aliow charcoal to remain on the
paper and resain B classic and nobie reputation.




STROKES AND EFFECTS

f you hold the charcoal stick like a pencil, the
strokes will be neater and more controlled by
your hand movements. If you drag the stick on
its side over the paper, the stroke will be thin and
solid. With the charcoal stick hedd transversaly
{on its side in an upright pesition), you are able 1o
create shadings that are as wide as the charcoal
stick. Drawn with one continuous hand move-
ment, transverse strokes become lateral length-
wise) strokes.

Ta the rght are Ine basic effects that can be
achigved by mastenng the use of charcoal (4} even
shading, (B) difiorent strokes and intensites,

() blending, and (Dj gradation. By leaming these
Jour skils, you will be able fo draw any shape

and masher any fonal effect,




tone J[eohnlques

with charcoal

Anmiatnmbemuchnmmmqu
charcoal than when working with a pencil. Charcoal calls for
drawing complete, whole forms instead of bringing out detail
hammbhlsmytmsmmhnmelfmlu
lange-scake diffarant
lnnmmldhwyoulodfwummwrﬁmlhlm

DRAWING WITH STROKES

Compressed charcoal pencils are the best medum for draw-
ing strokes. These pencils are very usetul for small-scale
works in which lines prevail over stains. Intense charcoal
strokes add greater expressiveness and intensity to a drawing
than these produced by graphite. Shadings begin with small
strokes, their intensity depending on the dark areas. Pressing
the charcoal pencil harder against the paper will create darkes
shaded areas.

Abewve are some bisic Disnding eflects with & charcoal
Sstick. You can see how volatie s drawing medium is.
Simply nubbing your finger or @ blending siump over a
smucige or stroke wil quickly blend it (A and B).

To last the plahdfty of chancoal sticks, draw a fne ora
eircie (C1). Drag the pigment inside the circle with your
fingertip fo abtan a very basic shading effect (C2). This
can bacome a tonal treatment by blending the charcoal
pigmant on the paper's sudacs with your hands or with
& hionding stump (C3 and C4).

‘can be hiended, but they
are less malleabie than
charcoal stick sfrokes.

~
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Afer applyng cifferent
charcoal shck strokes,
the body is outined with
a defined bne, thus
preventing any possibilty
of another “ghost” ine.

GHOST LINES

Charcoal drawings are built up by superimpasing
many juxtaposed lines on top of one another,
which are later erased and comected as the work
progresses. This accumulation of erased lines, or
“ghost lines,” produces an interesting tonal effect
on the background. Many times these lines add

Linpar charcoal strokes produce strong, axprosshe maore emotion and variety to the drawing. A
offects. Il is Fmportant to keep i1 mind the kind of good outline of an object is one that is intense
strokes that you wil apply in each area in order o and firm.

crate defindion and contrast,

T A

s

W your need fo draw
neatly defined
shapas, cut the
dasired shape out of
a prace of papar and
wse it as 8 stencil




SFUMATO
Charcoal enables us to create a drawing simply
by blending strokes, which gives the drawing an
ic effect. This que is called sfu-
mato. Lightly blend the charcoal strokes when
using the sfumato technique so that you retain
the paper's texture. The only problem with this
technique is that due to the absence of defined
lines and strokes, which give pictorial effects, the
drawing could appear artificial,

I these two Sequences you can see how an
atmasphenc effect can be created just by running your
hard or a piece of clollh over the charcoal strokes. The

malaatiity of this medium anabiles you to modify the
surface several times,

Stumato is used to create pictonl and
atmosphenc effects.




USING A PAPER'S TEXTURE TO YOUR ADVANTAGE

One of the most interesting characteristics in charcoal drawing is how well it
adjusis to a paper's texture. If you draw on a highly textured sheet, the
strokes will have a g app an even effect that wil
make the drawing more interesting. The rougher the paper, the more Intense
the strokes will be, given that the sheet will hold the charcoal particles. The

pressure you apply on the stick will ine tha or of
the drawing.

Compressed charcos

i el sticks and natural
pranT s charcoal stick offer
shading covers the i s, K
paper’s tooth. compressed SHcks ove

maong intense and
contrasted -

Even shading i usad for
tha walls of the housa.

with fonal graciafions.

onal effects

g
by simply using
compressad charcodl




24

TETTTTTYIT VIO
artists’ Chalks:

warm and opaque

.I:m appearance and consistency of artists’
chalks, also called conté crayons, are similar to
those of pastels, but they are harder and mare
oily. Artists’ chalks have a warm and opague ap-
pearance and offer the same blending possibili-
ties as charcoal. However, chalks are more
stable and can be used along with charcoal and
with compressed charcoal pencils.

COLOR VARIETY

Strictly and traditionally speaking, artists' chalks
are limited to the following colors: white, black,
sepla, bistre (dark-brown], and sanguine (red-
brown). Their color tenes parfectly balance each
other and make them especially suitable for
monochrome drawings, which relie on harmanic
shadings and gradations. Artists’ chalks are ideal
for medium-toned and dark-colored papers.

Artists' chaks are avalabla in
varous colors and are perfect
for creatng hisnced shades.
Ther Dos! reswlts an soen
when appiied on medium-
toned, neutral-Colored paper,




Shading with the fat side
of the chatk,

NG Erkercling th shackes with

Being that antists’ chalks are soft, they blend &0londG e,
easity and create beautiful color combinations by LN .

either rubbing the strokes with your finger, a
piece of cloth, or a blending stump, Because
they are less powdery than charcoal, they can be
mixed by laying one color over another, allowing
the colors undemeath to show through. This
technique wil enable you to find different values
of gray tones more easily—if needed, the two
1ones can then be blended by lightly rubbing the
strokes with your fingertip.

Directly moang two colors,

Thers are two ways to intensify chalk fonas: (1) incraase
the prassure on the chalk stick or (2} direct mixing,
wiich is to draw over a previously laid down color and
press until both colors ane blendad info @ mend colos
Tha blancling stump
biands wo shades into a
smolommnr‘mem
schitzies Materia




Ag you can 500, chak stnokag cover [he Dapar mong
dansely than charcoal. To the right is (A) shading, (8]
Intanse strokes, (C) gradations, and (O} white chalk

outings on dark shading.

EFFECTS WITH ARTISTS’ CHALK
Since artists’ chalk is more delicate than char-
coal, the strokes it produces are slightly less in-
tense and much subtler. Like charcoal, you can
usa the whole chalk stick to draw, leaving Shades and strokes are combined 1o craate forms. It is
strokes that can be easily modified and blended. best to begn practcing with simple subyects or models.
Before beginning to draw, break the chalk stick

to the desired size. Then, begin to make strokes,

holding the stick lengthwise. Uise the point to
draw the cutline of the model. Finally, run your
finger over the contours to blend the strokes.,

Whan drimang with chals, &
5 amportant 9 maEnien &
corififuous stroke and 1o
vary the position of the sick
o e paper
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For the best resu
apoly chak on
colored paper,

1. When drawing with chalk, begin by outlining the
tonal areas. Here, shading was completed with the
flat side of the stick in an abstract manner.

2. Litthe by litthe, the initial shape is completed
until the dorsal profile of the female figure can be
distinguished.

3. The best technique to use when drawing with
chalk is to apply continuous shades with the
stick held lengthwise, then to combine them with
intense linear strokes.



Sanguine: -
a classic medium

Ammg artists' chalks and chalk pencils, san-
guine, due to its unique characteristics, is the
most y used color. be-
tween brown and terracotta red, sanguine is
made of iron oxide and endures as a favorite
and classic medium amaong artists. The popu-
Larity of sanguine is due to its warmth and sen-
sitivity to the paper's texture. In combination
with other mediums, sanguine is at its best.

Some aexampies of
‘sanguina chaik and
\pancil strokes appled
with diffarent armounts of
pressure and oifferent
nard positons,

A sanguine stroke and
ina f5 prmanly plan and
far, Tharefora, & s
necassary for you fo gef
tamillar with shading. If
¥OU place the sanguine
Sbek's fal side on the
paper and tum your
wrisl, you wil S0 e
and

Sanguing offers & huge varaly of driang raatmonts:
(A naturalist, with soft stading, [ siructural wih the
stick held lengthwise, (Cf hatching, and (D)
Expressionist, with ivedy, umed strokes.




BETTER WITH STICKS

Like artists' chalks, sanguine combines the best
of pencil and charcoal in that it produces line and
also texture in a single stroke. It is better to work
with sanguing sticks than with sanguine pencils,
since the sticks offer a broader, more dramatic
stroke than pencils. Like charcoal sticks, you can
draw lines with the end or cover large areas with
the flat side of the sanguine stick.

Sanguine, ke
charcoal and chalks,
‘comas in shcks,
which are used for
madium- to rge-
scaed drawings.

3 4
Famifiarire yourself with sanguine sticks by creating
differant effects on various fexiunes and papers. Above
ane examplas of (1) a sanguane stick shading, (21 a
sanguing pencll shading, (3) sangung stick shacing, (4)
sanguing stick shading on rough paper, (5 sanguing
penci hatching, and (6] sanguine penci cross-hatching.
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DRAWING LINES AND STOKES iAol

artsts' chalks or

In order to achieve the best stroke or line from a s, oo ol wark

guine stick, draw a line without MTSWWM '

fifting the paint from the paper. Extend the line mwm
and the amount of to create

vary prossy Inoey. and shading.

color intensity and darker tones. Then do the
same with a sanguine stick pencil, Given its
sensitivity to texture, sanguine should not be
used on very rough papers because the strokes
will be fragmented. Also, try to avoid shading
toned areas.

Loam to craw in & single stroko, Damly ifing the w“-m\-“"
sanguing shick from ihe paper. Moddy e ine's with
and quanlty by furming the stick or varying the amourd of
[DIESSUTE YOU 800N




Sanguine is also avaiabie a5 iead Sanguing and
for mechanical pencils, ideal for charcoal are almost
smal-scake works of for hosein Igentical in use;
which line and taxture dommnate. however, the results
and finishes ar
very different,
Sangrine pancl 5 easy to control and offers a nch variely of tonal gradations, as can -
1 sean in this landscape sketch. A fany good landscape drawing can be achieved by @
atemalmg batween three or four values (fanes) of sangune. The contrast amang the 1

different planes increases the affect of dapth.

Urheberrechtlich geschiitzies Material



the Uendmg stump:
many possibilities

Aﬂerﬂmstmmismadelmssdlpwfen
that is double-ended and pointed, It is used for
rubbing and biending. Blending stumps come in
different degrees of thickness. Use the point for
darker tones and the blunt end for lighter tones.

BLENDING STROKES

Blending stumps are very useful tools for the
artist because, as the name suggests, they allow
us 10 transform the drawing through the use of
soft gradations and blended shadings. Blending
aliows you not only to integrate strokes but also
to eliminate the white areas withn them. When
the tones are a perfect .
of the object’s volume can be achieved. The
blending stump can be held in any manner;
however, using it excessively will reduce a
stroke’s vibrancy.

Blencng closes the paper footh
completely, tumng an rmeguiar shading

info an even one.

Biending the strokes with a blending
SILMD gives volame (0 8 figure and
soffens the ransihon batween Kght

and dak,




When, after biending
—_— . dlrk area, you

—_—
—_— move toward a kghtor
‘____,.—-—-__—_'——"'__..._.. aroa, cloan Ihe stump
‘___-""——'-——-__-———-- an a separale pece
e ———————" of clean papey, S0
.ﬁ" that you do not cirty
o the crawing or tho
mpp————— shade.

Rubbing the stump on a stroke or hatching will
smooth fone iransibons.

&5 & pood idaa 1o have
v Dlanding stumps
of vanous widths, This
wall alow you 10 work
with gitferent colors and
with karge o smal areas
af the same time,
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knawang your M

To chaw with @ bisrding Samp, st by

rubbing the charcoal stick with rough sand-
paper 10 make charcoal powder.

Your hand can also
be very useful 1o
blend, shade and

stain, The upper part
of the paim is ideal for
apphing wide stains
with even tonas,
whareas the fingertios
are normally used fo
biend and shada

2. local araas.

T

Than saturate the Simp's and with the Draw strokes on the papen, Thi
charcoal powder: mora charcaal on the stump, the
more intense the strokes will ba.
_-“—Au
=
N

DRAWING WITH A BLENDING STUMP

Blending stumps can also be used as drawing tools. To do so, rub the
stump's point in charcoal powder until it becomes saturated. Then, draw
wiﬁ'nﬂnbluﬁm;sturr:p. For darker tones place more pigment onto the
point, less pigment for lighter tones. The final result is a smooth drawing
without defined lines.

There ara two basic blending techniques with the stump: (1) use the
point for , intense strokes or profiles and (2) use the wide, blunt end
for wide areas. Your hand movements should follow the direction of the
model's texture. If working on an undefined background or plane, use
circular movements. .

Blending SILUMOS Ghe an avanascant, aimosphenc
affact fo any drawing. Since it is an effect techrigue, the
drawings do not require a high degree of definfion.



\:' poet e With saft sfrokes and withou! & great deal of fonal C. Soft shading in the Buminated street anees
contrast, & blending stump wil prockce a dramwing with D. Erasures for more graphc effects
dhos o rmany pactorial effects. E. Intenise hatching on the church bl tower
I ol A Light hatching on the roofs F. Cross-hatching on the buiding's fagade

4, . B. Spaces between sirokes on the balcory G. Infanss lones in blended dark anas




eraser can be used to clean an area, blend o, place ight markings on
a darker color, or draw erasures on top of pre

EFFECTS FROM AN ERASER

The eraser offers a wide variaty of effects, all of which are not particularly
complex. For instance, with the tip of the eraser held at a slant, wide strokes
can be obtained; if held upright, you will create fine strokes.

The eraser can also be used as a drawing tool in itself, a medium to
produce line and tone quality. With charcoal, you obtain different tones of
mkwmmmmmmmmmn

way, gh the opposite resuits. The more the pressure, the
‘whiter the erasure mark will be on the paper. When lightly rubbed over a
tone, a light blend is created.

the Craser:

a very versatile tool

A knoadable eraser is an ossental toof for
charcoal and chak works.

How you hokd the araser, the amount of pYessure you
ot 0t tha erazsen, and how you hold your hand wil alf
control the evaser marks,
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wriowing your M

THE KNEADABLE ERASER IN
CHARCOAL DRAWINGS

Given that charcoal drawings rely on erasers
more than graph: ings. itis im-

portant that you know how 1o use them corectly,
When used with charcoal, the eraser allows you
to add details and introduce light areas. Hard

use soft, rrnlmhlumnmenmrldngvdlh
chalks and charcoal. Kneadable putty erasers
are particularly convenient because when the tip
gets dirty, it can be turned inward and reused.

Asiche from beng used (0 make white marks, erasers
also make excallent blending fools.

With the eraser you can
also bland contours ang
work on stains and fonal
vales, giing the
drawing a maone pictonal
effect,




1. This sequence follows the
eraser technique. First, white
marks are made on an even-
shaded background.

2. Strokes with a graphite stick
are added to the light areas; these
strokes will finish outlining the
shape of the pitcher and fruit.

3. Finally, the bight areas are
shaded and gradated, giving
volume to the objects.

AMays cloan the
eraser before reusing
it Simply rub it on &
cigan poce of papoer:




colored [Uencils: |
a love for details

coh'udmiamdeun.pracﬁcd.aﬂdom
to camy arcund, which make them an ideal medi-
um for drawing outdoors. Colored pencil lead is
made of pigment, a filling — usually chalk, talc, or
kaolin—and an agglutinant, usually a celiulose
gum. Calored pencils are handied just like regular
pencils, but offer a less oily, smoother. and glossy u
finish. Colored pencils allow you to work with the
precision of a graphite pencil, while at the same
time adding color to a drawing. They are saft
enough to create delicate shadings and can be
sharpenad to draw intense and linear strokes.

Colored pancils are perfact for optical mixing.

Colored pencis can be purchased as Single pencils or
in boxed safs, In this book, we used Arists” qualty
colored pencis




OPTICAL MIXING

The most significant characteristic of colored
pencils is the subtie optical blends that they pro-
duce. This medium relies on the rich intensities
of color tones and on the ability to mix colors. To
optical mix, a ighter color is placed on top of a
darker colar. The resull is a glaze—a colored film
that gives the effect of mixture, Remember to al-
ways put down the darker color first and the
lighter ones on top. Light tones cover less and
alliow the base color (the darker color) 1o be visi-
ble, which is necessary In order to achleve a
thoroughly mixed color.

sharpenad point




There are sevar kinds of coiored pencis. whose
ovffevences reside i fheir lad compostons, Athough
percantagas vary, & waxy pencil's pigment is
aggutinated waith kaolin fa frpe of clay) and wax. O
oSt wnon and are avalable in hard
the soffest alow you fo color the
most eas

FINE AND THICK LEADS

There are two types of colored pencil leads avail-
able: 3.5 mm, which are used for special works
that require a lot of detail, and 4 mm, which are
thicker and ideal for wide and intense lines

and strokes.

wOCkice wicks ines, which
1 hackground




WATER-SOLUBLE COLORED PENCILS

Also called watercolor pencils, water-soluble colored pencil leads are made
with eoloring pigments that are agglutinated with waxes and varnishes.
Thay have a soluble ingredient which enables them to dissolve when water
is added. Watercolor pencils were created for graphic designers and illustra-
tors, and only recently have they been incorporated into the Fine Arts. Even
though lor pencils bine two i into one, they are,
nonatheless, considerad a mixed-media technigue.

Drawing with watercolor pencils is just like drawing with conventional
pencils. of their waxy pencils do not
dissolve when they come in contact with water; they resist it. Watercolor
peancils, on the other hand, explode with color when water is added, Hatch-
ing will vanish after a wash is applied, but hard strokes will still be visible.
‘Additional colors and details can be added after the wash dries. If you add
them while the paper is still damp, they will blend into the paper.

In this drawimg, colored

Warercolor pancis have the sama
characteristics as coloned pencls.

Howver, with & wet brushsiroke the
pigment dissolves, craating a stan that
brings washes and strokes fogethar




astels:

drawing or painting?

Cansidm pastels encompass both drawing and painting prop-
arties, it is difficult to link this medium exclusively to only one of
these two disciplines, This dichotomy is due to the fact that pastels
allow for a wide variety of techniques, from lines to strokes, like
those drawn with chalk, to blends and tonal gradations, which re-
semble pictorial effects of gouache and ofl paint. Therefore, al-
though pastel is applied like the previous drawing mediums we have
studied, their ic richness, g effects, and
tone mixtures place them in a category of their own, Pastel work is
commonly used to introduce painting techniques to art students.
There are two types of pastels: soft and oil,

SOFT PASTELS

There are three basic ways to draw with pastels: (1) dragging the
pastel lengthwisa over the paper, (2) with the point, and (3) with your
fingars, When dragging the pastel, the quality and intansity of the
stroke depends entirely on the amount of pressure applied. The
more pressure, the more saturated and opague the color will be. A
pastel's opacity allows for an easy application of kght colors over
darker ones. With the edges of the stick, the artist can draw fine
lines, for detailing, or thick strokes, for covering large areas. Finally,
since soft pastel sticks crumble easily, you can apply the powder
onta the paper with your finger and create a more diffused

color stain,

Thave i & witke range of soff pastels fo choose from, al of wich give a drawing
@ rich, chromatic, and pictonial frish,



Ol pasteds have an ody texture and provice a I order fo mix the
Stroks that is mone expressve, Although less color Strokes with the
rradaabie. than soff pashes Wik, the ArTiE! may
s & sohent such a:

furpanting. Whan

. | nitting the coler

stroke with & damg
plece of paper on
which solvent has
beent gpped, the
wax wil cessofe.
producing transcon
W

OIL PASTELS

Oil pastels are a relatively new invention and have bacoma ex-
tremely popular among artists, given their ability to produce color
mmmmmmwmmmmammm
similar to those of pastels, but ga

tion of ansmal fat or wax pigments. Duelolnullrappum oll
pastels are softer, stronger, and less brittle than soft pastels.

A pastel’s apacity alows you to buid up
color and mix colors by king a lghter
color over & darker 0ne.

Drawing with the pont wil gae you intense, chromahc stokes and ines. Bacause soff pasiels ame very battie and maleable, you can make nice
biend's easily with your fingers.




MIXING COLORS WITH OIL PASTELS
While soft pastets are known for their velvety tex-
ture, oil pastels give bold, intense strokes. Im-
ages created with od pastels are flexible encugh
to be worked on; howaver, start with light strokes
and lines in the first working phases because
erasing is not easy. Unlike paints and inks, both
il and soft pastels do not cover the paper very
well, unless heavily applied. Hatching and cross-
hatching are also suitable for the whole range of

jpasteis. For broad effects made with side
strokes, you can overlay colors more directly by
simply placing one stroke over ancther, Ol pas-
tels cannot be blended by rubbing, but the color
can be “melted” with turpentine or white spirits.
Anather advantage of using oil pastels is that
they do not need to be fixed, so you can build up
layers of color without worrying that the top layer
will fall off. One popular technique with oil pastel




is sgraffita, in which one kayer of color is
scratched away to revaal another below. This can
be done with soft pastels, but the first layer of col-
or will have to be fixed =it is a fittle more difficult
and the effect is not as good as with od pastel,

47

One haalf of this dramang was made with cry
pastais (off) and [he other hal was made wimn
o pastels fight). Hor you cin Sen how these
wo media respond to (A} blending effects, ()
sgraffito jcutting away parts of & surface layer
1o axposs a dffaren! colred background), (C)
blencing, (D) scumbing, (E] impasto (thick
appication of cokor, (F) gradations, (G) water
or g clilution, and (H) K

of intense strokes. These effects are nexd to

It clramwing. shown separately and with

ciffarant cokvs.
F F
&

Simpke thermes can
i intarpreted with
bright colors. I you
winnt an element fo

background, work on
& clark-foned

k., blarciod colors.
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different drawing papers:
different characteristics
'nmﬂonmamm_wwmm, e - -

depending on its color and whether it is smooth,
rough, thick, or thin,

CHOOSING PAPER ACCORDING

TO THE MEDIUM

Each medium requires a particular type of paper.
Smooth-grained papers, with an axtremely fine
tooth, are hot pressed and come in a wide range
of grays that maximize the quality of blends
when working with graphite pencils. Fine papers
are also suitable for detall drawing with colored
pencits. Medium-grained papers are appropriate
for charcoal and chalk work because they retain
the charcoal and chalk particles. Laid paper is
traditionally used for charcoal work. s texture
enables the artist to draw fuidly and

blend shadings.

A rough paper breaks the
trace of the stroke, ghving &




Smocth-grained paper with a fine footh
is more appropniate for graphite or
colored pencil drawings and for
making sketches.

COLORED PAPER

There are many brands of high-quality colored
papers available. In order to create a vibrant
effect, you should choose a paper color that
contrasts with the dominant color of the drawing
you are about to start. To achieve a harmenious
effect, choose the closest color to the dominant
color of the drawing. Colored papers are avall-
able commercially in a wide range of textures;
therefore, you should remember the effect that
not only the color but also the surface will have
on the materials. In addition, colored papers
allow for white chalk outlines.

PAPER WEIGHT AND TOOTH

The heavier the paper, the thicker and more re-
sistant it will be. It is easy to perforate very fine
paper with the point of the pencil when drawing;
therefore, low weight papers should be used with
special care. Fine tooth papers show a pencil's
varying gradations, allowing for the creation of
shadings and for clear, high quality lines. Rough
paper, instead, breaks lines and strokes, giving a
discontinuous and fragmented look. This type of
paper also allows for rugged shadings, which
ghve the drawing a much more atmospheric ef-
fect. Pigment particles remain fixed to rough pa-
per, in the grooves of the granulated surface, like
small color specks. This effect allows for the re-
flection of the light of the paper, which gives the
colors more translucence.

48

A paper's tooth and
tawture detarming the
final result of @

| drawing.

The medium fexture offared by
Basik paper is ideal for aimost
af of ihe dry lechnigues.
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brushes and Inks.

rawing with brushes

is the first step towards

drawing with fiquid techniques. In principle,
working with washes and strokes is very simple: you
just add water to a color with a brush. Whather you
are an experienced artist o not, you will see that the
effects offersd by the brush and quill pen drawing
techniques are closely related 1o those of drawing.
This creative medium allows you to combne line with
areas of color and tone. It can be used in mono-
chrome or in i ing: i with
different pens. Try an old quil pen, a modern fountain
pen, ballpoints, or technical pens. Once you are familiar with all the possibilities
this medium offers, you can begin your study of color and its techniques.




ot that the wash is watercolor or ink, this technigue is inti-

d to crawing. Wash is a simple technique. It consists of loading
a p brush and laying it on the paper with various amounts
Heve light tones in iluminated areas, dense tones in the dark
radations to blend in with the background. Before beginning to

"‘f_ d media, we must learn the basics of the monochrome wash.

the VWash:

a range of tones

The brushstrokes, or gradatons, created
wilth wash are extremely SPONIANeo.Us.
Supenmposing several washes wil resull in
ciarker 10095,

Mastering the brush
and wash medium wil
produce sensual
drawings that can ba
quickly renciered,




Then acd water to the intial sisin, cragging the brush and
axfanding the wash.

The mare the wash & extended, the broader the fonal
gradation will ba.

TOME VARIATIONS

The tone of a wash depends entirely on the
amount of water added to the color on the
jpalette. The smaller the amount of water
added to the color, the darker and more
opaque it will look and vice versa. Mara
watery colors are the lightest and most
transparent; this makes it easy to imply that
white does not exist in the wash technique.

To make wikte marks with
wash, run the ip of the dry
brush over the damp area;
the brush hairs wil
immediatoly absorty part of
the color.

it is gasier fo create
gradations on
previnusly dampenad
[paper; however, this
makes it harder to
control the color
because it wil spread.



¥When warking willt
washeas, if is aways d
good idea to have a
prece of cloth handy to
FEFTICN BTy BXCESS
water; this will keep the
stroke from spreading al
over the paper and

Practice making toral
Graciatons in orer o
500 the rich shadings
that washes can offer.

EXTENDING THE WASH

Wash allows for wide and rich tonal gradations.
In order to create these gradations you should
stain the paper with a very saturated and intanse
color, wash the brush with water, and then dis-
solve the color over the paper. As it shides, the
color expands through the dampened area, since
the water on the paper transports the color. As
you extend the color, the tone turns lighter. The
more times you repeat this operation, the lighter
the tones of the gradation will become.

1. This simple example shows the easy execution
of a wash drawing. First, draw the outlne of
A VERY SIMPLE METHOD a pear.
The best way to learn how 1o extend a wash is
through practice. Start with a very simple exam-
ple: a pear. After making the pencil drawing, the
first step will ba to outline the fruit with the tip of
the brush, with a constant and continuous brush-
stroke. Then, apply a very light wash in the inner
area of the pear, leaving a small white space.
This space will be the reflection, Before the wash
Is dry, add a second wash, with a much mare in-
tense tone. When painting over the damp sur-
face, the tones will mix rapidly. Squeeze the
brush and help distribute the tones with very
light brushstrokes.

2. Then, with very diluted washes, begin to stain
the inner section, extending the color of the initial
outline.

3. Finally, add new colors to better define the
light and shadow effect on the fruit.



I order to achweve
affectve backprounds
with broad gra-
datins, the papor
shouild first be

clean water. Batore
the sheef anes, put
the color on the brush
and make the stroke.
The hurnidity of the
paper wil canuse the
cokv's lo expand and
chstnbute, g
gradatons.

Wash drawing enabéas
the artist 1o devedop a
rich varety of fones,
Torsal putapostion,
contrast, and gradatons
are funcamental fo
aporoprately represent
e vanous planas withit
a landscape, which n
5 CASE & A SUCCRSSON
of roofs witf & sl per
N the yopor part of
drawing. Nobce how the
tanes complement each
other in the drawing.



rush
effects

Brushstroke allows for
rapid strokes with either
a firm or wavy line (4, B,
C). Washes and vanous
kinds of toral effects can
ba appled, wich range
from gradations fo dry
brush appécations (D, E
£ Gl

In wash, It is very important to be able to manipulate the brush correctly,
being that it is the most commaon drawing tool for liquid techniquas. Al-
though wash is ified as a drawing technigue, the b is the
main medium used 1o create stains, values, and strokes. Due 1o the rapid
absorption of the brush, no other medium can compete with it. The brush

. light, and however, the artist needs to
rely on his or her repertoire of techniques and ability since wash cannot be
corrected and the addition of too many lines will create confusion, all of
which will damage the end result.

Sk g -n e

D

F G



LINE WITH WASH

Among the watercolor techniques, linear wash is
closer to drawing than painting because it has
the same characteristics of drawing: mono-
chrome; value; and the combination of strokes,
lines, and shapes. Through wash you can come
to a truly drawing-like understanding of the mad-
#l, alternating the brush stain and the line. Be-
cause of its purely drawing-related character, the

‘wash enables you, besides applying chiaroscuro,

1o outline the volume of shapes from the direc-
ticn of the stroke on the darkest areas.

A/
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It is necessary fo have a
variefy of brushes in
order to achieve diverse
brushatroke effects,

FROM LIGHT TO DARK

Brush drawing begins from a completely trans-
parent background in which the value work is al-
ways made from light to dark; this means that
the tonal additions should always ba made to the
lighter tones, and not vice versa. Therefore, it is
extremely Important to establish from the very
Ibeginning the work areas of the drawing. This al-
lows you to obtain an exact measure of the gray
tones that correspond to each area.

If you practice making strokes with the brush on a
damp background, the ines will expand, producing
interasting prctoral effects (H, L JL.

Washes on a damp surface produce atmosphanc
tanes, usefid when painting rainy or foggy landscapes
(K. L, M). The same appication of wash over a dry
surface will produce more infenso sirokes, whana the
\paper's tooth will remain wisibie (N

R LN

The brush enables
you fo create the
definition of & dark
sihouetes fom &
singla stan, a3 wel as
o outine the contour
of the shapes fom
broken and lbose
strokas,




Inks:

strokes and effects

Tbe stoke is the basis of drawing. From this simple gesture on the paper,
volume will be constructed by modeling the shape, caressing the paper with
the medium, or simply by drawing the shapes with a clean and direct stroke,
If wash, as explained before, allows for the location of the various planes of
the model according to their tonal values, drawing with a brush helps to
make the object’s outline stand out against the background by

creating contrast.

Biack India ink is & mare infense biack than biack
watercolor, has greater fonal nichness, and expands
more eastly (4, B, C).

When drawing with a brush, shifting from Ines o stans
depands anfy on the hand movement and the amownt
I of prassure placed on the hais ([0, E. £ G, H).

A fing and round brush offers an inferesting siroke

range. Supenmposing hatchings of different colors
craates bright and colorul effects I, JL

Onee you undarstand the hasic
prncipls of wash and leam o
handle the brush, you will be able
to produce inferesting skefches
by combining washes and
strokes.




‘THE BRUSHSTROKE

The brush is a very flaxible drawing medium and
s easier to handle than the quil pen. You can
move brushes very rapidly and flukdly. if you vary
the pressure on the tip as you draw, you can
achieve lines of varying widths in a single stroke.
You can easily shift direction by bending and
rounding cormers, where pancils and quill pens
would fail to do so. A round sable brush in good
condition transmits stroke, rhythm, and modeling
n one stroke.

In brush drawing you may use one or, al the
most, two colors. if more tones are used there
will be mixes on the paper, which will produce a
mingling of the shape outline. This limitation in
the use of color is compensated by the tanal
variations deriving from a "higher or lower" dis-
solution of color in the water.

Diferent stroke possditties actseved through shifing
pressure and molnahon of the havs against the paper:

(Al A fine brushsiroke with the brush's and.
(B} A widee brushstroke by pressing harder on the papor:

T A wagler Brushsiroke if you fatfen e hars agarnst
hé paper

(0§ A sightly damp brush appéed in short and rapd
strokes will gve the tature affect of a broken ine.

I your work involves &
ot of thick color,
strokog wall roveal the
paper's gran. Tha
brush will not fow
aasdy and wil laave a
granuated and
CRSCONUUOUS Irace,




QUILL PEN STROKES

The quill pen makes a fine and clean line, which can be used to outline any ob-
ject's form in a drawing. But if you want to shade and give texture and volume to
an object without using a wash, you will need to use the white of the paper and
different strokes. Each type of hatching, g on the and shape
of the lines, will create various shades of gray. You need only a simple theme in
order to build up volume and lexture.,

The quil pen and reed pen offer vanous stroke possddtbes
accordng fo the position of the hand. Here are 5
axampies

e

Wi bagin with cross-hatching on an angie. one of the most
characterstc aflects of quil-pen drawing (4.

The classic rigrag shading can ako be drawn with the gual
[pean, athough using this medium wil feswult n @ mons
unstabie and imegulsr ine.

You may shdt the siroke prassore in onder (o vary the kna'’s
it ()

The greatest advantage of this medium is that you can go
from fine and sensual ines to fitn and intense strokes, e
tha ones showrt in (D).

On the right side of ifes
[page are vanous
samplas of a quil pon
and ink drawing: (1)
paraiiel, (2) zigzag
hatcting, (3] spiral
haiching. {4) curved
hatching. (5 cross-
hatching, and (6] spiral
shading.




nfonse

okes, & Sirong,

Tha drection of the ines shouid ahwa
the object’s volume.

Whan the areas of absalute white are combined with
ciar contrast & mide
Batwoan the durninated areas and the shadow ansas.

&1

A saturatd cokor &
used o emphasoe
the assential ines o
the shadow areas
and a color diuted
Nt it becomes
almost transpare
& used fo cre
smooth contours.

in ovrier to ShAf the stroke intensity, diute the ink with a
kttle b of water; this wil alow you fo combing infense
stroks with soft gray strokes.

Brush and quill pon ik drawing requre a sutitie
froatment. The wiste of the paper reprosents the ight




Sgraftio s appied by
scratching ines on fop of
the wash whila it is stil
wat.

Salt procuces the nches!
texfures, Sprinkis saft on
e wet wash and warf a
fow minutes il you
bogin to soe small marks
forming cn the surface.

Combined with other media, washes, whether made with watercolor or
with ink, alliow for countless effects, which may make the drawing more aes-
thetically interesting. In these next pages you will be infroduced to some of
the most comman effects that drawing professionals use to create texture.

\/\/ashes:

effects and techniques

0 orer 10 apply & smear, load the brush with 8
small amound of water. I will leave a dry, beittie, and
eiscontinuous frace, wiveh wil give an inferesting
taxture offect to your drawing.

APPLYING SGRAFFITO

Sgraffito creates white marks or strokes on dark
backgrounds. This operation should be done on
a recently painted area, while the watercolor is
still wet, There are two ways to "open” these
white strokes. One is scratching strongly and
firmly, using the edge of a brush hande; the
other way is to use the tip of a razor blade or
cutter. The strokes made with a razor blade will
be deeper, thinner, and more intensa.

TEXTURE EFFECTS WITH SALT

I you paint a regutar, méd-tone wash and, whila it
Is still wet, sprinkie a litte bit of cooking salt over
it, you will see, as the wash dries, the grains of
salt abscrb the pigment and produce interesting,
light blended stains. Once the paper surface is
completely dry, you can easily shake off the salt
grains.




After appling the wash
You may sea tat, whis
the paper absorbs the
coky, the wix sirokes
resist and become
chwarly vesbio, proclicry
an ntarasting effect,

Make white manks with wa or a0 od pastel The wax
will resis? the wash.

SMEARING OR SCRUBBING

Also known as the dry-brush technigue, this
technique consists of using a brush saturated
with color and a Inttle water, to produce a rough
teacture when applied to the paper. The dry-brush
technique is perfect for making contrasts and for
representing the rough texture of certain objects.

WAX RESISTS
i you draw with an od pastel or with wax, you will
be able to preserve a series of thin lines on the

paper's surface. Aflerwards, you can cover them
with washes and the waxes will resist the water,

This drawing Lses wax resals ko give lacure fo the (7 2=
folizge and 1o the res tnks s Pl
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professional
stroke. |
e

IS drawmg long and continuous lines with just one stroke. People
who do not draw regularly have the habit of drawing in a static manner,
placing their hand firmly on the paper, the same way they write.
The hand of a person who draws should not rest on the paper, but in-
stead should move and slide, brushing over and caressing the paper.
Y The secret to a professional stroke lles in the mobility of the hand and the
'ﬁ? forearm, trying to make them work together as a whole. To be successtul in
drawing, it is fundamental to acquire the ability to draw contnuous lines with-
out lifting the pencil from the paper, to know how to hald a pencil, to train the movements of the
hand, and to master the basic strokes. Learning all of these skills will allow you to obtain the most
from texture effects and will give expressiveness to your drawings.




training
the hand

T render a drawing spontaneously and with a variety of strokes, you need
to train your hand movements, You must also leamn the different ways to
hold a pencil and how to control the amount of pressure you exert on it.

DETAILS

For precision and detail work, hold the pencil as you do for writing, but a bit
higher towards the end. Holding the pencil this way gives mobility to your
hand and flexibility to your fingers.

Thern are three basic forms of holdng a
pencd (o achiove graphic effects: (A
with the stick inside your hand for
shading, () holding the penci iy fo



SKETCHING

Skatching is the form associated most often with
a rough draft or a quick sketch. It is also the
phase in which the drawing is first tried, espe-
cially when working in relatively large sizes. By
having the point of the pencil stanted you will ac-
quire faint strokes that are easy to erasg.

MASTERING THE STROKE

Any drawing beginner should investigate and be-
come tamiliar with the variety of strokes before
starting to work. You can do this using the same
pencil lead, the sharpened point (for fine
sirokes), or the side of the point {for wider
strokes). Simple linear drawing is the most diffi-
cult approach because the artist has to create
tones and textures in the model without resorting
to shading or tonal gradaticn. In the hands of a
shillful artist, the mere line is capable of depicting
almast all the visual effects that a drawing can
present, In tha following pages are some practi-
cal exercises for you to practice making strokes.
Mastering hand maovements, lines, loops, spirals,
circles, and ovals will start you on your way to
becoming an artist.
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el mare, say to
30 degrees, from a
‘wadge-shaped kad,
tha stroke will be
much wider, By
urming the pencil to
i eppasite side of
the wedga in the
laad, very fne lines
can be dewn
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el links olosa to e aqﬂho‘tu obtain the ef-
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mnmny when bbserved from a distance, can
almm wmntquahylhun plain tonal
By combingg diferent varieties of short,
Il strokes dn random patterns, you will
Iava golid pnann:l color,
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CROSS-HATCHING
Cross-hatching consists of a series of parallel
lines crossing each other at an angle. These lines
«can be straight and systematic, or freer and im-
precise. The closer the lines are, the darker the
shading, which will allow for different shade
tonalities in the same drawing. Cross-hatching |}
does not have to ba done with straight ines only. |

A . AT
By crossing curved or wavy lines, or doodles, WEEIG

you can achieve a wide variety of effects.

DRAWING LOOPS

With a slight slanting of the pencil, draw several
loops swiftly, as if cracking a whip. If you do a
gradation with loops without lifting the pencil
from the paper, you will have spiral strokes.

SHADING WITH SPIRALS

Some of the most interesting shadings and gra-
dations are those made with small circles or spi-
rals. Just draw small spirals, resting the point of
the pencil slightly slanted on the paper and tum-
ing the pencil as if cracking a whip. Filling all the
space gradually and controlling the amount of
pressure on the pencil will produce a homoge-
neous shading.
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Vary the Pressure
Tha intensity and
qualty of tha ling can
ba changed and
conlrolied acconding
1o the hardness of the
panc, how shamp i
i, and the amount of
EYESSUNE yOu SDply.



Clutomatic

drawing

Tl‘li mast interesting works in any artist's port-
folio are usually found not in his or her finished
drawings, but in his or her sketchbooks. Artists
EeXpress in their g g
in them the most immediate impressions of the
world that surmounds them.

Doodles and randem hatching are strokes
made in a quick and hesitant manner. These are
strokes that the artist makes automatically and
intuitively, as an exercise in expression. Artists
usually tumn to this technique when they have
only a few minutes to make a note, to practice a

loose, strok ith no
concerns=—of whan they want to give the draw-
ng a mare expressive affect.

Artists use doodling as a form of shorthand 1o
inciude infarmation in their sketchbooks; it
should be developed in an intuitive, putting fore-
most the

aspect of exp

2. Add new strokes
1o the previous ones,
this tima varying the
pressure and the
width of the line to
start establishing
several values and
tha forms that stand
out the most.

3. Finally, you can try shading —one or two tones
will be sufficient. The drawing must nat be
completely finished: it should remain somewhat
sketched and imprecise.

To gan competence i doodiing, draw IS win in anly
two minutas, Thes process is vary usafl for drawing
notes fom ifa.

1. First, start with a quick, seemingly

3 and hat abstract, o
To establish the first compaosition lines you
should study the model, and draw swiftly and a
bit unconsciously.




Automatic draing parforms two basc
fumctions: awercizing the control of the anm and
enhancing ife abdily fo capture and lransiate
the ve moded,

COMMAND OF EXPRESSION

Automatic drawing allows imagery to be translat-
&d to the paper through swift and spontaneous
movements. A gestural drawing does not try to
describe the model in detail, but uses confident
and wide strokes to capture its essence. In this
type of drawing, spontaneity emerges from the
vivacious movements of the artist's forearm,
while the theme is translated through rhythmic
and dynamic lines.

The required swiftness and spontaneity afiow tha
developrment of a vivecious and accurate kne.

The drawing showld not be completely camed
out: it should summarize tha theme in a few




(m(;hniques to




Improve pencll
control.

Controlling the

pencil is important not

only for those who see pencil drawing as an end in itself, but also for
painters, engravers, and sculptors. A lina's quality is an important alement
in the finished work. Tha lines may be wide or fine, straight or wavy, with an
endless diversity. Only in technical drawing are straight ines with consistent
widths essential. The weight and width of the line, its fluidity and its charac-
ter, whether continuous or discontinuous, are all devices that can create ef-
fective visual iBusions in a drawing.
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spirals, and gradations

rJr»ce you have leamad the basic strokes you are ready for exercses that
will teach you to control tha drawmg tool. Perhaps whal is most difficult far
the beginner is managing a firm and continuous stroke, In fact, many pasople
who have never drawn usualy make a [ne with short, succassive strokes.
lifting the pancil aach tirme. draving first ane ine and 1hen ancthar and an-
other. The proble is that they rest their hands on the caper in the same
way that they write. The drawing hand doss not rest on 1he paper: nstead. it
should move, slide, and caress the pader

1N A SINGLE STROKE

Your firat goal will be 10 acouire the skilil 1o drw continuous ines without
lifting tha pencil ar stopping your hand. Ta achisve this you will have to hold
tha pancil just as you would for writing but a litie higher ug towards the
and, Hobd the pancd on a siant; tha mars the siant the moms fusd, ‘onger,
ang wider your sirodes will Da. Now, Darely pressing e pomt of the panci,
draw sevaral straight diagonal (mes. Draw some siowty and othars lightty.
Try to make the space batwesn the iines aven. Then oractice hatching with
wertical and horzontal nes. Without tuming the paper around but still keep-
ng it vertical, draw vartical lines and then cross them with horzontal lines.
Try to laave the same space batwaen &l of the ines.

Practiing 8 ser
s with t Sk o kenpn;
e Detwemnn e wal Ten
L

w el




N Fill in the gecmedric forms with diagonal and horzontal Anather inferesting
nas, and with spirals fo acquire dexdenly in confroling ENEFCITE CONSIS!S Y
the calculated ine, drawing circies and

LINES AND GRADATIONS

MNow draw a serles of simple geometric forms of
different dimansions and fill them in with the
hatching, loops, and spirals that you developed
on the previous page. Your goal is to draw them
uniformly, Drawing squares, circles, and rectan-
gles of different sizes, repeat the exercise again
but inscribe within the forms several gradations
of various langths, in diagonal, vertical, and hori-
zontal directions. Repaat these exercises several
times. Be aware that by practicing you will
achieve the control of the line from beginning to
end, which will allow you to be confident later
when drawing forms.

This i the idsal position for makang gradisions

Inscribe gradations within the o forms, holding
the pencil with the stick insice your hand,




creating Volurns

in drawmgs

Tmumumdrmammmmm
draw in that the artist has to achieve the tones.
and tentures of the motel without resorting to
shading or tonal gradation. In a skillful artist's
drawing, tha line itself should be capabile of de-
scribing the form and the volume, as well as the
contrasts of lights by merely controing the di-
rection of the stroke,

THE DIRECTION OF THE STROKE

Mot only is the intensity and the width of the
stroke important when it comes to drawing, but
also the direction you give to the stroke, In other
wovtds, the way the ines are drawn form the par-
ticular texture of each object. Lines are also use-
ful to express an object’s shading. Drawings
seek to represent the “roundness” of objects, as
they appear In nature. Of course, this refers not
only to spherical forms, but also to some curved
surfaces. There is a rule among artists: “The di-
rection of the stroke should envelop, follow, and
explain as much as possible, the volume of the
object.”

A STROKE FOR EACH SURFACE

‘When analyzing a model, you should keep in
mind the dinection of the knes at all times. In
other words. on flat surfaces the stroke should
be atraight, on curved surfaces it should be
curved. For example, n a drawng of a wheat
fietd vertacal lines woulkd represent grass and
some doodies woukd repnesent the vegetation's
taxture mmmhm-ma—nmo!a
heyme, g woulkd buikd
wh\\ﬂm!dhmwmhmw
drical figurea, the stroke shouid envelop them,
Wary and shap koes gve the natural appear-
ance of peopde and anmal hair. Also take into

account that stwaves can be grouped together or
mmmmﬁmmtmﬂ“um

s the chwects tevtube

Strokes shoukt morssent an obwect's volme. The
mhensdy and width of the shmke shoukd also cescrbe its
fonal vanations. Here dre some examoks of smpe
PROmetncal fgures Bull Lo with ines. On the cube and
the prsm, e ings should be straghr, while on the
sphene and the cone thay should be curved.

The bast way fa uncerstand the o
vohume i throuoh the drection of #



A STROKE'S FUNCTION

The function of the stroke will vary according to
the artist's needs. It can be used for shading,
modeling, of toning, or it can have a purely de-

o role. The of dif-
ferent kinds of strokes in a drawing creates
different planes in a drawing. A well-drawn

stroke recreates the sensation of volume ina
drawing, This helps to understand that in nature
elements are not simple spheres or cylinders, but
present very imegular forms composed of
different sagments.

A stroke should never
be broken or appesr
“uncertain, * Also,

repeated strokes
should be avolded.




Halcning is a technique that is used for draw-
ing areas of tone with fine, parallel strokes. The
closer the strokes, the deeper the tone. Similarly,
the amount of pressure exerted on the pencil will
datermine the intensity of a stroke. Hatching and
cross-hatching techniques for building tonae.
Practice drawing them, since each one provides
a different finish 1o the drawing. Graphite and
mechanical pencils are ideal instruments for
hatching, There are several ways of making a
type of stroke or hatching, according to the ef- J
fect you are looking for. In just one drawing it is
possibie to use several different hatchings, alter- Hatchings car be made
nating shadings and colorings. watft fing or thick strokes,

What i important is that

the strokes appear

orderty.

Successie siokes
craate halching, which
ghvas voluwma to 8

hatching:

possibilities and combination
Hatching can consist of :
straight, curved, or wavy lines.
The important thing is the

The tonal rasult of the
hatching cepands an twa
basic Gctors: (4) the intansily
and the thicknass of the ing
and (B) the space botween
them,




HATCHING

Soft drawing materials, such as charcoal and chalk, allow us 1o
bulld up a solid area of tone by blending lines and strokes. But it is
also possible to create tone with lines alone. Building up a series.
of hatched lines will suggest solid tone and color. Varying the
space between the lines will make the tone or color darker or
Eghter. The broken nature of hatching, when looked at from a dis-
tance, can produce a more vibrant effect than simple, flat areas of
tone. Since the white part of the paper i not entirely covered, the
tone maintaing lumincsity, which is one of the characteristics of
the ique. By P g the space b the strokes,
you can obtain a variety of shading effects.

Tha classic shading is based on a conbnuous and
Swaft stroke, usuBlY dagone, i1 @ ZgEag form.

Hatching is composed of
straght or curved parsiie!
strokes. The amount of
prossure appiied fo the
thatching wil provide

When arwng
froahand, the easios!
Fnas to draw ae
those that go up from
Jedft 10 rgiit o vce
versa, Tha ones thal
90 down from right fo
laft, f they are drrm
te quickly, wal have
hook-ike ends,

ciffanng lonal infensities.

The combiration of hatohing and
shacing provides @ skatch with
mteresiing toral work.




CROSS-HATCHING
Cross-hatching is a series of parallel lines that
cross each other at an angle. These lines can be
straight and sy ic or free and i i

The closer the hatching, the darker the shading
will be. Cross-hatching does not have to be
made exclusively of straight lines. Crossing
curved or wavy lines or doodles may also
achieve a wide variety of effects. Likewise, you
can modify the tone by varying the angles of
the lines.

Take a look at some of
Ihe hatches you have
bean stuching in &
drawing. The varety of
cross-hatchings alows
you to obiain diferent
gradations, fextures, and
surfaces in a work.

Balow on the nght-hand side of this page are difarent
samplas of cross-hatching. Dapanding on the degree of
incination of the kne and the quantity of supenmposed
hatching, we have: (T) crossing at an angle, one of the
mast commony used. (2} perpendicutar crossing; (3
diagonal crossing at right angles; (4] trice crossing at
right angles and diagonally; (5] quadruple crossing,
which supenmposes & dlagonal crossing on the
parpendicular crossing; and (5) tripke crossing
atanangle.

chil jeschitsas Malerial



TONAL VALUE
Tene depends on the amount of pressure you exert on the pencil. Applying
more pressure makes the tone darker; with less pressure the tone is lighter.

Varying the amount of
pressure on he pencil and the

With or without ing, each shading p its owm tone. Haiching will L«an:xr::drhe

be darker if it is denser and more pressure is applied to the pencil. You can shading and hatching. n this

obtain a tonal range from exerting different pressures on each tone. You MWUCMS*;

must also take into account that the stroke may be darker over the light de- sampika. The variation in the

pending on the pencil's hardness. Also, if you use a softer medium, thetone i e e

of the colors will be more intense. npresent the chtisren plnes
1 the BNascape.
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Rings:

e (110010

three-dimensional forms

tmammwm.mmmnmwd
shading the succession of juxtaposed rings creates the illusion volume in a
cylindrical object. Tha application of this type of shading depands on the
farm, structure, and texture of the theme you want ta draw; it is more appro-
priate for g cylindrical or icylindrical bodies.

In this example, the trunk of a tree, a cylindrical shape, can be represent-
ed with curved strokes in the form of a C. The texture of the shrubs can be
represented through free and superimposed strokes.

@@t

B c

Whan working with knear
fechriques inchak, T s
befter to use chak

4]

A Fling strokes begn with laps, A good exercse is fo

A2 L ) 0 practice th : :
ONMNMARIUR UMD Lﬁﬁﬂ%ﬂ ﬂrﬂ B You wil m:;ran mﬁw ofthe
Pl A S PR 1 stroke. A swilt whip-We stroke should suffice.
T3 NI WU 3 ve

: e

from the paper.

0. i is important to practice several strokes, horzonfal,
- ehagona, efc., untd you achieve the desired

E Practice any vanant of the siroke, always taking info

Z
account tha intensity of the stroke as well as iz e,
F. if you noed to draw or sketch Quickly, uso 8 mone
cansfoe siroka.
/ G, Th ringg st asbowes o 1o v & sorsation of
TN

v vakamie o a cylnanical body Mrough & sutitle play of
G ﬁ ;{\ CUMVES.
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ointillism:

a divisionist technique

achieved with mfense dots or by decreasing
the diskances botwaan tham.

Polnlirnm is a technique in which small dots of
color are applied o the paper in a way that,
when the drawing Is viewed from a distance, the
lights reflected on each one of the individual
spots appear to blend. Thus a unified effect is

i which ides an ive texturs
with very uncommean effects. In the pointillism
technique tonal effects are achieved by combin-
ing groups of points together: an agglomeration With a very sharpened graphite penci, clean and
of different particles of different colors that inter- wrforrn pointilis! shading can be oblaned.
act. The quantity of points will automatically be
interpreted as tonal areas by the observer. This
drawing method became popular at the end of
the nineteanth century with the Divisionists, who
interpreted nature through juxtaposing tiny dots.
of color to provide the model or object with an
aven of light. In draw-
ings, tonal areas can be achieved by combining
dots or small strokes of different sizes and spac-
ing. By altering the size of the dots, the distances
betwean them, and the amount of pressure you
apply on the pencil, it is possible to create a
complete tonal range.

You can craate tonal vanations by vanang the sie of the

dots, i ifying penci prassure, and g the
chots together.



ar

The smal dots can ba converled indo shorf ines hat Compressed doodies visually gve an effect simiar 1o
follow & directon 10 oradte lexiure. Here ane fwo posritilism. i i 8 resource thal can be comiined with
hatchngs of kear marks, in vertical and horzontal otfer pontiist effects.

efrectons,

Ihis usa a pencd with a fal and
WONT oud pot.

D. The fovrns af e vegetalion on
i foragrownd e acheved by
e contras! batwean two fonal
arsas with diéferent infansities
and dot sze.
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estural

and outline drawing

Gastura] drawing and outline drawing allow
you to represent the model with linear, sinuous,
and carefree strokes. Artists resort to this tech-
nique when they want to form the rough basis of
a mora finished work or when they want to give
the sketch a more expressive effect.

Random hatching alows you fo draw several inas on
top of one another to describe the profie of a fruit.
Then, the arfist sefects and emphasizes [he ona that is
maost difirng

GESTURAL DRAWING

Gestural drawing ks made with quick, nervous,
rough strokes, which the artist executes intuitive-
Iy as gestural training. In this type of drawing,

P ity ges from the vivack move-
ments of the artist's forearm, while the theme is
transtated through rhythmic and dynamic lines.

Gestural drawing is a good method with
which to begin drawing. Even if the strokes seem
to be made in a nervous and casual manner, a
cartain degree of control must exist. Artists usae
gestural drawing as a form of sherthand to in-
clude information in their sketchbook. This tech-
nigue could be applied when working outdoors
or with themas that require the artist to draw
quickly, such as a landscape where the weather

are changing or a p area
with the constant movement of people.

Look af the application of the defmition in s urban
v, The slements in the foreground appear more
and ar thart those i the




'OUTLINE DRAWING

Qutling drawing describes the model through
lines that outline the object’s profiles. The lines
can be companed to the contour lnes in a map,
in whch the graded bnes represent the relef of a

In a finished waork performed with thase types
of strokes {vigorous, fine, short, or long), the lines
are combined to describe a pleasing scene. To
attain a three-cimensional effect in the contours
of the drawing, It is necessary to vary the quality
and vale of the strokes. An isclated kne may be
ambiguous, but if its intensity varies, it may
tranamit the iltusion of space or volume, aven
when usad only as a contour. Widening the line
may indicate shadows or proximity to the viewer,
and a thin e may indscate light and distance.
Success in silhowette drawing has 10 do much
mara with knowing how to observe than the act
of drawing itself. This techniqua is an excalient
form of training the hand to interprat what the
oye seds.

If your do not Bt the pancit from [ pager wikie outng
orawing. you wil aohveve & skedch (hal wil S o be
madks fom 8 kng win,

' A\
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N
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I s sequence you wil see an
appke inferpreted through autlnes
First draw a cirche (A]. Thiv st
shiching th inside form and acd
e s fo 11 prrodie (B
e, oiferentiate the Muminane
o the shadowed onas (CL Frush
ine fonm gracefully by drawng [
ft's carstiod shadow (D,

Owrting draming brings fo mind &
map's cotour ings, The ing:

@ gk s

ag

A Rt vaiant is bl
drawng. ¥ e a
drawing techngue
that consists in nol
looking at the paper
whiks crawwg. The
eypes rarma fcused
o i hornd sk
ho hand draws the
cortours on the
e,
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Arawing

A squeve is & good
&l when drawing ar
otgect, By markng
tha outer Dorders,

wihich fo draw the
oi¥ect's CoOnours.

proportionately

bjects that are part of an ensemble require you to study their
positioning in order to construct a proportionately balanced draw-
ing. We do this by first setting up “boxes" 10 define the hesght and
wicth of tha different objects in a compesition. You could call this
beginning phase the outline sketch; it will be used as a preliminary
composition throughout the rest of the drawing phases.

SYMMETRICAL OBJECTS
To learn how to draw a well-proportioned symmetrical ebject, you
will draw a cup as an example. Positioned in front of the cup, first
draw a line to define its height. Mark with line segments the upper
and lower limits. Draw another line across the first one to define
tha cup's width. Again, mark with two segments the cup's cuter
borders, Connect the cup's border segments and height segment
with a perfect eflipsms. Extend the outer border lines and draw a
square; you will draw the cup's form inside the square. Draw the
body of the cup using the vertical Iine as a reference. Finally, draw
the base in the same way you drew the neck. This methed is ideal
for drawing symmetrical objects (bottles, cups, pitchers, etc.) and
is very halpful in drawing still-lifes as weil.

In the next drawing, try to use the least number of Ines possi-
ble to define the positioning of sach object.

Tiis exampie demonstrates bow o draw an obyect in proporticn: (A} First
chaw a vartical shraigh! Bne 1o define the obpect’s height. (B) Then, cross
e varfica! e with 8 horlxondad ine 10 defing the atyect s wiath, () Extend
the ke 1o oblain & squas. {0 Whene the horizontal and vartical lnes
st chranw art elfiptical crcke with the ofipsis a8 te base. ([E) Fnaly, you
£rase the inilial cuting sketch, streaning the contows, and
acid a hangia fo fnish the drawng.

—
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'DRAWING AS IF THE OBJECT
WERE TRANSPARENT

To draw an object, it is necessary to understand
its structure. For this purpose, it is often helpful
to draw the object as if it wese transparent, that
Is, drawing the parts that would be hidden from

the observer. This allows you to study mare easi-

Iy the object’s structure as well as its form. It is
ahwvays easy to first place forms within the con-
text of a square and then develop the drawing
later.

Starting fram a simple geometric form enables you o
construct mone elaborale Ones, 1 IS case a chair

Starting from a vertical aws will alow you fo oblan
proportionally symmelncal objects.

Imagining that the CEVECTs a8 FANSASNT 5 & Qood
method 1o study and undersiand ther intemal structhure.

Cecasionaly, an
obyoct's contours
zhowld nat ba closed
in, since fhis cowd
spod the fransition
between lght and
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Onne the fundamental form of an object has been drawn, you can begin
1o work and bulld up its texture by drawing the profiles and emphasizing the
the object’s contours; do not worry about the tonal zones at this point. You
should work with soft ines and strokes that can be easily erased in these
next steps.

trokes

and profiles

REAFFIRMING THE LINES Y | W
When the external part of the model is complate- N X /
Iy finished, reaffirm the lines with a much freer ' %
and firmer, but not too ngid, stroke. You will see

that it is easier to accent the more definitive lines Py F /) .
when you have drawn a previous sketch. Now R - {1'd!
you can begin to superimpose different strokes
on the previous ones to make the forms more
concrete. As you continue drawing, the lines will
be firmer and mare intense and will define the
forms with maore precision.

Owitling sketcheas are wsually riddled with fnas thal give
oo much avan v
50 It i5 necessary fo clean the profies.

Alfter the initial farm of the obyect has been complated,
¥OU MUSE then Sekect the ines that define the drewing
and acoant them with more ntense Strokes.

Finaly, shadings and intense sirokes hiave to be mixed,
It is mof necessary fo keap the inttial, prafrminary ines.



After finishing the outine
shetch with soft strokes
that can be easly erasod,

PROFILES | e
After the preliminary cutline sketch is finished, it now time to highlight the
profiles and build up the tones. Do not make the mistake of drawing the
whole object with an intense stroke, only the zones that dafine the object
have to be emphasized. When the outline sketch is considerad definitive,
you can start superimposing different strokes on the previous outiines to
make the forms concrete, Remember, the strokes you are drawing represent
the different borders, internal as well as external, of the theme. Using pencil
gradations will give more three-dimensional character to the object as well
as present some diverse strokes, Thicker [ines will make the object stand
out from the background, while finer lines should be reserved for hatching
and for the object's internal datails.

The cutline sketch may be a simple

doocle or skefch; later you wil select
\\I and reaffirm the mors important

strokes and profies.

Working with an even, continuous kne
will nat suffice; you need o uss
cifferent gradatons n the nes fo
exatablish a hiersrchy in the drowing,



a linear \andsoape:

The hatchings of the
objpots stuatod on
the first planie should
b rrong imlacse and
diafinad than those in
the farther planes.

controlling the stroke

he fellowing will how to develop inear
hatehing and shading in a landscape, in this case a cliff.
Combining these tonalities allows for rich transitions between light
and shadow, It is gratifying to draw a landscape in which you have
to represent an object in the foreground, where the observer can
clearly see its texture. You can create three-dimensional effects in
a drawing based on hatching made with directional strokes.
Fraquently, you can include strokes that go across or surround the
model to support the representation,

1. The first step consists in dividing the paper 2. Once you are satisfied that the proportions
into four equal parts; this will make the layout are correct, reaffirm the lines and draw the
easier. On this grid, start sketching the plant with contours and basic forms of the plant in the
an H pencil. The strokes should be fight in case foreground with an HB pencil. Do not worry
you have to correct them with an eraser. The about the details; you must concentrate on the
«cliffs in the background are lightly sketched and general structure of the drawing.

laid out.




3. Start shading the plant in the foreground with paraliel hatching. Then
proceed 1o shade the clffs and coastline in the background planes with
cross-hatching. In the finished work notice the quality that can be obtained
by drawing with lines only, These lines are combined in a skilil way to
creale a three-dimensional llusion,suggest texture, and have a range of
tones. Observe beiow the different types of strokes used in the different
zones of the drawing.




a theme:
selection and

OMpPO-

DRAWME FROM LIFE 15 ROT CORYING THE DBJECT, BUT AATHER MATEFALEMG YOUR DM SENSATIONS. TWE THINGS THE ARTIST POSSESEES. SIHT
AT ERAIN, HAVE TEY HELP EACH OTHER. THEY BHOLLD BE DEVELOPED AT THE SAME TIME: THE SIGHT THROUGH KATURAL VIEWING AND THE BRAIN

THAOUGH THE LOGIC OF DRGANIZED SENSATIONS. ™

PALIL CEZANNE. AUTOSOCRAPHICAL NOTES
Urheberrechilich geschiitztes Materia






factors Ig




selecting a theme.
Everybody has the

ability to find

IN any theme g that is rcinarily sig This
is the skill that transforms a person into an artist, However, select-
ing a thems is not enough; it also has to be presanted to the ob-
sarver in an attractive and interesting way. There are several
J factors that you should take into account if you want to tum a
model into a visually stimulating drawing, among them: observing
Alytcalty, selecting an interesting point of view, selecting an original framing, and compos-
ing the different elemeants within the drawing. To develop thesa factors, look for drawing
themes in your natural environment (a nearby park, the street where you live, the plants on
your balcony, etc.) and study their composition and values. If you sketch persistently, your vi-
sual perception will soon heighten and you will discover themes that for others go unnoticed.




choosing a lheme

Composition

and blocking in shadows

Cunpnunonmhrammwayhmu
thame is presented and laid out within the differ-
ent planes of the drawing. Belore you begin
drawing, you have to break down, sketch, and
evaluate the different elements in the theme and
try to understand how each one balances the
other for a wedl arranged drawing. Think of how
tha object or model will effect the overall draw-
ing. In order to compasa, you must first learn
how to make a rough outling. A rough outline s
tha first step that an artist takes to define the
form of the model, its limits, and its proportions.

BREAKING FORMS DOWN

INTO A FEW LINES

All forms in nature can be broken down to a few
outiines, whether it is a chair, vase, jug, or trea.
You will see that these structures in turn can be
reduced to spheres, cubes, and cylinders. This is
a good starting point for a sketch; that is, to
make a rough cutline of the model or object on
paper. A rough outling is not the same as con-
structing a frame into which the whole subject
will fit, The artist must know how to identify the

Ther best approach in constructing a rough outiing & fo
start wath simple blocks boxes) in which you draw the
forms. These forms should be simpie, faf, and very

Yo shoud laam how to broak down obyects info simple

most important basic shapes to be i n
the rough outline.

forms, Here arg throe (A) a vase
with a fiower arrangemen! can be reduced fo an
Inverted traperoid and a crcumierence, (B) a jug can be
drawn into & triangutir form, and (C) squeres of cifierent
sires can be used fo frame a group of trees.




A B

Ohsena in these two drawings the difarance betwean
@ sfructured outine and a free one. (4) The structured
allows you fo analyze the form from a previous
E (B) The free outling differs from tha firs ona
becauze you fry fo draw the form directl; without a
previows mough outlhne of the different forms,

The free cutine allows you fo be kess concemed with

DRAWING WITHOUT AN OUTLINE

‘You can also begin to draw cbjects and madels
without the aid of geometrical forms by instead
drawing a general form directly and repeating the
process until you achieve the adequate form.
The strokes must be swift and spontaneous. Try
to include compaosition and proportion at the
same time. This kind of quick sketch will help
you understand the model’s form and will help
you later in more developed drawings. The lines
that define the contours do not have to be fine
and elegant; they can be broken lines. To begin a
a drawing without an outline, it is best to draw
the ensemble freely, without streamlining or
shading every form. The lines may be reaffirmed
as many times as needed, but remember that
you should give form to each object with only a
few free strokes.

pancis of diflront
hardress to vary the
wiclth s well s the

intersity of the stroke.

Direct oulining, without
geomatncal forms, i
mone appropnate far
simple compositions. fn
this eanmole, i wes
batter to develop &
structured outios in
order [o avoid erors in
the form and avord
armanging the olamants
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Tha rough outling shoutd simolfy the model info
peometncal forms, These forms will provide the inftial

c ition of the Here are
one with a lranguls compasition and anolier with &
circutar one.

ARRANGING THE BLOCKS

After you have broken the objects or model
down to basic geometrical forms, they must now
be arranged within the drawing. This means that
if you fit the model completely inside its block,
the drawing will be limited to that particular cb-
ject, thus creating a concise represantation.
‘When the model is composed of many objects,
each block, with a form, is added to the main
block. It is easy to complete a drawing if you
start with the basic forms. The guiding lines can
always be easily erased.

The main model must be abie to § into the main
biock, i this case @ tea keftie. Once the form of the
tea kettle has been drawn, new blocks (for the handie
and the spout) can be addoed.

The first step in crealing an ouline sketch shoud be fo
place aach element info small, simple blocks. Then
acconding fo the dimensions of the blocks, place each
one of the farms inside them, paying close attention (o
thesr profiles.

 you laarm how fo break down simple stil-ifes, you
gracually wil be atée to draw more complicated modals
by combining mone forms and ines.



Using outing
BLOCKING IN SHADOWS ’ - wieictios RaPEYO 6
In cases where the model is strongly iluminated, a usehu tech- o st
nique caled blocking-in allows you to establish shadows which y astahish the vanbus
will kater ba built up. Blocking in dark zones becomes part of the b alamenis so that you
initial drawing process, to the point whare it is common to start a ) canusekaca
drawing by alternating between initial lines and preiminary stains. genaral rafarence:
Do not worry about details at this point; you are simply establishing throughout the lator
the main areas of tone. The profiles of shadows are a good refer- drawing stagos.

ence point for blocking in, especially in models that have a strong

light and dark contrast. You can also establish the Muminated areas ™
by outlining them with dark lines—again, do not worry about de-
taiis at point.

Blocking in shadows
auring the aarly stages of
@ drawng Senes as a

Blocking in shadows is good whan you ane sketching a
landscape. Working with a chalk stick on its side, you
can create 4 skatch Me e one above in a few minutes.

Tha shadows ina
model, when clearly
contrasted, can be &
good raference for
hiocking in & thame.




using
Derspec‘uve

\ in the preliminary outline sketch

Tor draw Mwee-cimensional lems, it is & good 8 o become
comiorfabie with drawing geomnetrical farms in which fo lay
out the modal

Ifmanumlnbuﬂxrhgﬂmpuiﬂthatdmﬁngiabmdonuwm
shapes, it is not because we enjoy theorizing, but bacause it is quite true
and has an undeniable practical value.

When you want to begin a drawing, thers are several technigues you can

use to amodel’s In order to lay it out proportionata-
Iy in the outline sketch. The most common is based on geometrical forms:
sphares and As we h ined in the last section, you can

draw amything if you can break down the model into a few basic forms.

When analeing any object, sea if it can be drawn in ona of the hass foms balow:




DRAWING AN OBJECT INSIDE

A GEOMETRICAL FORM

‘When analyzing an object’s form (a table, vase,
cup, car, tree, etc.), you will find that it can usual-
ly be drawn inside a cube, a prism, or a cylinder,
which later its Th the
artist will derive his or her drawings initially from
any ona of those above-mentioned basic forms.
First you will have to observe the object and de-
cide which geometric form will be the most ade-
quate. Once the form has been drawn, you can
then draw the profiles. The geometric figure only
Serves as a guide to draw the object or model
and establish its proportions; after you define
and detail it you can erase the initial

geometric figure.

2. Gradually streamline the object’s form, adding

new rical forms to the p ones until
you have the object’s structure,

Fior blocking i, you
shoukd start the
drawing with a soff

gradation pencdl such

\ as iha HB, Continug
r ~y 10 work with soffer

[pencis whose strokes

1. If you have to draw an apparently complex
obiject, the first step is to draw a rectangular
form that will hold the object inside. Draw an axis
and suggest, with ellipses and spheres, an initial
layout of the most important forms that
characterize the object.

car be modified with
an eraser.

3. To finish, join the
different forms and
dafina the object's
structure. The last
step will be to apply a
light shading to give
volume to the
drawing.



sing 2 Theme

The geomelnc forms can be appled 1o any moodel. Herg
5 an example of a pyramidal prism used fo

lay out a figure.
COMPLEX OBJECTS

A complex object can be broken down into sev-

eral geometric forms that can then by laid out in I
one general geomatric form. First start with a 5
simple form and then combine or superimpose ,l’

new geometric forms according to the object or
moda's composition. Use simple and straight
lines and do not worry if at first the geometri-
cal forms are not similar to the object. These
geometrical forms are simply that, mere
geometrical forms. Also, do not use a rular
to draw the lines; draw freehand, even if
they are not perfect. Later, you can go

over them until you obtain the desired

resuit.

] 1. A drawing based on three-dimensional
geometric forms is used for drawing objects in
— perspective or for those that present certain
foreshortened effects.
You showld practice g,
orthoganal shapes,
and prisms by
freahand. A simpig
method is fo first
draw the fiat
geometng form and
then profect its
volume in




2. Once you have When trying o lay out

drawn the geometric clyects within

form, draw the first lines geornetric kams,

of the model. b remamber to driw

Remember that a |(L'L‘ the geometrical axis:

\43 a perpendicular

straight ine that
divides the figure in
o fwilactasa
reference to draw the
model syrmmalricaly.

3. Gradually, you will
define the profile of the
object with firm and
decisive lines. This first
linear layout will act as a
guide to develop the
drawing's tonal effects.

4. The last phase
culminates in building
up volume in the model.
Onca the drawing Is
complete, you can
erase the geometric .
form. e




roportions

In all motels it i possible 1o find comespending
distances that can be compared to one another,
be It as whole parts, as haves, as fourths, atc.
This anakytical task of comparing sizes and es-
tablishing proportions is essential before starting
the actual drawing.

THE PROBLEM WITH PROPORTIONS

Tha probéem with proportions baging when the
anist tries to raduce the size of the real modal to
proper scale for the drawing paper. When it
comes (o drawing, I is assential that you keep
the same relation of propartions among the di-
versa elements that comprise the subject. Logi-
cally, thace wil! be some dimensions that will not
adqust eactly to the measurements you have es-
tablishad, but it will not be difficult to approxi-
mate Hham,

T iy it faces in laping oul a subject
vl sl of the modd to e peaper




Upon observing ths group of
Mfigures, you can see differant knaar
ralationshps that have 10 be taken

into account whan making the

"

ALIGNED POINTS

The drawing space can be divided into different zones that relate
to the model or subject. Perhaps, the best way to study the relation
of distances between different zones of the model is by the
method of making aligned points. This method consists in finding
wvertical and horizontal reference points that will help you to view
the model's structure, contours, distances, and forms. The model's
basic Is a result of heights, widths,
and lines through imaginary vertical and horizontal lines that run
through basic points.

" o—

Whan stuching a mocksl
akgn points and draw
imagnary ines 1o
represent the positoning
and kayout of the slements.

Urheberrechtlick

To amange and draw
the glernents in a mod-

place the sutiect be-
skia the drawing board
and draw chrocty onto
the paper the fnes that
indicate the height and
wilth of the different

schiitztes Materia




1t is very helphal to first
i the crawing
with a cross in ordar
fo break the area
into four clearfy
dhstinguished zores,

SEARCHING FOR EQUAL PROPORTIONS
The search for equal propertions amang the dif-
ferent cbjects of a model can be a very helpful
exercise in leamning to relate the different parts of
the structure. This consists basically in compar-
ing and determining (as has been done already in
the previous chapter) that the height of the pitch-
or is approximately equal to half tha total haight
of the bottle and that it is almost twice as wide

tions among the different parts of the model re-
late to each other. You may, for example, decide
that one zone will be one third the other zone, or
that another zone will measure exactly twice as
much as the previous one. Many times, especial-
Iy when approaching architectural themes, you
should compartmentalize the fagades in equal-
sized segments in order to place comectly the

as the apple found on the second plane. windows and the balconies.
When you are in front of a model, you should
mentally take it apart and study how the propor-
1 ¥ i 1
e
1 . -
i
{ : —
] 1
hu wil 500 in thesa imagas To draw a bakcony, dhvide the Dwicka the upper straight tna
the importance that the baox in ha, making sure that into four segrnants and Lsa
reiation of dimensions has in the upper iimit of the rad the two central portions 1o
blocking in. First, draw the box coincides with this project the vertical lines.
wihang you ane going fo masLreTment.
chveson the thama.

Once the first f Oy Aok oW

have boen stucted, fnish the partitions 1o defing the
vertical ines fo oblan the decorative elements of the
principal fnes thal define the balcony, #ts projection, and the




MEASURING WITH A PENCIL F
A simple pencil, stick, or ruler is commonly used to establish

propaortions, To do so: raise a pencil to the level of your
ayas, extend your arm (return to this position every time you
take a measurement) and situate the pencil in front of the
part of the model you want to measure, Move your thumb
up and down until the visible part of the pencil coincides
with the measurement of your model. Transiate this mea-
surement onto your paper and continue to use the pencil to
measure the remaining proportions. Compare distances fre-
quantty. Work i y ing prop , ralating
them to one ancther, and indicating paints of reference.
Suddenly, without noticing it, you will find that your mind s
working in a logical way. Remember to calculate horizontal
measurements as well as vertical ones, without ever altering
the distance between your arm and the subject.

PROCESSING THE MEASUREMENTS
Starting from these first measurements, the artist creates the
forms using a minimal number of lines. All the elemeants of
the model go through a first outline sketch before being
drawn in definite forms. This outline sketch, with its proper
relation of proportions, will slowly be buik.

Uising an nitiaf outling skedc.
provides good refierer
hesgft of a tarso, chex
sculpture is adiusted i
sagments. This measure
any sutyect.




Drawing

with grids
1;19 third method to ensure that the different
parts of the image have corect proportions is
the grid, which interprets the direction of the
model’s lines and its structure, The more divi-
sions the grid has, the more exact it will be, thus
avoiding the possibility of errors In the drawing.
Basides being a perfect method for copying, the
grid also allows you to enlarge a model propar-
tionately. This method may seem boring and me-
chanical at first, but you must remember that this
s just another basa from which you can start
working. J

A grid alows you to adust and draw a moos's features
te the highos! dogroe

On a gifferant piece of papan draw A grid with & pencill
and fry to draw the model's faafuras, paying closo
attention to each one of the squares and the particular
Toature ! & in 8ach Squse.




A VERY SIMPLE METHOD

Tha techniqua of drawing with a grid consists of
laying squares on top of the model, usually a
photograph or preliminary sketch, to enlarge a
drawing. To copy an image with a grid, draw
squares on the modal and repeat the same
squares on a blank plece of paper; each one of
the squares is a part of the image.

Even though learning to draw from life is more
advizable, there are occasions in which copying
a photograph or drawing with this method may
be necessary.

A PROPORTIONED DRAWING
The grd is a good method if you still have diffi-
culties making a proportionate drawing. The
object of this system is to help you see, under-
stand, and draw with mare fluency and

As you acqui y and fuidity,
this systemn of drawing will seem excessively
mechanical, With time, you will not neaed the ald
of a grid to composa; you will draw with
imaginary lines.
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Afer first blocking in the fones, go

over [he crawing'’s oulines corefully
willh & wil-sharpened hard pencl
LNt you achieve ciean, defined ines
and aimost no gray shadings.
The acvantage of drawing with a grd
on the model is Mt you can choose
e sine of I squanes. If you wan! o
concontrite on th compiax arsa of
e moded, drew more sechons on
that partcular area.
- —r— Use a nder to
! | I | | maasLre the SaCcE
S ZmnNE oo rrcorta 3
Al b vartical thirds. Place
B | *t‘" T T the centers of interest
™ E: T on the points whare
o 1T the lines cross each
1 =17 otfir: This vory
1 —t— SaTipkR Sysham
{1 produces balanced
compositions.




As you can e, the
principla of the grid is
hasic and appicatie
fa any formal,
‘whether vertical,
horizonta, narow, or
slongated.

‘Lorrain method:”

harmony in the composition

uwilmwsludyminguﬂiung'idwm
that was popular in the seventeenth century by
Ihamnndmapapmarmmm In his.

i this French
artist would first draw gecmeiric lines that would
cover the paper's surface like a net. It was a sim-
phe grid that partitionaed the paper rectangle ac-
cording to its medians and its diagonals. This
geometric partition allowed the articulation of the
surface of the square according to the composi-
tion and the depth effect that the artist wanted to
suggest, ignoring the mechanical requirements
of perspective.

The system allows you to harmonlously place
the different elements of a landscape, moving, if
necessary, some tree or shrub so that it coin-
cides with one of the intersections of the diago-
nals.mlsnmhwhdpslnbdamsh

A the ek "
n'uwﬂus.andnbaymn!ngh:ummm
the elements influence one anather,

To apply Lorain's composition method, frst partition
the suriace of the paper inta four segments by drawing
@ vartical and a harizontal line that converge in

the middle,
/.//’ 7
//\"\ ~ 2,
o~ 3 ~
~ ~: L ",
~ . \\\ -
- e 5 ey
N R
L~ gl

Draw two diagonals that converge in the middle of sach
one of the four resulting rectangles. These four points
wil be refarence ponts for the composition, fust ke
the chagonals that aid in g the effect of

denth in a landscape.

The dhagonal system of composition created by Lomain
Iz vevry uselud for composing landscapes and helps fo
armange and distribute the elements in @ mors
harmonious way.



A SENSE OF COMPOSITION

By g the princip in this
chapter you will acquire a sense of compasition,
And although mast artists usually theorize about
the motives that have lad them to organize the
thema in a certain way, you will be surprised to
realize that most of the drawings conform to the
conventions that have been explained in these
pages.

i you drow the diagonal grid on a papar you Can
displace the center of atiention, the fown, towards the
upoer rgit-hand side. The profle of the mountains and
Ehe nearty Mmeacow (s adapted so thal § concides witf
the main diagonals thal cross ihe piclune.

After developing the drawng and applhing the tonal
values, you wil see how the new distrbution of the
akxnents (s the intal photograoh into a more
anractve work, You Should never e satisfied with the
real modal; leam how o interpret it and transiom @
BCconing t0 yoUr COmEnence.
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Hove is o view of o lown
o & mountan wit &
batanced, although
Manoionous,
composition that was
appiiad with the "Lomain




point

of View:

transformations in the model

Mmmmlmw:tamm.
animals, figures, etc., you are not completely
conscious that your view depends on the posi-
tion you are in vis-A-vis the real moded. Before
drawing, it is necessary to move around the
model in order to find the point of view that will
best exprass the variation within the unity of the
madei's forms, sizes, and colors.

VARIATIONS IN THE POINT OF VIEW

A “normal” level of observation, when the theme
is situated at the artist's eye level, is most
adequate for simple and descriptive images. A
model cbserved from a higher point of view sep-
arates even more the different elements of the
scene and allows you to play with the differant
spaces that open up among them. When, to the
contrary, you draw a scene from a point of view
Iower than the usual one, there is a tendency to
have the diff 1 el that the
drawing overlap each other.

If you look at the model from & frontal point
of view, the hortron ke is positioned in the
midoha, divicing the modal o two halves,
The stil-ife appears compact and tha
obyects appsar together although clearly
dantifiable,

W you stand up and look at the stl-ife from
a higher point of view, the horizon ine wil
appear hegher, the obects wil roveal mone
space between sach othar, and the
shackows will SDDeGr Founder,

i you loak at the model from a lower poant
of wiow, Fre horizon kg desconds
drasticall, the profected shadows
disappaar; and the objects ane
supenmposed one on top of the othar.

c hindtaring the ification of
curtain detals of the group,
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THE POSITION REGARDING THE MODEL
The best way 1o learn how the view of the model
changes if the point of view Is changed Is to
compose a still-life on a table and try to look at it
from different points of view, as you can see in
the images on the pravious page. Notice figure
A, in which the objects that form the composition
have been drawn below the line that demarcates
the table (horizen ling); this means that the per-
son is observing the scene from a high position.
You can deduce then that the viewer is standing.
On the contrary, if the viewer is sitting in a lower
pasition than the previous one, the line of the
model will also be lower, and the elements will be
observed from a more level position with the
table (figure C). Observing both images you will
also see that the forms, as well as their respec-
tive have Whan
looked at from the higher position (B), they pra-
sent more rounded forms, while when you
crouch down the shadows are elongated and are
nearer the horizon line. Through this brief cbser-
vation exercise, you can see that what you want
to draw relates to your position vis-a-vis

the model.

nr

The variation in the poinf of view affects

the same haght proouces & profile view
of the object. From a point of vew
situatod bolow the obyect [C), the cup’s
Upper BOrr appoSs Commx




| . : Frwuenﬂy, nature itself suggests the compaosi-
tion to the artist. You should take advantage of
] E these occasions, but do not rely on them too
. L much: if you don't have a provious composition
1 e outlines sketch, confusion will soon come into

i the picture. This impact depends greatly on the
combination of the principal forms on the surface
and on the divisions of space in the drawing

in general,

composmg Outllne sketches:

balancing the image

A good artist shouk 35 .
Introcuce & bit of P L SYMMETRIC OR
asymmetry in the 4 | ASYMMETRIC COMPOSITIONS
compasition, breaking | The first and most basic rule is the one that de-
the formal equilibrium ‘Sm i termines whether you are going to draw a sym-
betwean both sides of -"% STE L | | metric o an asymmetric composition—the
the drawing. This adds [s glabal equillbrium of the theme must be taken

mare inferest (o the | i == into account. A too symmatric composition can
appear boring and static. The symmetry will pro-
vide equilibriu to an image, but wil take emo-
tion away from it However, this is pot always 50,
since a of ir forms
and angles can sumetlmsa offer variation enough
1o the sight. Asymmatric compositions are the
ones that create the most tension in a drawing.
They may be apparently unbalanced, but a close
analysis of the work will show that even though
the landscape is asymmetric, the balance among
the different color masses and the elaments

ing the scene complement each other
and give a certain sense of equilibrium.

A'tflagons composition
15 ona of the mare
recumEnt in the wonk of
art since if provides
asyrmmery and stabikty:




SIMPLE FORMS
Composition also implies combining forms within
the picture’s area. It has been that

19

COMMON SCHEMAS
The use of geometrical schemas In a drawing's

most peogle prefer compaositions based on geo-
metric shapes on account of their simple and
concrate configurations. When three simple
forms such as a triangle, a rhombus, and a circle
are placed separately or supsrimposed in a com-
position, the viewer can identify each form and
enjoy their interaction,

Therefore, we suggest that at the moment of
selecting a theme and determining its composi-
tion, you should begin with an outlines sketch, a
schema, that responds to a precise geometrical
form. Experience has shown them to be pleasing
to the majority, This way, you can be sure your
drawing will presant a visually satisfactory pic-
ture.

These outline sketches show diffarant composition
schemas for the drawing space. (4} an
alament presented through an oval form, (B} a hurman
figure based on a triangular scherna and on a croular
form for the forso, and (C) a marina with the
composition schema of an inverted L,

ion was already being used the Renais-
sance, with a general predominance of the trian-
gular schema. The amival of the Baroque caused
mare use of the diagonal composition, suggest-
ed and applied mainly by Rembrandt. Besides
these which may be d clas-

sic, and other traditional ones such as the rec-
tangle, the square, and the oval, soma common
schemas are those that refer to typographical
forms that remind us of the letters L. G, Z, etc.

Since making &
COmposition schema
of a model is a
pralminary step n the
drawing rocess, you
showld draw it with
soft strokes, hardly
exirliig prossure, so
that if can be easlly
Grased once its
function has bean
complgted,
Expariment with al
types of geometnical
forms fo find the most
appropriate one.




balance
andShythm: v .

a visual order

Orweo(memo!timportantfacturSWnap—
proaching the composition of a drawing is ob-
taining a visual balance—in other words, the
order and disposition of the different elements
that comprise the model. Everybody has a cer-
tain intuition which can give balance to a work,
but this is not encugh. You also have to leamn to
lock at a model from a drawing point of view, as
an ensemble of strokes and tonal surfaces. The
equilibrium in a composition depends a great
deal on the harmony it expresses.

BALANCE IN THE FRAMING

When framing, you are placing borders on the
wiew you want to represent. An appropriate fram-
ing takes into account the color masses confined
within its boundaries. In a landscape it is suffi-
caent to modify the framing, since there are sav-
eral possible compositions, and many of them
can be interesting. In selecting the framing, be
aware that centered elements reinforce the bal-
ance of the composition, while those placed to
the sides may unbalance it.

The most balanced drawing is, withowt a doubt, the symmelnc one, that is, the one

To achieve a balanced
drawing, It is necessary
1o make alowance for
the tonal zones. Observe
how the arfist has
balanced the lones and
forms of the rools

that presents equally distributed masses and the one thal repeats the same fomms on

the left and night sides of the papar (A, If you want to creafe unbaanoe, you should c
nof equakize the distnbution of the lonal masses. You should look at the paper as & it

were a scale o incicale that the right side of the image weighs more [han the leit or

vice versa (B). But this has an easy

Soltion, which consisls
in placing the smal squane in 8 mone elevated posiion in relstion fo the lager one: the
visual effoct does the rest (C). Cuadranguiar forms ane heavier than rounded ones, 5o

the circle should be placed higher ¥ you want a visual equiibrium (D).



CHECKING FOR BALANCE
You can verify the balance amor

the masses through a simple

analysis in order 1o assure that a composition be pleasing and not
disproportionate o prone 1o emors. Turn the drawing upside down,
180 degrees. This will create some distancing from the work. The
work has been weil fashioned when the object or figure is support-
ed and does not seem kke it is going to fall down. A composition
gives the impression of faling when you have not taken balance
Into account. You can also analyze the composition by observing
the schema reflected in a mirror. You can better identity the emors in

the reflected image than in the real drawing,

DISTANCING

A first impression of something
strange in the drawing could in-
dicate that you have made and
error. This may not always be
evident. You can leave the
drawing for some time, since
with time you distance yourself
from the work and thus will be

able 1o distinguish the errors in
proportion or balance.




RHYTHM

Anythm in a drawing has the sama function as in
music: it joins the different elements and pro-
vides a distinct character to the composition.
Rhythm can be achieved through the systematic
repatition of matifs, through the control of an
ordered stroke, or through a succession of lines
that direct the gaze of tha viewar onto the sur-
face of the work.

‘When the content of a framing is analyzed,
everything is reduced to simple forms in straight,
curved, broken, or mixed lines. The repetition of
these directions gives the work rhythm. Ina
drawing, rhythm may be obtained through the
repetition of strokes; an example of this can be
seen in the law of continuity developed by some
British artists during the ninateenth century.

THE LAW OF CONTINUITY

The taw of continuity Is a method of expressing
the unity of the work starting with a succession
of ordered strokes or elements from the scene:
*For example, the succession of the columns in
the wing of a cathedral is more interesting when
they are recessed in perspective and become
darker the farther away they are. The same thing
happens with a succession of hills, when some
follow others on the slopes surmounding a valley,
or with the succession of clouds, which becoma
hazier towards the horizon. Each hill and each
cloud have a ditferent form, but each element ev-
idently follows another in a tranquil and expected
order.”

The law of continuity guides the gaze of the
viewer over the picture through the strokes. In
these cases, the sUccession of strokes creates
cuments that flow as rivers, or as waves, on they
surface of the drawing. You can cbserve this ef-
fect on the beach drawing in the following exer-
cise, The purpose of the artist in this drawing has
been to transmit a gréater expressive effect,
thanks 1o the contral of the strokes, together with
the bawitching, swaying, and undulating move-
meni of the clouds and the waves. As you can
see, the strokes describe clouds that move in
countless rows that follow the sun and converge
on a point in the sky, There, the strokes of the
clouds find their continuation on the beach and
flow to the sea. where in the swell, the same un-
dulating forms of the clouds are repaated. This
rhythm of continuity joins the different elements
and provides the compaosition with.a
distinct character,

The folowing exert

g will dlemonsirata how §

1. Before beginning to draw, the artist sketchas
the model. On this, a series of arrows are drawn
which mark the direction of the strokes in each

one of the zones of the drawing. Notice that the
arrows start on the sea, ascend through the tree
in the foreground, and continue through the sky
and then back to the sea, to the starting point.

2. With a graphite
pencil of madium
hardness, start
covening the white
spaces of the paper,
respecting the
directions indicated
by the initial amows.




3. With the drawing almeost To organize a

complete, you can see that the balanced moded,
application of the “law of continuity” magne the group of
renders a surface covered with obijects as if they
undulating strokes that show the A | wera on the plates of
direction the gaze should follow i 2 o scako. Make sure
over the picture’s surface. that the obects
P districuted on ihe lef
Pl nalf of the model have
'-‘I’— the same visual
waight as those on
the right half.

4. In adding mare lines over the previous ones
and contrasting the darker zones, you will cbtain a
more satisfactory final effect. Observe how the
direction of the lines is kept in relation to the initial
amows. The control and direction of the strokes
provide the work with an undulating rhythm.
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echniques.

he combination of
shading and

liN€ widens the rangs of drawing possibiities. Studying tight and
shadow allows a closer approach to the elemants that give realism to
S a drawing. Wmmmmmdammmwg
T e its tonal g and g tones and hues, and
deciding which ones are lighter and which ones are darker, To under-
stand the value of a tona, you should establish on the mode! a range of
shadings that is complate anough for the drawing 1o acquire corporeity,
voluma, and atmesphens. When outlining any object, it is necessary o view it
staing that vary according to the incidence of light in the various zones. A
value cannct be achieved through sharp contrasts of light and shadow zones.
- # progressive value must be rendered, with smooth transitions between shadings.
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Shading

Shadnq is a painterfy resource that evenly cov-
ors the paper's surface. Applying various types
of shading requires a great deal of practice be-
causeitisa element for

cbects,

THE LIGHT ANMD THE MODEL

It 5 essential to learn to ertai rets
Frengys in @ model. All the elerments grouped in a
compoation can be represented if there is
eragh bght, with all their shape and color atirib-
e, Ta study the trajectory of light you should
lcate the darker zones and those more exposed
143 s light (the maximum points of light). The
et step o establishing an order among the dif-
terert intermediate values within the dark and
bt zoness. The comparison is always based on
e concepts "one is darker than the other” or
“ore i lighter than the other.”

When the modals any dksrinatd by an artificial sght

. SOLTE, you Shoukd shudy the bght rajectary and try to
i Ipcale the darker zones and those under groater ight
2 Bxposure.

After bnesr drgwing, shading &
fundiamental fo provige the model
with & greater volume effect,




VALUE SYSTEM

When the tones are arranged on the drawing, a value system is established,
The value system consists in determining the different tonal values and the
way they are assigned. Delimiting the darkest zones allows you to frame the
shapes. The shapes begin to take form as you shade these very dark zones.
The darkest one coresponds to the darkest zone,

Working wilh the side
ofa charcoal or chalk
stick, you can
eatabiish the first
fonal value through
rapid &1ains.

Only with tonal work
does tha drawing
acquine a pictorial finigh.
The contrast between
Jight and shadow gives
vosme fo the edomants.
In order to reach this
madeing, & is necessary
o learm b0 use the
varous fonal vises
comactly, keeping in
mind thal backs will be
mane infense in the
darkest shadows and in
the obyects located
Toward the foveground,
and soffer and more
bianded foward the
background.



SHADING
There are two ways to create tone with pencil.

the desired tonal intensity through the amount of
pressure exerted while drawing. The most com-
man shadings are vertical shading, made with

lines perpendicular to the lower margin of the pa-

per or 1o the line of the drawing, and diagonal
shading, which is made with diagonal strokes.
Diagonal shading is one of the easiest and,
therefore, the most commonly used in drawing.
The sacond method is to use a harder pencil and
create a senes of tones, producing layered shad-
ing. For shading it is essential to maintain the
jpressure all the time and move at the same pace
in order to achieve a uniform tesxture.

DRAGGING

The most way to G
with charceal and chalk is by dragging the stick
lengthwise, in order to create a wide and thick
stroke that allows the paper's texture to be visi-
ble immediatety. In order to control the stroke it
is necessary to cut the stick according to the line
width. The amount of pressure you apply will de-
termine the darkness or luminosity of the draw-
ing. A zone can be covered until the paper's
tooth is completely covered. Tones can be soft-
ened by rubbing, as if using graphite. A soft
shading applied by barely pressing the stick
against the paper surface will produce a very
debcate range of tones.

The first method is to use a soft pencil to achieve

Above are basic examples of shadings made with
graphite pancis, charcoal, and chak, on fine coatad
Paper:

1A} Homogensous shading mada with the side of &
sanguine stick, () clrssic shading madie with a dul-
\panted graphite stck-pencd, (T homogeneous shading
drawn with the side of a rectanguéar graphite stick , ({O)
classic shacing extended with a sanguine penci, [E)
ciassic shacing with an oily pencil, (F) fextured shading
mace langthwise with & charcoal stck, and (G)
homogeneowus shadng made with the side of a black
chaik stick.

By gradualy increasing the pressurs of the sanguing
stick you wil be abie fo cover the paper's fooih almast
completely, Practics tonal valse scales of this kind 1o
master shading quakty.
Urheberrechtlict



TONAL EXERCISES

Salect simple themes and try to create them by
applying different approaches to tonal work. First
try to apply shading to create shapes. Then, al-
ways working with a single color, draw a theme
by defining large tone blocks —three to five tones
will be enough—and use the tones to create the
object's shapes, regardless of whether the tones
in the theme are visible or not. Once you have
simplified the theme to three to five tones, look
at the tonal zones as abstract shapes, and leave
some zones of the drawing indefinite so that the
aye can completa them, Keep in mind that, of-
ten, the most efficient drawings have a minimum
of As you b more d
you will be able to assign to the drawings a wider
valua range which, when appiied to the model,
aliows for a great variety of Bight intensities. The
good use of shadings will make it possible for
you to create a more volumetric representation of
the model.

13

Balow arg four samples of the most common shadings:
{A] classic shading hased on hatching, (B)
homoganeous shading made with a slanted graphile
stick, {C) shading by dragging the side of 8 chalk stick,
and (D) staning with a small charcoal stick,
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how to Shade:

stains, tones, and hatchings

Tmm:ymmbeembﬂshodlhmm
the effect of ight and shadow on a model. We
then assign a tonal value 1o each zone, and
each tone ds to a particul

1o light.

BEGIN THE SHADING WITHOUT STROKES
At the baginning, it is advisable to apply shading
without strokes, using the side of a charcoal,
graphite, or chalk stick, With some practice you
«can master, or at least have a good understand-
ing of the tonal value system. Once you get used
1o relating and establishing tone values, it will be
easier to use strokes,

Snaging with strokes is best for ouldoor drawing, when
the skeich has to be drawn. Ybu should always keep in
mined the cirection of Ihe strokes in order o render the
modkl comactly.

SHADING WITH STROKES

It is possible to cover the paper's surface by us-
ing strokes repeatediy. Hatching can be pro-
duced in many different ways. For instance, you
can practice a hatching that consists In varying
the stroke density, or another one, which con-
sists in superimposing stroke series or various
hatchings. The final intensity of the shading will
‘depend on various elements: the distances be-
tween lines, the pressure of the pencil, and the
type of repetition.




i you are a beginner, iy fo darken the shading To comect a shading,

progressively, in a siow and soft mannes, you may oriss wide
588 four examples Lsing difierant mecdia: (4) helding the paper to
A graphite, (B) chak, (C) sanguine, and () prerennt wnrkding. 1 is
charcoal The last stan with each medium advisabie 1o begn the
shows the diffarence batwean the frst and the shading by applying
, - . last shading. thin layers of tona,
@J m m‘ H since these can ba
e a i . arased mom aasily,
B
SEARCHING FOR THE TONE

If you make a tone darker than you want it when
shading or coloring, the only way to comect it is
by blending or erasing the surface. Given that
this operation reduces a paper's adherence ca-
pacity, it is advisable to apply the layers more
softly than you would deem necessary, so it is

easier to approach the appropriate tone by ap-
plying ive layers and superimposing ap-
. ,. plications.
o

HOMOGENEOUS SHADING

‘When charcoal is used to cover the paper uni-
formly and applied without making strokes, the
result is a shading without a stroke. In order to
criate this shading, take a piece of charcoal,
chalk, or sanguine and draw with its side, with
smooth movements to create a uniform color
layer. This method allows for atmospheric shad-
ing, of granulated texture, without sudden line or
tone changes or stroke contours,

Homoganeous shading, that
15, one macdk by softly aubbing
the stick against the paper,
procuces tores without
strokes. This resu'ts in high-
quakty gradation and
modaling,




f you press hard against the paper with the
rawing medium you will produce dark lines.

on the medium, the shading will be more tenu-
ous, resulting in a lighter color, A saturated tone
is a tone that has the most intensity, the darkest
tone. The least saturated tone is a lighter one.
Many tonal values can be created. To begin a
drawing you should locate the darkest tone and
the lightest one, as well as three or four other in-
termediate values. To create tonal gradations it is
important to have several tones, which can be
achieved by alternating the amount of pressure
you apply on the paper while drawing.

Sketches alow you fo explone the possibilties of each
drawing medium. In this chase the shading has been
rnade with a 48 graptite pencl

how to Control
the quality of a shading

Here you can $ee a senes of aranged fonal values
made with graphite and sanguine. These samples show
vanious fonad infensitias, which enable you io assess the
hardnass and quakly of the medium. It i3 advisable to
afternate leads of vanous hardness levels in the same

THE QUALITY AND HARDNESS

OF THE DRAWING MEDIUM

As we have explained, developing the shading
possibilities of the different media is fundamental
for value work. Therefore, an artist should know
the possibilities of each of the hardness levels of
the graphite pencils or sticks used. Once you
know the limits of sach material, applying it will
be a more logical operation, extending the
technical scales of grays in the context of the
drawing.



Wilh your ayes hat
closed you wil have a

biurry vision of the
It s neceszary to have a good knowledge of modal. Thes enablas
the proparties of every dawing matenal in you 1o simpaty the
ordor to dovelop the best shading method fo forms and have a
Ba used in each case. better perception of
e general ight and
color charactanstics:
PRELIMINARY PRACTICE OF DIRECTION '::;D";f:
TONAL RANGES When applying shading, it is essential to follow etz ol the

Bafore beginning to draw, you may find it useful
to practice developing the tonal range on a piece
of the same kind of paper you will use to work.
‘When applylng charcoal, sanguine, or chalk on
tha final paper, you should w:yu start by exert-
ing less pi ding to the

the comect direction. This s why it is so impor-
tant to start out using life models, since it is only
through observation that you can analyze and
synthesize the gesture needed to produce the
desired effect. In genaral terms, the gesture is

lines oullmed in the sketch.

to the direction of gradation, al-
tfwmelmywmayreedlablendhn

farge tonal zonas,

curve or impart circular direction to express
cylindrical or spherical volumes.

Shading showld not foliow a randorm direction. You
shousd follow & certan direction, which will depend on
the volume of the object baing drawn. For nstance, on
a spherical body the shading will be circular (A), on a
curved surtace the shading should also describe the
curve (8), I the surface & fiat the shadng should be
straight (C). This wil also apply whan, nstead of using
the slanted stick, you create strokes. The form of the
strokes showkd be consistent with the undudatons of the
object’s surtace (D).

¥ you want to further develop tha shading direchon,
draw simpile stil-fes, such as the one shown in the

L f figure, and Iry to create the shading lofowing these
-} : i) princiles,




SHADOW SYNTHESIS

Once the model is reduced to black and white
values, an intent to synthesize will enable the lo-
cation and delimitation of various values of differ-
ent value. The limits of the tonal zones can be
specified on the preliminary outline sketch. Two
basic tones will allow you to define the value
systemn. The lighter one is associated with the
zones that present the highest light intensity and
the darker tone for those areas that are darker.

ar

BLOCKING IN SHADOWS

Through simple sketches where shadows have
been blocked in, you may group the zones that
have the same tonal value. You may represent
with lines the limits that divide the paper in vari-
ous spaces. Each zone has a tonal value. It is
easy to establish the relation among the zones
that share the same value. This is the system that
allows for relating and classifying all the tones.

2. With a sharpened graphite pencil, draw a more
precise profile of the objects. You should block in
the contours of the most clearly distinguishable
shadows and their reflections. Once the drawing
is finished, shade the most intense shadows of
the model with a black oil pencil.

Atter applying this
system several times,
you should move on
and attempt to draw a
model without drawing
the lines that delimit
the different shadow
intensities.

3. Now extend the intermediate tones,

evaluating the quality of the grays in the cast

hich also b
impression of volume.

to the




the Importance

of tonal gradation

1f you add ona
gradation afles
anather, have them fit
appropriataly. To do

changos or visibio
gradation borders.

G are smooth from a bght
tone to a dark one and vice versa, The goal is to
achleve, in a shading. the organization of all the
tonal values in a progressive range, that is, with-
out tone changes. In order to make a gradation it
Is necessary to use a tonal range, arranging it
gradually in order to minimize the sudden tone
changes.

ACHIEVING A GRADATION

A gradation is created by caressing the paper
softly with a slanted pencil, beginning with a
constant pressure and a zigzag drawing. This
pressure is diminished gradually in order to go
thraugh the range of grays, from the maximum
darkness point to the lightest point, according to
the provided by the h of the
pencil or charcoal, In order to create gradation
through shading, besides controlling the amount
of pressure placed on the pencil, it is necessary
to juxtapose the strokes. However, o start it will
be easier to work on a gradation without using
strokes and using the dull point.

GRADATION BY DRAGGING

‘When drawing with a charcoal, chalk, or san-
guine stick you can also create gradations by
dragging the stick lengthwise. You just have to
exert higher pressure on one of the tips of the
stick, so that the resulting shading will be a gra-
dation. This method of shading is very popular.
Through practice you will be able to master this
type of gradation.

Ahove are s0me examples of gradations of varous
lengths croated using diffarent arawing mecka: (4)
\gradation with biack chalk, (B] gradated shading with a
graphite sbick, and (C) a gradabion with a sanguine
penci,

Beiow are varous sampies of gradalions made with a
sangune and a graphite stk AS you can see, he
gradahions can also be craaled by daggng the
sargung stek (D) and (E), and by drageing the graphite
stick (F).




Blanding tones with your fingar a piece of cioth, a
maliaable orasor a biending siump, or a & brushis a
common technigue for makng gradanions.

BLENDED GRADATION WITH HATCHING
Whether you use charcoal, sanguine, or chalk,
you will cbtain different effects if you blend a
gradation. This very soft blending can be made
with a fan brush or by blowing on it after it is
blended. The strokes disappear more easily
when using charcoal, a lithe less when using
chalk, and they stay aimost completely fixed
when using sanguine,

ATMOSPHERIC GRADATION

One of the most interesting methods of grada-
tion, which is perfect for landscape drawing, is
producing a gradation by drawing small circles.
This results in a completely atmaspheric effect.
You should begin by drawing small circles, pro-
gressively filling the whole space and regulating

Atmesahine shadkng can be schwivid by sowdy
rottng the shanfod shck on the paper's surface. This
method i ideal when drawing landscapes with
interposed atmosphers.

¥ you create gradations by only varying the pressure on
the charcoa stick hevd longifawise, you will achiswe @
SN drmang with 8 sirong vokame efect.




tonal backgrounds:

drawing on colored paper

Imwwmmﬁdwonmmpwwucmm&uwonatmu There is @ huge vanety of
surface, a colored background. It makes for an easier and appropriate tona coloned drawing paper
and color value and for drawing light and dark zones easily. The color for the avalabie. Your choics wil

drawing will depeand on the theme. Keep in mind the following: (1) drawing dapend an he warmth
on a dark colored background will strengthan tha light colors, (2) a mid tone and expressia efioct

will produce a tonal equilibrium with a ! color that will i o wand o ghve 10 your
with most colors, and (3) a light background will display the dark strokes work,

stronger. Tonal backgrounds are ideal to use with charcoal or colored
chalks, and are also a perfect base for drawings with white highlights.

CHOOSING THE COLOR OF THE PAPER

Thare are several options for choosing the color of the paper. The model

can indicate the dominant color. For instance, a sunset may suggest an or-

ange paper; a nude will lead you to choose an ochre, pink, beige, or salmon

color to match the skin color. For a pier, you may consider using a light blue Neutral-colorad and gray

paper, such as sky blue. But you may also intend to create mors dramatic or brown papers ara

and expressive effects and choose a paper color that has no direct relation those most commanly

to the theme, which will instead aliow for a great contrast effect. usad by artists because
ihey enabia them fo

S . g _incorpornte chak and
g : g 4 B hightights

=




SHADINGS ON COLORED PAPERS
Drawing a charcoal tonal range on colored paper
will enable you to see the effect on different paper
colors. In the most tenuous layers, this color
shows through the shading, while in more intense
applications the color of the paper will be com-
pletely covered. Blendings with charcoal or chalk
on colored paper, though applied identically as on
white paper in technical terms, produce different
effacts that result from the combination of the
charcoal applications and the particular color of
the paper.

WHITE CHALK: HIGHLIGHTS

AND COMBINATIONS

On a tonal background you may use white chalk
to highlight tha light. if you combine other chalks,
In darker tones or charcoal, you will achieve
many intermediate fones. In fact, you may play
with three ranges: charcoal. chalk .and the color
background, and increase the possibilites of
defining the value system.

¥ you want fo check the way a drewing medium
functions on a colored paper; do one of these fests and
evaluate the resulls. Here you can sea thee dustratie
axamples: Shadings with chaveodl and white chak on &
yeliow paper. then on @ biue one, and Snaly on 2 neutral
gray. Practcs blending and cbsenve how the paper
color integrates nfo the shading

If you chooss colors with mone infense fones you
shoukd keeg in mind that the paper color wil have Io
“CoRust” with the strokes of your drawing, mpasng an
infonge domenand colon, i your goal i 10 transmd the
coldngss of the snow in winter, 8 biue color i§ vary
appropriate.

=
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volume effects.

Knowing the effects

of shading

with the various grays aiows you to achieve not only the outline of
the position planes of the drawing, but to also render the volume of the
forms. When outlining any velumi obfect, it is A Id

it as a set of intense stains that vary according to the effect of light on the
different zones.

First, you arange the general forms. Then, you outline the different vol-
umes of the shadows. Finally, you establish gray values, Increasing the
tonal value in the zones with the most contrast and opening white spaces
with the tip of an eraser.




blooking in

Biocking in should
aliays be

baginning with the
Egtites! values and
moving toward the

darkast anes

and modeling

Blncl(ing in starts from tha initial outline sketch that has the general
shapes of the model. A value system is established from the begin-
ning, according to the planes that will define the limits and forms of
the el The most imp hadows should be sch d
with planes in which the direction of the stroke will envelop the forms.

BLOCKING IN FOR MODELING

Blocking in starts from the initial outline sketch that has the general
shapes of the model. A value system is established from the begin-
ning, according to the planes that will define the limits and forms of
the elements. The most important shadows should be schematized
with planes in which the direction of the stroke will envelop the forms.

A good modafing exorcise consists in drawing simple
geometic shapes, for example SoNeres or cubes, with
a charcoal stick. Begin with a sphare- first draw the
outing, then shadi it, and finglly model by blending with
your fingers. Our goal is fo create a spheare with a
sirong volume effect,

Do the sarme with a cube. Hore you should keep i
mind that each side wil have light with cifferent
intensities, The drawing process (s similar fo the ong of
the sphore; however, work mone canofully in order fo
avoid blending the shadings from the different sides.




BLOCKING IN

Blocking in is the beginning stage of g
and drawing; this is why tha value system of a
drawing should present a detailed study of the
zones that will require special shading. The first
wvalues should be made without exerting any
Ppressure on the paper, in order to avoid subse-
quent problems when manipulating forms. if the
|paper has medium or coarse tocth, the texture
will becoma visible when rubbed.

MODELING

When the first value is blended, the pigment pen-
atrates the paper tooth, creating different tones
from those of the initial drawing and losing part
of the spontaneity of the drawing. This stage is
necessary for studying the lighting and volume of
the bodies. The modeling process goes from es-
tablishing on the model a range of shadings that
will b complete encugh to give volume to the
form. The various tones start out from the pa-
per’s tone, unless colored papers or chalk high-
ights are used. Once the values of the different
grays ane understood, It Is possible to create not
only the outling of the drawing planes, but also
the volume of the forms.

These two images show the difference between tha
Bocking i with undomn fones and the modaling with
ot shading. The first stains

P situate the masses, whils the second ones defing
e chriwing in tevms of Tone and volurne.




vt Wi

WORKING WITH SIMPLE SHAPES

The best way to illustrate the concepts of block-
ing in and modeling is to begin working with sim-
ple shapes: spheres, cylinders, cubes, prisms,
and different combinations of these shapes. In
some sense, any object is, to a greater or lesser
extent, a combination of several simple shapes
of various sizes. It is instructional for the begin-
ner to start modeling simple volumetric figures
and practice with these shapes the blocking-in
and ] with graphite 9
In this case blending is crucial in describing the
volume of the bodies.

Here you can see the modeling of a cyfinder. First, the
contours ame dramn in the right proportion. The borders
of the darkast and ightest shadows ane indicated with &
soft stading in the mecdle (4,

The central shadow is infensified, the lightest value
reing on the laft — Ihe one that recenes direct Ight. On
the right bardier ine, the value fums lghter again dua fo
the rafiected ight.

THE NOTION OF MODELING

If the artist has created a corect blocking in of
the themea, the forms will ba modeled and their
volume and relief will be displayed. Madeling In
drawing may be compared to the sculptor's work
in that it is a two-dimensional imitation of what
the sculptor does in three dimensions: giving
body to the theme and rendering its presence.

The best way to model, whether you are working with
an ol pancil (A} or with & compressed charcoal pencil
{6, f5 to traat the shadows very Smoothly, aimast
caressing the paper with tha point of the penci, This wil
produce gracual tonal ransitions tht wil better explain
the vohame of the bodles.

A B

The comect relationship
batween values and,
thanks to the fransiion
among them, the
modeling of a cylndrical
volLrme has been
achevad. Now the only
thing that needs to ba
dong is (o inensdy the
modeling by darkening
all the values in arder fo
maintain the relationshio
amang them (C).



WORKING SOFTLY b B g
S mmmmmmmmwmmammum firak s M
1 thepresence of strokes. Intensify the valugs By superimposing new tenudus . ‘n

ones, That s, shadings will accumulate gradusily over the Inttial shadings of -
the drawing, ¥ng values, highlh M zones, and rendering

3 muﬁmﬂmwmamwmsmﬂwhmsuhmubpmmw' =
* the theme as a whole, yob can achieve a uniform and atmosphenc effect. A

¢ i ' o matter how dark
Yo can cescribe £ taxturas of e malerss and vokumetne appaas, avold tnang |
efct n any smpia sh0-We with a manimum amount of 0 raprasent thom i
modeling. Practce by wsng simpls compositons and change vory intersaly in the -
the direction and infensty of their Bumination i order to beaginning. Vry
produce new arangerments of form, Bohts, and shadows. Mensa blacks n a

dreraerg will maks
AUl 10 oo ks
work andd will st in
chffacuiltian when
Creatng volrme oS
wel




Artifcial light transforms colors and gves a diffaront
atmosphere from that of the dayiight, Shadows ame
fmore contrasted and the objects ok lighter and more
briant,

When arawing with a scurce of artiicial ight, you wall
nafice a vary distinctve aunecle of ight that surounds
it. You showid keep in mind thal, in this case, the kght
source is radial, so the strokes should foliow that
chraction.

By cantrofing the ight effact in an infenior, diminishing
the contrasts among fones, and avoiding intense fnear
strokes, you wil acheve a cerfain amblance.

STROKE AND ATMOSPHERE
The stroke is a fundamental element in drawing.
Ind! dant from the ric effect created

with the various gray tones, the stroke should be
adapted in relation to its distance, The stroke is
understood not only as a line, but also as a
gesture. As a certain ambiance begins to be
created in the different planes of the drawing,
the stroke should vary in relation to the gradation
and direction.

Your hand can be
used 1o blend and
your fingertips for
local blending.

i
In i tomal drawing (A) the
Z0nEs are clearty
aiffarantiated and their
bordiars are wel defined.
In an atmiosphenic
drawang (B) the profles
are ciesolved and the
fovrms integrale with one
anather; there are no
miarked bonders,
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Niaroscuro:

maximum contrasts between light and shadow

the artist ta rep objects through developing
and shadow zones as a tonal contrast. Modeling forms from a
of light 15 an exercise that requires a detailed study of tonal values
it gradetmns of grays. The main dark contrasts outiine the luminous
the thi i ion in the model.

UE AND CHIAROSCURO
hiaroscuro is a value system that affects not only the main element but

elements of the drawing will vary depending on the situation of the
lrﬂhlh relation to the kght focus. The less light the still-life zones have, the
:Iar}ulheywsdl be; this allows for greater contrast where there is less illumi-
- nation. Chiaroscuro proposes an exhaustive analysis of the mode! in relation
it the treatment of the surfaces in rela-
on to tha kght is indispensable in rendering the different objects composing
e model,

wdanl for chiagroscurn works, The




ILLUMINATION IN CHIAROSCURO
The model’s value for chi is d

The o

according to the background and the light focus
it receives. It is essential to understand that the
light is not the same in the whole surface, given
the fact that once it falis on the first plane of the
medel, it gets distorted and bounces off, chang-
ing sach zone. When coming laterally from an
eloctric source, the light is direct and creates
wall-dafined and outlined shadows; when the
light is diffuse it comes either from a natural fo-
cus or as a reflection of the electric light, which
produces soft shadows without edges.

THE ZONE OF GREATER ILLUMINATION
The zones that show brilliance, as well as those
with great Blumination, should be free of char-
coal, sanguine, or chalk. However, if there is a
mistake these zones can be corected with an
eraser.

THE DARKER ZONES

The zones of dark di

1o the darkest tone in the tonal value system, can
also be treated with a special method. Once the
desired tone is achieved, it should not ba
touched, This zone will be definitive, Doing this
will help avold limiting the adherence capacity of
the paper, which would impede achieving a dark-
er tone if such tone were necessary.

The edoges of @ new emser may be used fo work on
amall surfaces and delads.

panci is ideal for chiarscurn;
# alows you to cutline the
forms and creale more infense
and contrasted blacks than
nafural charcoal,
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The ciwaroscuro effect s
charactenzed by &
strong contrast batwean
Bights and shadows,
which gives & much
more volurmeatne and
dramatic appearance fo
the modal

To learmn how 1o work
with IgFts ang
shadows, direct
intanse bght directhy
orita the model. This
will claarty creata
cifierent dark and
light Interaitios.







techniques.
Blending Is one of the

various studies of

tonal value; it facilitates graations by applying
soft tonal gradations on a zone with an established value sys-
tem. Blending is directly related to tonal value, which is why it
should not be used to creata effect. Blending is a practical tool
used to elaborate the drawing. Soft media, such as charcoal and
chalks, are the most approp far ing layers
of blended stains, which will give the drawing a more pictorial

only produces subtle tone effects, but also gives the surface and

thng softens and combines the different zones in the drawing.




Sfumato:
smooth contours

sunmmm'ammgulwm“wmnmbedh
drawing, the term refers to producing very subtle tonal grada-
tions, similar to the misty effect of the wash, After an initial com-
paosition is made, sfumato s created by blurring the strokes and
shadings with your fingertip. The sfumato effect in a sketch is
wvery soft, given that the uniform gray tone integrates light and
dark tonalities.

ATMOSPHERE IN LANDSCAPES
The atmospheric landscape requires, more than precise forms,
sfumatos, blurred strokes, open lines, and suggested forms. The
general atmospheric appearance of the drawing is usually more
important than the precision of each detail. For this type of draw-
ing, blending links the different parts and gives unity 1o the work,
Stumato can be used as The misty effects should ba carefully mixed so that the cbjects
amedium to coatd are rendered without explicit drawing.
atmosphers and to unify

the different vales of a

Obsenve above how a sfumato
drawing has a more pictonal
appearance than cne made with
claan and procise Strokes.

Because graphte 15 very soft and
afiows fov & very delcate fnrsh, it
bignds wel,




DIRECT BLENDING

On a support treated with graphite, charcoal, or
chalk, forms can be dissolved by blending direct-
Iy with your finger. For sfumatos to be soft and
well integrated to the white of the paper, without
a trace of strokes, rub the drawing with papers,
This methed is not as precise as blending but
may work for treating large zones of the work,
such as the sky or water, which require an espe-
cially soft and delicate treatment. You can also
rub a graphite shading with a cotton ball to ob-
tain a soft blend, allowing you to create the gen-
eral tone of a form.

THE IDEAL MEDIUM

Charcoal may be the ideal medium for the sfu-
mato technique, due to the fact that it has rich
tonal qualities and can be mixed and dissolved
very easily. The sfumato tones can be achleved
by rubbing the charcoal on the paper with your
fingers, so that the foreground integrates with
the background.

Charcoal is the bast the medium for sfumato effects.

A flat charcoal stick can be
appled o the 20nes thal
mequUIne @ genaral shading.

With cotton you can

produce softer um}, -
more Continuous



how to Use
a paper’s texture

Complp«hnam:mdmmwnma
stroke or shading is applied to this type of paper,
a medium’s pigment is left in the ridges of the pa-
[per, laaving the holes free of pigment. Coarse pa-
[per breaks lines and strokes, producing a mottled
and discontinuous appearance. As the shading is
not get complately integrated into the paper's
suriace, it has a blended, atmospheric effect in
the drawing.

TOOTH AND ATMOSPHERE

In order to create an atmospheric effect on tex-
tured paper, do not exert too much pressure on
the drawing medium. Apply shadings, avoiding
any trace of strokes and combining gradated
scumbiles. You should also avoid defining the

Waorking on coarse outlines of objects, so that the contours of the
papers and using the objects seam blended and blurred.

siche of & chalk stick i Above are some examples of ihe vanous fypes of
il for making tonal textures that the suriace of 8 coarse paper can offer,
shetches with ntengsting




Because of 1z
malgatio charactern,
charcoal dres you
10 hicke the pentmenti
more easly, athough
they reman as sketch
lines.

Correoting without

erasing

s it develops, the drawing undergoes a
process of continucus change, 1o the point that
the initial block-in is only an inftial reference. The
artist should trarssform the work constanty, in-
craasing’y marking the stroke that defines the
differant planes and forms.

As the drawing approaches its final stages,
lines gradually cover previous ones, The process
Is & continuous comection of forms. The final
lines are defined with greater decision than the
first onas—this correction doas not nacassarily
have to be done with an eraser.

DELIBERATE CORRECTIONS

In many of the drawings by the great artists, the
corrections and rapetitions are left in the drawing
delibarataty, as a practical resource, which gives
wvitality to the wark. These comactions an known
as pentimanti —Italian for “rep * These
comections add interest to the work; they express
& strange fascination for the unfinished, the
sketched, and for the drawing process, as op-
posad to an interast in finished and detailed work,
which appeals to the romantic side of every hu-
man baing. Therofore, we encourage you not to
pay much attention to your mistakes, Instead,
draw next to them with more precise and vigor-
ous strokes. Every drawing shoulkd be an experi-
merital and changing process, comecting is a
fundamental action in this creative process.

i the contour of this figune you can soo the
atternpts of the artist. Notice the detad of the cormection,
for instance, in the position of the arm.



SKETCH AND MOVEMENT
The pentimenti are very often related o the effect
of mavement in the drawing, The sketch impres-
sion is considered fundamental to transmit the
sensa of mobilty. The sfumaio effect, through
which a figure's contours are blurred, is a com-
maon resource for suggesting action. This is the
same principle of the image that is out of focus
In photography. The dispersed mass of the figure
gives a vibration and movement effect. The sil-
houette of the model is nat outlined; rather, the
madal is given an imprecise profile or varous
overiapping profiles, which indicate the effect of
mavement. Sometimes, a more loose style, with
gestural ines, is more appropriate to suggest ac-
tion. Long, disorderly, and retaxed strokes, as if
capturing a subject’s high-spesd mavement, also
produce a certain effect of mobility,

Drawing with a quil
pan = good practice.
If you make an
Incoect stroke, you
Cannot correct i,
§ therefore, you wil
i 10 crdnw ancthir
strokn naxt 10 the
ncomect one.

A rapid, Wigorous, mon-defining stroks helps
trarsmit the impression of moverment 10 8
fgure.

Whan draang very quickly, # is common fo
makn mistakes because the work is a resull
of a process. Hen you can observe how the
positoning of the church was fnaly decoed
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drawing.
/A\ny object has

three dimensions:

height, width, and depth. However. in drawing

the artist only has a fiat, two-dimensional surface to work on. In or-
der for the o have the of volume, you
must follow the principles of perspective. When a model presents
difficulties of drawing and if you want to get the mast realistic rep-
resentation possible, you should note in the sketch all the lines

that will help better reprosent its voluma: the principles of perspec-
tive are very useful to draw these lines thy. The notions of perspective and learning how
to measure will enable you to compese with strokes that will configure the sketch. In this sec-
tion we will discuss perspective and depth effects, two very important elements,




perspeotive:
basic notions

The reality we perceive has three dimensions,
To represent this reality on paper or canvas the
artist anly has a flat, two-dimensional surface.
tation will express depth. Thanks to the basic
principles of perspective, parallel, obque, and
aerial, you can creale a realistic representation of
a moded on paper or canvas. Besides being ona
of the most commonly used formulas, perspec-
tive is also one of the mast effective in represent-
ing depth. You just have to choose the point of
view and the composition that will best repro-
duce the distance effect.

LOCATING THE HORIZON LINE Our -
m::rmmhm mﬂmmmmmm
line is very easy to locate: it depends on the po- ¢ Jocrepleed] sk inciss of e,

sition of your eyes when you are looking forward.
It Is an imaginary line on the horizontal plane that
crosses exactly at the height of your eyes. The
position of the horzon will depend on the com-
position and will be a point of referance through-
out the drawing process.




PARALLEL PERSPECTIVE

The parallel perspective of a vanishing point is
the most simple one and is used when the ob-
jects have a vertical side that almost completely
face the viewer. The lines of the sides converge
into a single vanishing point. In the frontal view,
the vertical lines are parallel, as well as the hori-
zontal lines. In order to find the vanishing point
you enly have to draw freehand the lengthening
of the lines of the lateral sides.

BEGIN WITH A CUBE

The cube is the most usaful regular figure to un-

derstand the way perspective works. Afterwards,
you may project any other regular geometric fig-
ure by analogy. From the cube you will be able to
davelop new forms of parspective. The simplified
spherical or cylindrical objects are drawn the

W wil draw a cube in paraliel perspective betow:

A, To develop any simple geometnc figure you should
first draw the front ne that is closest fo you.

B. Than, fink the vartices on the vanishing point
located on the horizon line.

C. Move the measure that marks the cube's depth.

D. Draw some straght vertical lines o finish defining
the back profie of the figure.

E, You will firish forming the figure by drawing the

—7
- -

same way in parallel The
ening of the circle, if there is ona, does not
change. A horizontal cylinder in oblique position
looks very different from the way it looks when it
is vertical. The two parallel lines seem to be ap-
proaching each other as the distance increases,
receding into a single point (vanishing point) lo-
cated exactly on the horizon line; this is the
case for a road or a path that disappears into

the

Tor ey & cylincir
you should adapt to
the measures of the
box or cube. Draw the
circles in parspective

on the upper and Now you can see the
Iower sidas and draw vartical cyinger. You wil just
the border of the need to lengthen the
Rarks. distance behwveen the two
sias of the cubse and
incluck the figure inside i,




GREATER DEPTH

Ciolique perspective produces a greater impres- -
sion of depth than paraliol perspective. It s char- T A
acterized by having two vanishing points, L-

because the vertical lines are the only parallel

ones. The other lines, the non-vertical ones, re-

cadea to one vanishing point o the other. The i

of this kind of perspective is due to the

/jﬁyzsaﬂofoblmm

There is a sequence to follow In order to develop

any simple geometric figure using oblique per- . -
spective. First, you locate the horizon line. Taking

meost visible side of the geometric figure. The D I

&
o

\

lines that cross each other in this figure establish

a vanishing point on the horizon line. Then, draw

the side next to the first one. This side has more

foreshortening, although it remains visible. You —— -

can also link the lines that cross cne anather, the

onas that locate the second vanishing point on M

the horizon line. | D
‘When you sea the fagade of a house from a N

front point of view, tha lines of the construction .

will ity b hori and vertical;

if you observe the same building from a more lat-
eral position, distinguishing several sides at the
same time, these same lines will show inclination
because of the perspective effect.

A To draw a cube in obique perspective measure the
neares! and most visitie edge. Then draw the
horzon ine and lnk one of the varfices of the edge

to the vanishing point.

B. Project a paraliol ine 1o the original adge fo define
one of the cube's sides.

(=% memMrnmmsﬁe
and draw the 19 PEEDaC dhag

D. Using the same procedure, raise a third edge to
diefine the second side of the cube.

E Whaen you draw the final recocing fines you will be
abie to verify ¥ the representation of the cube s
canmect,

Obiigue perspective is very useful when drawing the
comevs of a buksing. It gives a sokmn appearance o
architectural constnuctions




You may want fo develop a

guidle, SuCh as the one Shown -
i the Bigure, for cases n .
winch you néed fo locale the -
. .

DRAWING WITH A GUIDE

When two vanishing peints are very far from
each other a guide must be established. You
should first draw a bigger box in which the
model will be framed, keeping the original incli-
nation of the receding lines. Secondly, you
should segment the most visible edge, the verti-
cal straight line in the middle, into equal parts.
Then, draw the vertical lines of the ends to create
a guide in both sides of the paper. In turn, divide
these segments into the same number of egual
parts than the main edge. The two serias of
oblique lines are a guide to draw balconies,
windows, etc.

AERIAL VIEW

This type of perspective consists of three vanish-
ing points. Two are located above the horizon
line. The third one is located on the vertical kne
and, therefore, perpendicular to the horizon line.
There are three series of lines. Each one con-
verges toward its cormesponding vanishing point.
The particular characteristic of this type of per-
spective is that there are no paraliel lines. Some
aenial views may turn out distorted. The bast po-
sition is one in which the forms do not become
extremely distorted. A low object, for instance,
does not look very distorted from an aerial view.
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Tha aanal view consists of three vanishing points. in
order fo develop i, draw the upper sidle of a cube in
obique perspective.

<

Then, drawing & cross

Trom the vertces, fnd 8 .
mid point. After that, B
rase the vertcal kne fom e
ihe canter of vision. at

ihe intersection of the

When locating the
beyond the edges of
the papes, thers ans
VANOUS Ways 10
achiove ho recessian
of oblcue ines. For
XM, YOU CN
place a phece of
parcking paper
undhiriath this papes
on whch you are
criwing and uso a
hread of & ruler 1o
draw and lengthen
he receding ines until

vanishing points.
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drawing with cltmospheric

nwhalvneu(pmwwwhmlsru
made with lines, vanishing points, or division ba-
tween spaces, and which also creates a three
dimensional effect. This is atmospheric perspec-
tive, which is achieved through contrasting and
defining the foreground and spreading and fad-
ing the background planes. The depth effect and
the atmosphere are an optical illusion caused by
the water vapor and the dust particles in the air,
which partially fade and blend the colors and the
forms at a distance. The three dimensional repre-
santation through light and shadow effects and
the of an d by using
this atmospheric perspective,

In drawings whare the three dimansional effect is

ted through i ive, the most
Intense tonas ane located in the foreground and fadke
fowvard the hackground

Pt

perspective

Whan creating e atmospheric effect, the artist’s goal
will b b0 work e particles and the water vapor in the
ak

ATMOSPHERE AND LANDSCAPE
This atmospheric effect is stronger in the
landscape drawing when you are trying to give a
depth effect to the planes that are further from
the viewer. The foreground will always be clearer
and contrasted than the background planes. As
ihe planes approach the background, they lose
clearness and color, and show more blended
forms and lighter colors. Having the correct value
assigned to every plane of the drawing, you will
‘' be able to recreate an atmosphere with greater
lesser density for each, determining, by
Cloaking at the intensity of the drawing tones,
which range of grays comesponds to each plane.
gep this in mind and try to find this way of
tab the value to emphasize perspective,
, and, as a result, the three
L effect. The best time to find this
“effect in a landscape is at first light, when the
landscape is still covered by a gentle mist and a
biuish light.




THE ATMOSPHERE OF A STILL-LIFE Tim hipth oftect by

Gonsider that, when laoking at an object at a ”"‘“‘“‘;:m
short distance, your eye immediately focuses on m =
the object and takes out of focus all the bodies m'mmu
that surround it that are not at the same dis- e topof the
tance. When drawing a still-life, try to follow this ;m:

logic: draw relatively clear, sharp objects in the
foreground, with less precision in those behind it.
You may also create gray tonalities of the still-life
with an eraser or simply with a blending stump;
the goal is to create the atmosphere through the
subtle difference among the planes.

J
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This arawing shows you how 10 anply the depth affect
With grays. Look how the darker blacks appear in the.
lower part of the drawing, whila the ighter anes ara in
the upper part of the drawing. X

In this atmosphenc st
e, less importance 5

gven fo the planes in the
back of the apple; s

effact produces &

atmogphere of the fwvo
establshed planes.




the Coulisse effect:

successive planes

Dapendlnumhdeptno!a body in relation
to the viewer, it will be in front or behind other
baodies. You can establish an order by first plac-
ing the closest object in the foreground and the
farthest object in the background. This will allow
you to situate the different planes that are em-
bedded in the framed model, These cbservations
decide where to situate the planes of the draw-
ing and emphasize the depth effect of the model,

The French word coulisse refers to the deco-
rations on the side of a theater stage that are

an walk it

m?ﬁ:?;r;x::m:p s m::m: The couisso effect may be observed in high motsian
case, the three dimensions are created by super- 29503088 duning sunny days.
imposing the planes, as if they were drop cur-
tains. Each landscape plane is represented as if
it were a top curtain; the succession of planes Tha suceession of planes & rendersd In HOMOGENEoUS
emphasizes the depth affect. shadkngs whh lce with the distanca




SUCCESSIVE PLANES
Frenmarﬂs!saﬁoptadln|swudfromstageaaﬂgnlnnraerwdeﬂneatmal iti

The coulsse effect alows for &

in which the superimp planes g the depth, or three dimension-
al, representation. mmphnnfndemllmnymmmmmmhmﬁm

A of tanes. The
goal is nat only fo creale a depth
affect but also to create a more:

ent tonalities, The luminosity shifts help create changing distance effects and,
enhance the depth effect of a landscape.

This depth effect is not appropriate for rainy pes or with diffused light. It is prefer-
able to apply the coulisse effect to sunny landscapes, when the various planes are more de-
fined and clearly delimited.

This biocked-in composition afows us fo analyze
the tane distribxution in the drawing above,

The dapth of a landscape craated
with the coufsse effect may be
schematired as @ mountain ranpe
thal fades as the distance




DIFFERENCE IN LUMINOSITY
In a still-life, a portrait, or a figure, you can identi-
fy foreground objects by just selecting a single
background on which the objects will stand out.
The effect of the so-called repoussoirs, which are
elements of considerabie size placed in the fore-
ground to make the background look more dis-
tant, will be reinforced in landscape drawing if, in
addition, there is a strong difference of luminosity
the
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LOOKING FOR A FOREGROUND

When drawing a landscape outdoors, try to find a
point of view in which you can situate a
distinctive foreground: a tree, a hut, a haylofi, etc.
In case there is no tree in the foreground, you
may can apply the formula of the English
landscagists from the end of the 18th century;
these artists the third di i

drawing some bushes, rocks, or blurry edges in

and the g X

the foreg without definition, as if the objects
were out of focus.

A distinctie forsground
= more affectye f the
drawing also has a
diffarence in luminosity;
the result is a strong
CONras! batwa th
object in the fareground
and the background
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pastel drawing.
Drawing does

not always have

to be mnnoch FOME,; this medium included color {despite the fact that

many pecple tend to think the opposite). Colored drawing gives a very chromatic

brilliance with a clear pictorial appearance. and drawing professi

achieve results of extraordinarily high quality with just a few colored pencils, It is true

that colored pencil work is not very different from graphéta pancil work. The differ-

ence lies in that the effort to establish the value of the grays in the monochrome wark
is substituted by adding color to the value system; however, the techniques used are

basically the same: hatching, using paper taxture, and a type of work that includes fine

of tonal stain,

Like colored pancils, pastel is an ideal medium to start leaming how to draw and 1o mix colors. It is also
good to discover the way in which just a few colors and black enable the artist to achieve almost every
tone of the color spectrum. Colored drawing is the first step to leaming how to paint, because it allows
you to draw without paying so much attention to the medium itself— which is a habit when you are used 1o
drawing with pencil. It allows you to focus completely on the basic problem of mixing and composing.



BLENDED DRAWING

Blending modifies the appearance and texture of
a color through smudging and dissclving the sur-
face, This will tumn the paper into a layer of fine
and semiopaque color. Besides giving depth to a
compasition, blending also fulfills the artist’s
need to smooth contrasts and unify colors from
various zones of the work.

Ta makin a gradation, irst apply @ color. Than with a
supenmposed zone, apply the second colar. The two
colors are blended unti the dense transitons befwean

them are achieved.

To biand sirokes or & shading, ruby a cotton bal against
the pastel. Pastal's voiatiity ansbles you fo extand and
blend it unti it has aimost disappeared, which is o very
popular method for this medium,
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A dense biending
afows your fo cover
any ama of tha papar,




how to [ T ix

Whan working with
three or four different
colors af the same
time, place a piece of
cotton cloth on tha
tabie. This will profect

a8 isokts

colors

Ornoimmmﬁvechwmaﬂmﬂpamhismﬁlﬂymm
with different colors to produce soft and velvety tonalities, as well as subtle
gradations from light to dark, The artist's personality is reflected in his work,
the material used, and the way he or she mixes colors.

MIXING WITH STROKES

i i of pastel ings produce the so-called “optical
mixtures.” The eye, from a certain distance, establishes the mixture between
the strokes of both colors. If you want to crate a zone of tonal mixture, draw
soft random strokes with the tip of the pastel or use it on its flat flat to draw
wide strokes; do not apply too much pressure because if the pigment
adheres too much to the support's surface, the mixture will be more difficutt
1o make.

The blendod modures whas mone than two colors have

bean mixed look dirty and impracise compared fo the

COMESponding manutachuned Coors.
-




colored {_encill

A purely fnear approach
is tha most difficutt
approach b0 use in a
dirawirg. Al e samea
trme, it is the baginning
of any work.

techniques

Tmmmmmmmmnmlunh
the combination of some of the basic resources
of drawing and the potychrome effect in a single
work. With a good knowledge of the material and
an th possi-
balitiers of this medium are ideal for practicing, ex-
ploring, and discovering the nature of color, its
[ and veriat

A MORE LINEAR DRAWING

The characterstics of colored pencils enable you
o develop some of the most basic techniques of
tha linear stroke. The weight and width of the
firz, its flusdity, its experimental character, and its
possibilities of being continuous or discontinu-
ous produce effective optical Blusions in a draw-
ing. Besides the fact that it is the most
elemantary form of drawing, linear drawing is the
basis of all the other techniques.

Before beginning to draw, the first step any
beginner should take is to explore the varety of
possible strokes and familiarize him or hersell
with them. This can be done using tha sharp-
ened point of the pencil for fine strokes) or the
side (for wide strokes). Purely linear drawing is
the most difficult approach: the artist must ren-
der the colors, tones, and textures of the subject
without creating shadings or tonal gradations. A
skillful antist is able to describe, with a singla line,
all the possible visual strokes for a drawing.

ciffonord fona variations ane achioved by Supenrmposing
rw scumbies to an intial color,

In ardler fo master the techniques of colorod pencl
crawing, frst experment with the stroke, the dugros of
pigmentation of the pencil, and the hardness and shage
of the paint —whather it s sharpened or wecdge-shaped




COLORING FROM LIGHT TO DARK

The colored pencil technique is based on pro-
gressively intensifying tones, hues, and contrasts
and on supenmpaosing color layers, that is paint-
ing from light to dark. This will result in a mare
efficient control of values and tendencies. Other-
wise, the paper surface will rapidly become satu-
rated, making it difficult to overlay colors.
Besides scumbling, you may also use hatching
or cross-hatching.

THE AMOUNT OF EACH COLOR

Each color may have one or more tones, These
wvalues depend on the amount of pigment that is
applied onto the surface, which will constitute
the amount added to the mixture. A small
amount of color should be added for scumbling
or for applying tenuous layers, whereas the first
shadings should be more intense and opague.

SHADING WITHOUT STROKES

In order to oblain homogeneous shadings, try 1o
choose a direction and maintain It while drawing.
Each stroke is drawn next 1o the preceding one,
exerting the same amount of pressure at all
times. This will produce a homogeneous shad-
ing. When the area to be covered is large, the
color should first be applied to a small zone. An-
other adjacent colonng should be added after-
warnds and so on, trying to hide the borders of
the zones.

Shading with sprals
provides 8 very
hOmOgeneous resuit
withoul cokor cfanges.
Thes adlows you 1o refum
1o the drawing at any
point without Creating
SCalES oF Sudden
changes.

The contnuoys supenmposition of colors gives colored
pencil dravangs lonal gradatons without shavp color
changes, a5 wed 85 an altenuated almosphere,

Thes mast common technigue in colored pencd drawing
i5 to always draw from dight to dark, begnnng with very
contrasted colrs.




raemm and whitening are perhaps two of the most interesting, comple-
mentary colored pencil. While in feathering the goal is to achieve harmoniza-
tion and obtain atmosphere through the ﬁmloe whitening gives luminosity

to the color by the colars with

d layers of white.

FEATHERING
Feathering is @ method in which a soft drawing is
made on an area covered with a different color
\lnthganlﬁe meedslmkaa alwrsnlhe

. to achieve an effect
andha‘mmlc rhythm and direction, In this tech-
nique, delicate directional strokes are drawn over
the subjacent colos, with a loose wrist and exert-
ing little pressure. This technique is ideal for in-
tervening with colored pencils on a monochrome
creating smaoath light and shadow transitions.

A CHARACTERISTIC APPEARANCE
With this technigue the drawing surlace presents
avery of
a leather —hence its name. The accumulation of
vertical strokes modifies the basic colors, pr:»
ibtle and dull mi These
are similar to those of impressionist
ms‘;mh“bwn who often used this method in
his pastels. As tha whole surface of the drawing
shows a tonal range of the same intensity and
the same vartical stroke, the work acquires
gmmr harmony The feathering stroke also sug-
and & vap el-
led In the I'Igmwu can see a ven»cal

y with the
hm:orml nrnprnss of tha sleeping hgura

feathering and \/\/hitening

techniques

nfm&ﬂ&ma‘m winch ge a
charactenstic fexfure to the drawing.

wadL | -
After the first tonal visms have boon appled. mog !
colors are adided, covering the wivies of the grawing \

Mwmﬁ.rmr!newm
Limenosdy. L

i the fethori e
rrocifies (e basic colrs, proghucing & ¢
effect of dolor,




First render the drawing with fonal
technigues; then you may apply (e
white strokes, saturating tha panar
toath.

WHITENING

Calored pencils, due to their physical
have a

Istic: they aliow for the blending or soft-

ening of strokes by adding light gray or

white on top of other colors, This gives

the drawing a more harmonious appear-

ance and a softer, less contrasted chro-

matic effect.

The whitening technique consists in
polishing, balancing, and mixing the colors.
on a surface covered with shadings by only
rubbing them with a blending stump, a white
pencil, or an eraser. Besides the combination of
colors, this process makes the pigment particles
finer and gives the drawing a glossy, brilliant
finish.

WHITENING THE TONES

The best way of whitening is to apply the white
color intensely on the shadings, which causes
the initial colors to look duller, more pastel-like
that is with softer and less saturated tones. The
strokes are blended with the white pencil and the
effects of the paper texture disappear. It is not
necessary to completely cover the paper's sur-
face with white tones; you may also obtain gra-
dations from more vivid, intense colors to more
whiter, ighter ones. When using this technique,
be aware that the paper can break easily ba-
cause of the amount of pressure exerted on it

I you apply SUCCessve Colr Byers and whiten oach
layer, you can create a very soff, marble-ike surfacn

Wit wiwtening pou
a1 ohiaw Craamy
pasiel-kp tones,

whoss farture wil be
very ditferent from
that of the crect
colors, i will cause
tha o i bocoma
fighiter and the color
il aogiare & cifforent
quadfy,



SGRAFFITO

The sgraffito technique consists in producing a
layer of impasted color and then scratching the
surface with a stylus. Oil pastels, because of
their waxy consistency, are very good to use for
this technique. Each scrafched stroke will re-
move the upper calor layer, which easily comes
off, uncovering the first layer color and allowing it
to be visible. In the sgraffito technigue any shamp
tool may be used to create a great variety of
lines, from dense scratches to fluid and thin
lines.

COLORED SGRAFFITO TECHNIQUE

This s a comman technigue when drawing with
waxes, which offers spectacular chromatic re-
sults. This technigue consists in drawing various
supenmposed layers of dense and thick color
and using a sharp tool to scratch lines through
the color areas to reveal the colors and paper
underneath. Dark colors are usually applied over
light colors.

1. In order to use the colored sgraffito technique
with waxes you should first create a very basic
outline of the drawing. You should aveid adding
details, because they would end up being
covered with the dense wax layer.

2. Then with bright-colored oil pastel, cover all
the model's zones with thick stains—do not
worry about defining them. After that, cover the
initial color outline with a thick layer of black
wax, Only use enough pressure to cover the
surface fully,

3. Now you can scratch the black layer with a
lancet or sharp tool to uncover again the
underfying colors. Remember to control the
direction of the stroke to achieve the desired
effect. The darkest zones will remain intact.




drawing a [ lude
in charcoal

«aven thaugh charcoal may seem like an extremely messy drawing
medium and one difficult to control due to its powdery characteristics,
its ability to reflect tonal gradations is so great that this technique is
worth learning. Charceal is difficult to manipulate in small format draw-
Ings, so it Is befter to work on a large sheet that is mounted on a rigid
support. Here the mode is a female nude with interesting light and
shadow contrasts, partially iluminated from the front with chiaroscuro
effects. In this exercise, presented by Carlant, use the charcoal's paint
to perform the fine strokes, the charcoal's flat side to introduce the large
tonal areas, and your fingers 1o create the varous tonal intensities.

1. The two initial outline sketches are created with the moded's forms
comectly proportioned and the model's contours defined. To start, doa
couple of quick sketches while observing the mode. In these sketches try
not only to register the form of the figure but also to capture the pose
cormectly: an oval for the head, arched lines for the height of the
shoulders, the position of the arms, and the support of the legs. In the
second sketch, pay attention to the blended shadings and the light on the
maodel.

Agood ad in crawing | i
& proporfionad figue ¥
& to establsh &

reistion between the
iffaront parts of the

body though g . .
GenmEnc frms. [ __.l' o




Marry paple tord o
m [

ading fo noten that in
the classic conon the

logs equals hat of the

body.

5. In this phase we
compilata the
processes of adding
and eliminating
charcoal, and of
modifying the model’s
contowrs 5o that you
can create morne
precise forms.
Proceed making
gradations of various
tones and intensifying
the shadows until you
achiave a good
miodeling effect,
which will contribute
to defining the body's
wvolume and
roundness.



a Still-life
with sangume

S b} isavery i drawing medium. It has a
wide range of tonas, bulbscauseol its color, it ks much softer and
warmer than charcoal, providing more luminosity to the drawing. In this
exercise, caried out by Mercedes Gaspar, giving relief to a still-life by
using the ] que with gl is based on gra-
dating and i Pay ion to the of di in the
lights, shadows, and reflections, since, as you know, these factors de-
scnbe the object’s form and curvature.

1. First sketch the basic |
forms of the model with a \

blanding stump that is
saturated with sanguine. b
This is the parfect medium o
describe form without worrying
about details, staining the paper,
drawing profiles, and looking at the
object’s size and angle, Drawing with a
blending stump also has the advantage of
being easily erasabla.

Tha beginning of the drawing requires
careful hand movements and strokes. Even a
form as simple as an apple or a dish should
be drawn with a great deal of attention and
with tha least number of lines, since any small
irmagularity will be immediately visible. You
have to concentrate on the contours, erasing
and redrawing them (f necessary until they are
suitable.




2. With the sanguine stick on its side, block
in the shadowed areas. The first shadings
should only be blended lightly; they should
simply separate the different planes within the
drawing. Do not place any stains on the more
illuminated zones. Afterwards, rub your finger
on the contours to fade the stroke's profie on
the paper,

4. Blend the
shadings and the
initial strokes to
clearly define the
contrast between
light and shadow
and also to make
each one of the

109

When modalng ity
sanguing, if usualy
extends past the
obect s autines. if
this happens, smply

| Easy M inog of
strokes arct ol e
chawing agan. .

3. After the bl g-in is y developed,
you can start to add the mid tones and model the
forms with tonal gradations and blending. With the
sanguing, draw softly and insistently on the more
inense zonas. \':' ¥

Urheberrechtlich ges
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Ynu now will draw, with the erasure technigue, a rural scene outlined
by Ester Llaudet. The only this drawing p

and others is that you erase the strokes instead of adding them. Look
for the iluminated zones and erase the background shading to obtain
lighter tones, or even pure white. The moded is an interesting rural view.
Drawing with an eraser is especially needed when the theme presents
chiaroscuro contrasts.

erasure Teohnique:
drawing highlights

L ki % 1. Prepare the tonal background by covering
A S5t | the paper evenly with charcoal shading, using
SR the stick on its side. It is important to wark
Wi the whole plane at the same time if you want
. to obtain a homogeneous background. Then,
rub the surface with a blending stump to

eliminate any traces of strokes.

2. Draw a very synthesized contour of the
model's forms, being careful not to apply too
much pressure. Pay special attention in this
phase of the drawing, since the next steps
will be based on these results. Avold
excessive erasures.




4. The final result is a vivid and interesting
composition, To oblain the texture of the
vegetation, vary the angles of the eraser

strokes or even cross them over one another.

a0

3. The advantagea of working with an eraser is
that the light s integrated into the image from
tha very beginning .You can add and erase
tones until they are adjusted in the image.
The erasures will be the ight zones: the
background color will be the mid tones; and
the charcoal will ba the dark zones, Shading
will stand out more if you apply it by using the
side of the eraser.

Using a pieoe of
paper as & mask lets
you obtan straight




‘andscap_e e e

~on gray paper-—-—

1. Tha main elements of the landscape are
defined with simple strokes, made with a
black oil pencil. The sizes and proportions are
then i and the 115 laid

out. This first phase of the drawing is
extremely impartant, since it deals with

ging the el ly in order 1o
balance the picture. When you decide that
the location of each plane is correct, reatfirm
the forms with more definite strokes.

2. Block in the shadows with short strokes,
varying their intensities according to their
zone. In this phase it s not important to
create extrernely intense dark zones; it is
much more impartant simply to establish
each dark zone. The darker areas are
achieved by superimposing the same stroke
as many times as needed until you obtain the
desired tone.

ln this next exercise by Gabriel Martin, shading and white highlights .
are combined 1o give volume to the trees and mountains. Thetamm L
of the will vary g to their

the viewer: Ihe farther away the trees are, the more uniform Ihnlr"tea:

ture will be; the closer they are to the viewer, the more detailed

have to be. This is not a drawing with a realistic character; its

lies in the composition and the study of the light. b




3. Finish the drawing by using a white pancil
fo highlight the iluminated zones in the
landscape. Instead of studying the details
and nuances, break down the landscape into
light and dark zones that are combined and
Juxtaposed. The white highlights play a
fundamental roe in defining the foreground's

most

textura. The result is a landscape with its
e : =

Whan pout
SUPENMPOs) while
strokas on lop of
black strokes, they
may gel messy. You

" | shoukd take info

account thes factor
whan crawing on a
saturated shading.




stagy by e

an Interior

with the white-on-white technique

t‘m white-on-white technique uses artists’ chalks and oil
pencils on a tonal background. The monochrome work
method which we sea applied in this exercise by Gabriel
Martin, allows one to construct the model without distrac-
tion from local colors or shadings, directing all our atten-
tion to representing its vivid luminous effects.it could be
said that to work with the white-on-white technique is to
draw light,

The selected model is an interior corner with mixed
lighting, meaning daylight and artificial light are combined.
The framing, the scarce furniture, and the absence of or-
namental motifs will help us te understand space, texture,
and volume.

1. First we have to express the perspective of the corner, To do
so, draw the horizon line, which s located somewhere balow the
middie of the paper. After adding a vanishing paint, project two
diagonals, which will be the lower limits of the two walls. To finish
the schema, draw another diagonal and a curve to delimit the
vaulted ceiling. In order to place the furniture correctly, imagine
that they are simple geometrical forms. Remember, draw the
objects as if they were transparent.

2. Reaffirm the basic forms, taking into account how the cblique

perspective affects them. Use a white chalk pencil with a very
sharpened point.

Urheberrechtlich geschiltzies Material



the “three Color” technique:

drawing with pictorial qualities

Tne “threa color technique” uses three ditferent chalk colors to create
intanse, light, and mid tones on a drawing with a colored background.
The following exercise, performed by Oscar Sanchis, combines colored
chalks and a colored background to achieve a drawing with pictorial
qualities. The theme Is a picturesque dock In Venice, which was select-
ad because of the simple forms in its composition and because of the
different light variations within it.

1. A medium-grained brown paper was
selected for this exercise, Begin by drawing the
outline sketch with a graphite pencil, Then, with
schematic strokes, draw the houses on the
iground. Begin with g ic forms that
have an and




2. The fereground will require a bit mone
effort on your par since it contains
complex architectural elements, such as
boat slips, stairs, and balustrades — aside
fram the foreshortened forms of the
gondolas and their reflections on the
water. You will most likely have to
frequently adjust the structural lines
with an eraser.

Avoidd choar, opert
Epaces o the papes,
SNCE e brown:
colnmag backgrowy!
will be i companant
n the drawing,

3. The contours should remain open, not closing the
lines completely, in order to leave the option of
shading, rounding, and defining the formsa.

Block in the shading with sanguine, which will give
the drawing a second gradation with mid tones. With
very soft strokes, work on the shadows on the
houses’ lagades and on the water, trying not to make
them too intense. The beauty of sanguine lies in the
warmth and softness it imparts to the drawing.




4. Add the more intense shadows with a bistre-colored
chalk pencil with discrete shadings and gradations, which
will be different depending on their zone, The darker parts
of the gondolas are achiaved with a series of strokes.
While you are drawing, run your finger softly over the
strokes to better integrate them into the paper.

O

5. Add the clear, lluminated areas as highlights with white
chalk pencil so that there is a strong light and dark
contrast. Highlight the lighter tones of the gondolas and
define the bridge’s balustrade. With the same white chalk
pencil. apply scumbles with light, slanted strokes. These
will enrich the houses’ fagades and provide an
atmospheric feeling to the drawing.

6. Once the colors are all laid
out, keep working on modeling

5o that you do not the entire ensemble, drawing;
CrEata Gy STUopes blending; and adding lights,
on the drawing, place shadows, and naw colors. The
a clean piece of effect of the “three color”
paper on fop of the technique is extraordinary, as
drawing and rost you can see in the finished
your hand on it while

drawing.






step by Step
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the blending stump technique:

just a blurred stain

Now we will usa the blending stump as a drawing tool. You will need
compressed charcoal powder and blending stumps of different sizes.
Works performed with blending stumps, Bke this one by Carlant, pro-
duce soft, atmospheric drawings without any hard and proncunced
profiles or lines.

A

1. Draw the horizon line at approximately one
third of the way up the sheet. Since you will
be starting with light tones, take the largest
blending stump and add a small amount of
the compressed charcoal powder to its end.
Block in the sky's shading completely. The
sea's shading should be lighter and more
transparent,

2. Tha blending stump spreads the charcoal
and creates graduated tones. Make the
jprofile of the buildings on the coast with
biurred, vague stains. Use even strokes to
create the clouds’ forms. The more saturated
the stump is with charcoal and the more
pressune you apply on it, the darker the tone
will be. If you make a mistake, comect it with

a kneadabie eraser. ; 2




Lising two or throo
Dblending stumps of
differant ihichness is
comeman in i fype of

3, Continue the drawing, modifying the intensity of the shadows by
adding more charcoal powder. Emphasize the budding's outlines and
bring cut the contrast between the coastal line and the sea, which

appears much brighter.
Apply horizontal strokes on the water with the blending stump to
describa its calm and crystalline surface. Use the white of the paper to

represant the sunlight's reflection on the water.

A brush can afso be a

good blanding fool.
Since # i softer than
a bisnding stumg, it
lightens a tona much
more




a ‘andscape with

chalk powder

nmwmthhmmmmlnuda
cotton ball, a clean rag, and chalk powdar. In-
stead of buying chalk powder, you can make
your own by filing a bistre-colored chalk stick
with a knife or heavy sandpaper o obtain a
fine powder. Use a plece of paper as a dip-
ping tray and place the chalk powder in it.
Chalk drawings require a medium-grained pa-
per in order for the pigment particles to stick
on the paper’s surface. Oscar Sanchis drew
this next drawing.

1. With the cotton ball saturated with the
chalk powder, start sketching the forms of
some of the coastal rocks. Continue to buiid
up their tonies and main forms minimally.
‘Quick and spontanecus chalk stains are
more adequate than careful shading. This
technique, which creates a drawing through
tones instead of strokes and lines, makes
chalk powder a unique and fun medium.

A Q‘
¢

I yow want 1o creale chalk SEns wilh
o of the bonokers Claany defined, L
a shee! of paper s & mask fo cover
the area you you do nol wird marked,
Apply the chak powder with a ploce of
coton, biending frorm e drawing
paper towards the mask. The resull s
& blencied tane witlh well-clefined
borders

geschu




2. Intensify the tones by continuing to shade
the initial stains, thus creating several tones in
the drawing. Working with a cotton ball will
make the transition between tones soft and
gradated. The mare iluminated zones are
achieved by letting the white of the paper
show through. The water's surface requires a
more uniform treatmeant.

3. Finally, draw the lines that finish
contrasting the dark zones and add detail to
the complex structure of the rocks. Perform
these strokes with a chalk penci that Is the
same color as the chalk powder. The chalk
pencil is an excelient aid in modading with
hatching and cross-hatching.
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8 ketchin g Wig@harcoal pencil

!n this exercise by Marta Bermejo Texidor, you will kearn hcm to make
a quick sketch of a forest landscape with a compressed charcoal pen-
il and without any blending. Although this exercise is not very difficult,
you must closely study the dark and light zones so that you can draw
them with soft strokes, The combination of finished and unfinished ar-
B8as gives the sketch a fresh look.

[

1. The first forms of the trées and their branches are built up with very
simple strokes. Do not worry about the thick vegetation; it will just
confuss you.

2. Carry out the trea's texture with the
compressed charcoal pencil. First outline the

trunks and branches in the foreground by 1o
shading their bark with ringlets, which will
give them volume. Then apply tha first
shadings to the foliage. Be careful with tha
amount of prassure you apply on the pencils,
since kght tones are achieved with very soft
strokes. Do not concentrate on any specific
zone; instead, focus on tha general structure
of tha drawing.




4 Compressd charcoal
| exong nof erise sasy,
- ¥ | 50 youtave to thisk

about & tone'’s

3. The pencil strokes will vary according to the area you are working
on. The distant planes are faded, while the closer planes, such as the
wvegetation on the riverbanks, are drawn with strong and short strokes.
On the water's surlface, the hatching is spaced apan. You do not need
to cover the water's entire surface; just suggest some shading.
Contrasts ane applhied according to the plane they are on; the farther
away they are, the more blended the tones must be. |t is important to
akternate the dark and light zones, that is to leave luminous zones in
the shadows which give volume and density 1o the leaves.

initensly before
applng the charcoal



N . i
a Still-life with
chiaroscuro effects

1:10 chiaroscuro effect in a model depends on the location of the main
light source illuminating it. When Eght falls onto an object, it is distrib-
uted into lighted and shaded zones. The principal dark colors give
shape to the lighted zones. This allows you to study the tones and es-
tablish which ones are denser. When you work with the chiaroscuro
technique, as in this next exercise by Marta Bermajo Teixidor, you have
fo take into account how the shadows ara gradated little by little until
they blend in with the lighted plane. The study of light and shadow al-
lows you better understand the elements that give realism and volume

1o a drawing.
1. After studying the location of the elements, start 2. With firm strokes, using tha tip of the charcoal stick,
drawing with the tip of a charcoal stick. Blocking in will emphasize the profiles of tha objects. The main alements
give you a close approximation of the model's forms. In of a structure will be clearly visible and differentiated when
fact, the whole structure of the drawing depends on the the lines that form it are completely closed. For a good
blocking in: equilibrium, correct proportions, and the study of light distribution, practice combining the two
perspective of the unseen circles in the dishes and the planes; in other words, omit the middle tones and only
borders of the cups. develop the dark tones. Later, the erasing technique will

do the rest.



3. Once the blocking-in has been resolved,
use a piece of cotton cloth to eras Initial
ines, leaving only the trace of
gray. By erasing you establish a bas
that provides an initial distribution’ g
and shadowed zones. Use the asi

were a pencil, opening up strokes

forming them into white sta
During this stage. move between the white of ~

the paper and the mid-toned shadows. -




6. Once the L d shad: are P retouch the profiles

and the more prg with a charcoal stick.
With compressed charcoal, the blacks are more intense than natural
charceal. You can still comect lines, as well as any badly located
shadows, as long as you have not drawn extramaely intense black
strokes that are difficult to erase,

You can make your
own blending sfumps
by roling a piece of
paper into & tube and
then shaping if ke a
spatuia. ¥ you work
with the wider end of
your handmade
blenahng stump, you
will achweve pactonal
biends with effects
simalar fo those
procuced by & brush,
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white Chalk highlights:

an explosion of light

previous exercise—whera dark sh i

Trilnmmrdu.byﬁﬁwﬂwmmlmwhhmmmumlminndmnbr
ginning art student may think that iluminated zones do not have many tonal variations and con-
trasts; however, muncmmmwlmmuuu‘uvmwnumuduw

d. Instead of g on dark areas and

1. When drawing a strongly lit scene, we
must first present the structure. With a natural
charcoal stick, outline the forms of the sofa,
plant, and pillows. Working with the chalk
stick on its sida, apply the first white stains to
the pillows, concentrating on their
characteristics and fundamental form.

shadows, mmwwmlmuonlohvﬂmmdlunwmhurﬂhmmmm

2. At the same time you are developing the
sofa's form, build up the texture and the folds
in the fabrics using tonal gradations. The
intermediate tones are achieved by letting the
color of the paper show through the white
chalk shading.



e
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a flower with clbundant water

fluidity, and sinuosity

lf you have learned the processes
in the previous pages, the follow-
ing project, by Mercedes Gaspar,
will not be difficult at all. You will
draw a simple flower in a mono-
chrome wash, To carry out this ex-
ercise, Mercedes used more than
ona model, creating her own by
combining several forms from dif-
ferent flower models.

1. Draw the initial form of the flower with a pencil; it does not have to
be exact, only approximate. The drawing should not be shaded or have
excessive detail; it should be simple and concise. Remember that the
wash is transparent and that it uses this initial drawing as a guide to fill
in the tonal areas.

2. The brush with watercolor
wash techniqua gives you a
single stroke that goes from

narrow to wide, or vice versa.

Ramember, the accuracy of % .
the brushstroke depends on ) 3 ’,r’
., the firmness and the =,
‘mawvement of your hand. \ 1,...

bon.m:l‘s ara then increased,

“waterts in the light

zones, gnd the leaves' ines r
are drawn using large drops—
yau can either blow on the
_=Yrops to move them or use
the tip of the brush.




To pant flowes, it is
important 1o study
their struchme based
on the brushsfrok.
Frst draw the contor
of the flower. Bolore &
dries complefie, wet
its lower part and add
a gray graditon,
Gving the laves &
ko fong.

3. If you make anather pass with the brush 3¢ wash, the
painted zone will become darker, Fluidity and Bontrol are
iessential features in this type of drawing. In this exercise,
empty spaces have as much value as if they ware full of
brushstrokes. Remember to always use the color of the paper
1o your advantage in drawings.

o




an interior [Jatio |
in wash

Washea allow for some scumbles and some delicate light and dark,
contrasts. This next exercise, by Oscar Sanchis, is an interior patiothat
has strong contrasts betwean bright light and shadows. Due 1o this §
theme’s lighting effects and the richness of mid tones, we are going
focus on gray tones.

1. As always, begin by outlining the structure, in this case
an ellipsis in the lower part of the paper and two
perspective diagonals in the upper part. Make the

d line up with perp lines. The initial
outlines are combined with circular forms that define the
arches of the doors and windows. Another circle in the
middie indicates the position of the weil. Erase the
geomatrical cutlines and reaffirm the contours of the
patio's structure.

| PO

2. After the forms of the drawing have been made, you can
proceed to detailing the drawing. In this stage you have to
ba very scrupulous in observing the model and presenting

the forms in detail.

Yot should keep the
zones thal wil have
Bghter fones resorved.
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5. Using different
brushes, continue
to contrast the
forms and make
them concrete. The
contrasts should
be accented with
dense washes
having less water.

=8, Since the white of the paper lightens the
. grays, the wash should be applied using a
' small range of mid tones, starting from a
lightar tone and moving towards a darker
one: Use this technique to block in the mid
tanes. All of the tones should be applied
before the washes dry sa that when you add
_.more tanes, they will gradate with the zones.
that are still wet.

4. With a more intense black and a round, fine
brush, contrast the mid-toned shadow zones with
the lluminated zones. In a wash, handiing the
brush cormectly is very important, since the
brushstroke —even though it is a drawing
lechnigue—creates the stains, tones, and
strokes.

The firs! washes
ity the

preparg the drawing
for the addition of
mora grays.
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8. When the drawing dries, proceed 1o the
phase of contrast and detall using a black
chalk pencil. Apply hatching on tha
background to intensify and streamiine the
form of the stone houses, trying to highlight
the doors and windaws with intense black
strokes.




the reed {_en

and its effects

ln spite of its rustic appearance, the reed pen is a very versatile draw-
ing tool. lts stroke is softer than that of the metaliic nib, with more vari-
ations in the thickness of the line. You have a certain amount of control
in the intensity of the strokes if you blot the reed pen on a piece of pa-
per before drawing. The theme of this exercise, performed by Mer-
cedes Gaspar, is some bales of hay seen against the light.

The difficulty here is to keep the whites intact, since you will not be
able to make any comections.

1. Before starting any ink drawing it is important to sketch the theme in
pencil to make sure you will be working with comrect dimensions and
proportions. In this case, you will start with a quick sketch that will
serve as your outline,

Whian thve & b

1 e reed oo
stroka 15 sofar and

covors kiss




2. First, accent the drawing with the edge of the reed pen by
drawing thick ink lines diluted in water. When the Ink is diluted,
in case of an error, you can cormect with more intense strokes.
Once the main elements of the theme have been silhouetted,
you can start shading with dense strokes, according to the
dagree of darkness of the shadows.

3. The larger width of the reed pen's strokes allows you to
create solid black stains easily. Draw several superimposed
strokes of different intensities on the bales to give them
texture, On the foreground, several blank spaces have been
left so that the the trees’ shadows can be projected against
tha light.
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drawing on (Colored paper

Altamating between white and black inks on
dark paper is a traditional drawing technique.
The white ink is used for the iluminated
zones, the mid tones are provided by the pa-
per, and the black ink is reserved for zones
with intense shadows, as Carlant describes in
this next exercise. The model, in spite of being
very simple, is rich in contrasts and reflec-
tions, Aside from the above, it presents a chal-
lenge in representing the lighting effect and
perpatual movemeant on the water's surface.

with white and black inks

1. The initial outline sketch is very simple, First draw the horizon line
with a white pencil. Then project the diagonal that composes the
pécture where the boat Is located. A couple of creative strokes will be
sufficient to situate the boat. Once the outline sketch is resolved, you
can bagin to draw with white ink and matallic nib,

Draw the profile of the boat and its crew with an intense and firm
stroke; try to capture only the contours. Exert more pressure on the
metallic nib 1o produce thicker and more intense lines,

2. The profiles and
the proportions has
to be absolutely
comect in these first
stages, As you draw
new forms you can
shade with very fine
hatching, which will
give the first tones
to tha drawing.




4. Through a careful
observation of the model
you can capture all the
details and tonal and
textural variety, especially
those of the water's
rofiections. The contrasts
achieved through the black
ink in the upper part of the
drawing help to enrich the
tones that give the drawing
a three-dimensional quality,
accented by the greater
contrasis between lights
and shadows.

3. Concentrate on the reflections on the lake's
surface. Initially, these appear sithouetted as if
they wera perfectly defined oil stains. To
distinguish these lighter zones from the rest of the
surface, cover their interior space with diagonal
stroke hatching. These lighter and broken lines will
serve as tonal zones. With another metallic nib,
apply shading with black India ink. Concentrate on
the darker shadows of the vegetation on the upper
part using intense and uneven doodling. The
change from thin to thick in the same stroke can
give certain sensation of fluidity. A freer and
random hatching will give the vegetation an
incomplete and less concrete aspect while
providing a richer tone depth.

During the drawing
process it may be
necessary o clear
the tip of the reed pen
wWith & rag in onder fo
et nid of any particles
of ink thal could make
the stroks of the pen
or charging it cifficu,
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a Still-life

with colored inks

A drawing with colored inks p the same istics as a ¥
drawing done with India ink, except that it requires us to use a specific
work method. Although inks can be mixed with ona another, we recom-
mend that you do not mix them often because the colors tend to get
dirty and the tones become cloudy. The only really viable mixes are the
ones that result from combining different color strokes on the paper,
just as Esther Rod: cplains in this next I

2\ \

1. It is extremely important to first construct a very simple outline
sketch on which to base the lines of the the still-life. We chose oval and
cireular shapes to begin describing the pumpkin and fruit’s forms.

2. The silhouettes of each one of the
alements of tha still-life are detaled,
The stroke should now be more
accurate and describe the profile and
characteristics of each fruit and the
pumpkin, Before starting to apply the
strokes with ink, the sketch of the
model must be complete, since
shading has to be applied on a
parfectly constructed outline sketch.




It is & good idea to
use sevaral reeds and
maialic rds 50 that
Ihe residues of & color
oo pat mix with the
et color

2. You will start working on the background light by
making short, deficate yellow and red strokes. Mix them
until you have an interesting range of pink and orange
tones. It is extremely important that you reserve the
white of the paper when applying the first colors;

tharefore, apply them with the ink jar's cap.

3. Finish covering the background by
applying some new yellows fo the table. Start
to define some of the objects with diluted
tones or with tones mixed with other colors.
The strokes turn into an elongated stain that
gives variety to the drawing and reinforces its
ntensity. Work with sirokes that go from less
to more dense and intense.



4. In this stage you can see the chromatic
effect of the ensemble after several bluish
and purplish strokes were added fo the
objects, contrasting with the warm and
luminous tones on the background. Alternate
the strokes" thickness by combining different
reads and metallic nibs. Colored inks are very
transparent and can be mixed with each
ather, it Is possible also to lower their
Intensity with a littha bit of water,

The enlarged detall shows how the
accumulation of strokes modify the basic
colors, procucing a clearly divided color
effect. A stroke's density in a concrete zone
datermines the form's shading and volume. if
you want an object to stand out, you have to
grve it contrast; that is, you must surround the
object with complementary colors that define
its profile and form,



247

3. In these types of drawings, the modaling
has to be very soft, with nothing standing out
The lines and strokes fade, giving way o
tonal gradation, Each fragment of the picture
has to be resolved in detail, describing
everything: luminosity, reflections, and
textures.

4. The details are what instill photographic
realism into the drawing. Nevertheless, these
should not be treated in an isolated manner;
they should always be related to the basic

Fraquently, the ion of the
texture of the represented object Is al that is
required to achieve a high- work.

,_L
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a irl
in watercolor

an working with watercolor pencils, use the traditional pencil techniques to make
the base of the drawing; then incorporate brush techniques as a tool. This fluidity and
easa of control make watercolor pencils and pastels a flexible medium to interpret

themes In this by N Gaspar, you will s8a how to resclve the
portrait of a little girl through watercolor pencils, combining strokes and washes on the
same support.

1. When you find yoursell before a model that may present difficulties,
the first thing to do is always to summarize its components into simple
geometrical forms that will aid you in understanding its structure better.

Thus, you will see this is a symmetric composition dominated by the
girl's figure, which can be reduced to a block starting from circles and
straight lines.

When the profile is clear enough you can deal with interior details on
the figure, such as the features of the face and the position of the arms
haolding the doll.

2

o’ 2. Once a soft outiine sketch has been completed, build up the drawing,
paying attention to the datails that the model presents. It is advisable to
start the drawing with a mid-toned colored pencil. The colors mostly
used by professional artists are purphe, pank, blue, or an earth tone,
because these colors are then perfectly integrated into the drawing.



3. Pastels shoukd never be mixed; the result
is always more interesting when colors are
abtained by applying the pastels directly on
the paper. This does not mean that you
cannol blend ane color into the other, but that
it should not be done excessively,

5. One of the attractions
of a soft medium such as
the pastel is the ease with
which it blands to create
soft and velvety tones, like
subtle gradations from
light to dark. The final
blending of some zones
modifies the color of the
tonal background by
applying a fine and semi-
opague layer of another
color on it. You have to
remember that when
working on colored paper
it is necessary o leave
blank zones, so that the
background color interacts
with the tones of the
drawing.

4. The build-up of the model requires the artist’s special attention to
blending. Pastel is the most direct medium available, but if you are
making a drawing based on blended colors, the drawing will lose all its
appeal and spontaneity: you have to the gi i i
with the direct stains.




ART/DRAWING

evelop your skills at drawing, learning the fundamentals so

that you can focus on expressing yourself, From training your
hand and controlling the stroke to composition and effects
offered by various tools and materials, these methods are easily
mastered with practice. Whether you want to create drawings as
the basis for other types of media, such as sculpture and painting,
or as finished works, the advice and exercises here will give you a
firm foundation to expand upon.

Premieri2




