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The artists whose work and teaching are included in this 
book deserve parlicular recogn ilion and Ihanks. Because oí 
thei r generos ity and will ingness lo be involved in th is 
projecl. Pencil Drawing Techniques is Ihe special. firsl· 
class inslructional volume I'd hoped il would be. 

David Lewis 



Contents 

Introduction 8 

Handling the Penci! 9 
How lo Handle the Peneil 10-11 

Creating Values 12- 13 

Creating Forms 14 

Fundamental Strokes 15 

The Fundamentals of 
Drawing 17 
Eye Level : The Foundation 01 Perspective 
18- 21 

Prae ti ce Exercises 22 

Drawing Cubic Objects 23- 24 

Using Init ial Sketches lO Refine Drawings 
25 

Drawing Cylindr ical Objects 26-28 

Drawing the Cylinder Fi rst 29 

Drawing Spherical Objects 30-31 

Drawing Canical Objecls 32 

Composing Objects with Basic Forms 33 

Drawing Landscapes 35 
Creating Textures with Unes and Slrokes 
36- 37 
Seeing the Landscape as Values 38-39 

Bu ild ing Your Flrst Drawing 40-43 

Creating a Oark Value Pattern 44 

Smudging ¡he Peneil 45 

Drawing a Harbor Seene 46- 47 

Orawing Reflections in Water 48- 49 

Simplifying a Busy Seene 50 

Adding lnlerest to a Flat Landscape 51 

Interpreting a Cluttered Scene 52 

Creating a Center of Interest 53 

Developing Dark Values 54- 55 

Drawing Portraits 57 
Drawlng the Eye 58- 59 

Drawing a Teenager 60-63 

Drawing aMan 64-67 



Drawing Animals 69 
Drawing Dogs 70-75 

Drawing the Big Cats 76- 83 

Drawing Horses 84-89 

Drawing a Cottontail Rabbit 90-93 

Drawing Small Animals 94-95 

Drawing for Watercolors 97 
Planning Your Composition 98-99 

Establishing Values 100- 101 

Recording Character in Detail 102-103 

Evaluating Shapes 104- 105 

Drawing Areas of Interest 106-107 

Handling Colore<) Pencils 109 
Using the Colored Pencil 110 

Selecting Colored Pencils 111 

Mixing Colors 112- 11 3 

Changing Value 114 

Changing Intensity 115 

Developing a Discerning Eye 116- 117 

Creating Structure with Color 118 

Tonal Techniques 119- 121 

Flower with Tonal Technique 122- 125 

Flowers on Paper with Gesso Surface 
126-129 

Burnishng 130- 131 

Effects of Burnishing 132- 135 

Using Colored Pencils with a Solvent 
136- 137 

Achieving a Painterly Effect 138- 140 

Using a Colorless Blender 141 - 143 

Index 144 



8 

Introduction 
There's noth ing like good teachin g 
when you staft a new project: ¡t 's 
wonderful when ¡here's someone there 
who can give you direction, answer 
your queSliQns. keep you on track, and, 
after you've mastered tried and true 
methods , encourage you lo experiment 
with new techniques, 

When you're able lo conler with more 
Ihan juSI one teacher, you can benelil 
!rom the fresh observations and ideas 
each instructor has lo offer. Each one 
can presenl you with individual chal­
lenges you couldn 't gel with ju SI one 
viewpoint Exposed lo a variety 01 
styles and applications. you can gel a 
broader perspective (hal will stimulale 
and inspire your own ideas ! 

1I you want lo lea rn how lo use the 
peneil creat ively, Penól Drawing Tech­
niques provides this kind 01 instruction, 
What is uniQue about Pencil Drawmg 
Techniques among art instruction 
books, is that it Includes the teaching 
01 seven 01 Ihe best contemporary 
art isls-not jusI one-so you can 
g rasp the solid instruction and sugges­
tions 01 several good craltsmen who 
have become successlul using the very 
techniQues included in this book, 
These seven instructors are all re­
nowned artists in Iheir tields who have 
previously written successlu l books for 
the amateur and intermediate artist. 
Choice selections lrom these books 
have pravided lhe lively texl for Pencif 
Drawing Techniques, and together, 
have helped lo c reate a kind 01 sampler 
volume 01 Watson-Gupl il l's tine d rawing 
books. 

Here's sorne ¡nlormation on the artists 
and ¡he books on which Pencll Drawing 
Techniques is based: 

Ferdlnand Petrie teaches Iwo impor­
tant aspects 01 drawing w ith the pencil. 
Aller a Ihorough explanation on han­
dling ¡he pencil - loosening-up exer­
cises, creating values and lorms, using 
fundamental slrokes-Petrie explores 
using Ihe medium to creale land­
scapes- not preliminary sketches­
bul drawings complete in their own 
right. These selections were taken from 
Ferdinand Pelrie's very successful 
book, Orawing Landscapes in Penó/, 
but you should certain ly know about hi s 
other books lar which he provided the 
paintings lo accompany Wendon 
Blake's texl: Landscape Orawings, 
Starting to Draw, The Orawing Bool<, 
and Painting in Alkyd, 

Rudy De Reyna, was one 01 Ameri ca's 
loremost rea li st pa inters and author 01 
the best-selling classic How to Oraw 
Whal You See, excerpted here. The 
acclaimed artist explores the funda­
mentals 01 drawing, including perspec­
tive. basic lorms , and how lo draw 
objects using basic lorms, He is al so 
Ihe author 01 several widely-read books 
on realism, including, Magic Realist 
Walerco/or Painting, Magic RealiSI 
Painting Techniques, Magic Rea/isl 
Landscape Painring, and Creative 
Painting From Photographs, He has 
also provided Ihe paintings lar lour 
highly successlul books on acrylic 
painting written by Wendon 8 lake: 
Acrylic Painring, Landscapes in 
Acrylic, Seascapes in Acrylic, The 
Acry/ic Pain/ing Book, 

Douglas Graves, the noted porlraitisl. 
is lealUred in the section on drawing 
portraits. He's Ihe aulhor 01 three 01 
Watson-Guptill's well-received books on 
portraitu re: Drawing Por/raits, ex-

cerpted here, Drawing a Likeness and 
Lite Or8wing in Charcoa/, 

Norman Adams draws Incredibly 
charming-and revealing- animal por­
Iraits. Majeslic lions, playful tigers. 
horses , dogs, and furry rabbils are all 
represented here. This section was 
excerpled Irom Ihe book he wrote with 
Joe Singer, Dlawing Anima/s. 

John Blockley and Richard Bolton 
are Iwo lamed Brilish arliSls featured in 
the Drawing lor Waterco lors seetion, 
Here you'll read their inspiring thoughts 
on using the pencil to capture Ihe 
essence 01 a subject }-Qu plan lo paint 
later. John Blockley's ideas were culled 
lrom his celebrated book Country 
Landscapes in Waterco/or Richard 
Bolton's thoughtlul observat ions were 
seleCled Irom his highly successlul 
book Wealhefed Textures in Watercolor. 

Bel Bo rgeson's deflnitive work on 
using Ihe colored pencil com prises lhe 
section on drawing. with tha! med ium. 
The excerpl trom The Colored Penci/ 
¡ncludes solid inslruction and sugges­
lions lor achieving delightful results. 
such as burnishing }-Qur colored pencil 
work, or using the medium with a 
solvent, 

By the time you've fin ished this book, 
}-Qu'lI have studied Ihe ins1ruclions and 
ideas 01 seven of the best contempo­
rary arliSIS. In addition. you'lI have 
sampled several 01 Walson-Guptill's 
ti nest drawing books, and two excellent 
Watson-Gupti ll watercolor books. Your 
"teachers" will have started you on your 
way, encouraged you, and provided 
you with the direction you need lo use 
the pencil creatively and with eonli­
dence , 



laBPBIGIL 
Li.ke the athlete who is ready for the 

challenge of competition, you are now ready 
to begin drawing. However, before the athlete 

sta rls lhe game, he must " loosen up" to . 
relieve tension. The same is true for the 

artist. You must loosen up before you meet 
the challenge of that white papero 

In thjs section you '1I1earn how to hold the 
pencil and how to loosen up. Then you'lI 
discover how to create va lues, forms , and 

textu res \Vith the pencil and how to smudge 
for tones. 
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ARTIST; FERDINAND PETRIE 

How To Handle the Pencü 
HOLDING THE PENCIL 
When you slarl 10 d raw. 110ld lhe penc il 
Iwo d ifferent ways The ¡Irst is the way 
you held a penCl1 10 \'I flte a eHef The 
second IS how you normally hold a 
brush lor o il pa.int ing-between lhe 
thurnb and l irst linger wlll1 tl1e pencil 
under Ihe palm cf ¡he hand Nctlce 'n 
tl1e II luSl ralion (flgl1¡) how tl1e li ttle 
finger acls as a guide lor your hand It 
is easier lo control the amount 01 
p-essure on the penell when you lel the 
nall 01 your li llle Ilnger g llde over lile 
paper. In boll1 metl10ds 01 110ld ing tl1e 
pencíl, do nol gríp it too tlghtly, 

LOOSENING·UP EXERCISES 
USlng an H8 pencil, loosen up wltll a 
series 01 li nes, ci rcles, ancl ovals. Do 
not spend a 101 01 time wllh each. bul 
dc Ihem very qUlckly (right), T'y !o 
achleve complete control 01 the penci l 
by us ing lile whole arm instead el IIJSI 
the Ilngers. You wi ll eventually obtain 
eve'l c,rcles lines 3.nd Iones, 

In rnaking Ihe beg innlng Clrcle exer­
CISC , slart with your pencil above lhe 
paper and you r litt le finger on Ihe 
paper Make a e rc ul3.r meticn with yOL.r 
hand, As you gel the rhYlh m 01 ¡he 
circ le, lower the penc il lo Ihe paper. 
Repcatthe same procedure with each 
e re le, doing each very qUlckly FIII a 
page 01 [hese elrc les by presslng 
heavlly on the pape r, and l inish lhe 
eirc le wíth light p ressure Alle r you gel 
the rhythm and the eireles are clean, 
reverse lh ls procedure. 

Ne)(l , do a se lies 01 straight lines. By 
ag ain va rying the directloll and the 
pressure notlce ¡he var'ous eHecls you 
can obtaln. 

Hold the pencít In rhe mosl 
comlo.labre manner lor 
you. Ferd inand Pel rie uses 
!hese two melhods be­
cause thoy are the most 
natural for him. 

.. 

\ 

, 
" 
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Try Ihese loosentng·up exer­
cises wl!h differen! grade 
penclls. No!tce Ihe dark val· 
ues you can obraln wi!h !he 
B pencils. Do these quickly, 
using your armo nol jusllhe 
IIngers. 



SMUDGING FOA TONES 

Smudglng 1$ done moslly wilh Ihe soller penei ls !rom HB 10 6B. You ean 
81so smudge wilh a elOlh or I lssue wrapped around your Ilng.r. 

Many artists use a paper stump and 
smudge or b lend their pene il drawings 
lo g ive a very lean, almos! phOIO­
g¡aphic qualily. Ferdinand Pet rie occa­
sionally uses this method, but only 
where he wanls to create a soft blend­
ing 01 the edges 01 a vignette. He does 
not reeommend this techn ique when 
drawing on location. There is a len­
deney in smudging lo indicate even Ihe 
slighlesl value changes. This is dillicult 
lO do when you are outside and ¡he 
light is changing rapidly. Also, smudg­
ing obscures the special quali ty and 
eharm 01 Ihe pencil strokes. To see an 
example 01 a drawing done by us ing 
smudging techniques, turn lO page 45. 

CHOOSING PENCILS 
If you were to look in a eatalog from 
one 01 lhe large art suppliers, you 
would lind many Iypes 01 peneils. 
There are earbon pencils. drawing pan­
cils, ebony, Ilal sketching , layout, char­
coaL China marking, etc. Each is used 
for a specil ic pu rpose and has ¡Is own 
characle ristics. For examp le, Ihe ebony 
pencils are very black and are goOO lo 
use when reprodueing your work. The 
lIal skelching pencils contain square 
leads Ihal become a chisel poinl when 
sharpened Chisel point drawing is 
excellent lor quick sketching and arehi­
lectural renderings. Layoul penci ls 
were used lar advertising layouts be­
fore markers were invented. They con­
tain Itat leads Ihal are about Yl'" (1.3 
cm) wide, and are used now mostly lar 
quick sketehing. Charcoal pene il s are 
famil iar to oil painlers who use them for 
their initial drawings. and charcoal is 
also used lar portrait drawlngs. China 
marking penells are wax crayons used 
lar working on slick surfaces, like pho­
tagraphs, wh ich will not take a carbon 
pencíl. 

The ¡ype 01 pencil Ferdinand Petrie 
uses is the graphite or more commonly 
called "Iead" penci!. The graphite pen­
eil comes in various degrees 01 hard ­
ness . designated by letters: "H'" lor the 
harder pen eils and '"B" lar the solter 
ones. They also have numbers ¡hal 
indicate the degree 01 hardness or 
softness. For example. 6H is the hard­
esl and 2H ;s Ihe saltesl 01 Ihe hard 
leads that Mr. Pe!rie uses. later on in 
this seetion, you will see how the 
hardness 01 the lead enables you to 
create Ihe values you wi ll use in your 
drawings 

Pencils made by differen! manulac­
turers may differ in their degree 01 
hardness ar sollness.Jherefore. it's a 
good idea 10 obtain sets 01 pencils 
mede by the same eompany. This arlisl 
uses hexagon-shaped pencils called 
"CasteIl9000," which are made by the 
AW Faber Company. He uses the 

A 

¿ 

, ~ 

~ 
El 

( 
following pencils: 6H, 4H, 2H, HB. 2B, 
48 . and 68. HB is the !ransi!ion be­
tween Ihe hard and soft lead s. He has 
also used the Koh-I-Noor drawing pen­
cil , Ihe Venus penei!, and Ihe Eagle 
"Turquoise"-all are 01 excellenl Quality. 

AII manulaclurers identily ¡he grade 
pendl by numbers located in the same 
place (A). Be carelul you don 't sharpen 
the wrong end 01 the pene il and lose 
Ihe grade number. The leads in Ihe 
Ebony peneil (B) are round. solt. and 
very black. The flal sketching or chisel 
point peneil (C) has the same OUlside 
shape as olher pene ils , but the leads 

E 

are rectangular. They can only be 
sharpened with a razor blade. The flal 
layout (O) is also call ed a ca rpenter"s 
penci!. The leads are usuall y ;;\6" (.48 
cm) or 0/'6" (.80 cm) wide and agaln 
must be sharpened with a razor blade_ 
Large areas can be covered quickly, so 
il IS olten used for fasl sketching. There 
are many makes and va riet ies 01 char­
coal penci ls (E). Sorne are simil ar lo the 
regular lead pencil and can be sharp­
ened with a sharpener. Olhers like this 
are paperwrapped and have a slring 
pull lo sharpen ¡he pencil. 
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ARTIST: FERDINAND PETRIE 

Creating Values 
The placemenl 01 values is 01 prime importanee in Ihe 
eomposition 01 a plelure. 11 is possible lo ereale all Ihe values 
in a drawing by using jusI one peneil. To do Ihis. you musl 
use a peneil thal will make a dark value. Try using a 2B. By 
varying the pressure on the paper with a 2B peneil, you can 
render all ...alues between while and black. 

AnOlher way 01 crealing ...alues is by using diflerenl grade 
pencils lar dllferenl values. You can make all the values 
between white and blaek wllh seven pencils as lollows: 

" 

o 1 

68 

2 3 

48 

4 

28 

5 

H8 

6 7 8 9 10 

2H 4H 6H 

Before you Sla rt any drawing, make a cha rt 01 all ten values 
using Ihe pencils suggested here. Make each square 1-inch 
(2 .5 cm) and create the tones wilh vert icall ines , horizontal 
lines, and cross-hatching . Do each value as carefully and 
accurale ly as you can (see above). 

There are two other exe rcises you shou ld do in arder lo 
understand values and hOlN lo achieve them: 1 Using Ihe 
seven pencils 01 grades 6B. 4B , 2B. HB, 2H. 4H, and 6H. 
make a char! 01 a graded tone !rom value O (black) lO 10 
(while). Be sure as you change pencils ¡hal !here is a gradual 
blending 01 Ihe Iones. Notice hO'N you can ereale a very 
smooth blending Irom one value lo Ihe next by simply 
changing the pencils. 2. The second exercise is Ihe same 
graded value chart you did (above) with seven pencils, bul 
now you will use only one pencll thal will make a dark 
enough tone 10 creale a salid black. With a 4B peneil you are 
able lo create alllhe values Irom O lo 9 by ehanging Ihe 
pressure. When you grade the values wi!h one pencil, the 
lexture 01 the paper becomes an importanl element. sinee 
with less pressure the roughness 01 ¡he paper becomes more 
apparenl (opposile page, bottom) 

To create all the valuaa between whlle Ind black, use the followlng 
pencll, : 68 penclllor o and t ; 48 lo. values 2 and 3: 28 IOf the 4th 
value: HB lor lhe 5th valua; 2H 10f the 6th value: 4H lor values 7 and 
8: Ind 6H IOf the 9th value. The tOth value Is the white papero 

This ctulrt was created by uslng the Slme ~nclls as aDove lar the 
values; howeve~ the strokes _fe drawn on a slant. Use different 
directlonalor the strokes. but keep the V<1lues the same. 

Only a 28 pencll creeted the values lor thls chart. The values were 
mada by cross-hatchlng end verylng the p.esSure on the papero 
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Thls ehart 1$ iI graded v"ue seale !.om 01010. The • • me penclls 
WEI'8 used as In Ihe Creatlng Values Char! (above). bul the strokes 
were blended together 10 ereate an even graded tone. Thls .cale was 
drawn wlth 8 48 pencll uslng only vertical slrokel. Vou can sea ¡hat 
" Ihe tones become IIghl4'r, you need lo put le .. preuure on Ihe 
paper. Notlce how Ihe ¡edure of lhe paper bel;:omes apoparen! wi1h 
l he IIghler tones. 

7 8 9 10 
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ARTIST: FERDINAND PETRIE 

Creating Forms 
One of the mas! difficult problems 01 
drawing is erealing a three-dimensional 
form on a flal piece 01 paper. The bes! 
demonslralion 01 producing three-di­
mensions is wilh a drawlng 01 a cube 
Ihal has heighl, width, and deplh . 11 
Ihere is afia! CNerall lighl on a cube, il 
is difficul! lo see Ihe lighl Slde, Ihe 
middle lone side, and the shadow side. 
When a single lighl is directed on ¡he 
cube you will be able 10 see Ihe heighl, 
widlh. and deplh. Each surface 01 Ihe 
eube will have a vafue, and Ihe dil­
lerenee between these values will re­
Ilec! (he amount 01 lighl. For example, il 
the ligh!es! side 01 !he eube is a 9th 
value and the shadow side is a 1st 
value, Ihere is a stronger light elfee! 
¡han il the differenee we re a 7th value 
for Ihe li ghl and a 5th value lor the 
shadow. 

14 

You can erea!e the values you'l l use 
lo produce ¡he lorm with Ihe same 
methods Ihal were used lo make Ihe 
value eharls. Use eilher one pencil and 
ehange the pressure lo make (he val­
ues, or use all seven grade peneils 

I , 
¡ , 

" ,ji -",' , 

F 

(see below). Wilh a 2H pencil (A), 
indieale Ihe Iight value, Ihe middle 
value, and Ihe 'dark value. It is diff ieult 
lo aehieve a slrong lighl elleet sinee 
the darkest tone you can obtain with a 
2H peneil is the 61h value. When you 
use an HB peneil (B) you ean aehieve a 
much slronger lighl on Ihe cube, since 
Ihe HB peneil ean make a 4th or 51h 
value. However. by redueing ¡he pres­
sure on Ihe peneil you can creale more 
texture in Ihe middle lone side. A 
slronger light elleel is oblained wilh a 
28 peneil (e) beeause (he shadow side 
now beeomes a 3rd value. Sinee the 
penei ls are solter, the !exture in Ihe 
paper beeomes more notieeable. By 
using a 6H peneil lor Ihe lightest tone , 
a 2H lar the mi ddle tone , and an HB for 
Ihe shadow (O), you'l l have more con­
trol in ereating the valu es. The value 
relalion ship belween the middle tone 
and Ihe shadow is only one value 
diflerenee. whieh gives a very weak 
lighl eHeet. You ean obtain a stronger 
light by using an HB peneil lar the 
middle tone and a 2B for (he darks (E). 

, 
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There is slill only a one value differenee 
be!ween ¡hese two sides, whieh does 
no! enhanee the lorm. As in (F) leave 
the hghtest side white. BV doing so, 
you'lI make !hal side as lighl as possi­
ble. In ellee!. this is the same as using 
a dal1\er value in Ihe shadONs. By 
keeping Ihe values on each side clase 
!ogether (G), you ean aehieve Ihe eflec! 
01 a very dim lighl. In a landseape, lar 
example. Ihis eauld give you a very 
hazy ar loggy atmosphere . The value 
relationship in Ihis eube is 9, 8, 6. You 
ean achieve Ihe s!rongest contras! in 
values (H) by keeping the lighl side 
wh ite, Ihe midd le tone a 6th value with 
a 2H peneil , and Ihe dark side a 3rd 
value by us ing a 48 pencil. You may 
want lo try keeping this value rela­
lionship in mosl of your drawings. In 
arder lo create Ihe strongesl ellee! 01 
light possible (1), leave Ihe ligh! side 
white and Ihe middle lone a 4th value 
with a 28 peneil and the darks a 3rd 
value wi!h a 48 penci!. This has Ihe 
elfee! of a strong spotlight on a subieet. 



Fundamental Strokes 
There are a few basic strokes ¡ha! wi ll 
be helpfu l when drawing on lacal ían il 
you apply them l You wi ll discover many 
more st rokes on your own as you 
practice and sketch. 

Three penci ls. 2H, HB. and 28, were 
used here, bul do try each exercise 
with diflerenl grade penClls. Keep in 
mind tha! strokes 01 all kinds and 
combinations shoul d be drawn without 
trying lo create a p ictu re, although 
sorne 01 Ihe exercises may take on Ihe 
appearance 01 actual objects (see be­
¡ow), 

Here are sorne 01 the many 
strokes and patterns ¡ha! are oeated 

, 
" ., 

" 

.. , 
A B 
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by using Ihe 2H, HB, and 28 pencils: 
Short ve rtical strokes (A) with a 2H 
peneil varying ¡he direction , even pres­
sura. Shorl strokes (S) al an angle . 
even pressure. 2H penei!. Short hori­
zontal strokes (C). even pressure, CNer· 
lapping. 2H pend!. Long vertical 
strokes (O), irregular lines, even pres­
sure. 2H peneil. Short, eu rved tines (E) 
in d ilferent direetions, 2H penei l. Short. 
curved strokes (F) in one d ireetion, 
leaving white spaces, with H8 pencil. 
Short, eurved strokes (G) with H8 
peneil. Vertical background with 2H 
peneil, using vertical strokes. Short, 
vertical strokes (H) with 28 pencil. 
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varying the pressure and di rection. 
Short. verJical st rokes (1), even pres­
sure, varying the d ireetion with HB 
peneil. Shorl, angle strokes (J), varying 
pressure and d ireelion. with 28 peneil. 
Combination 01 2H, H8. and 2B pencils 
10 vary short angular strokes (K) in 
various d ireetions. Small, eurved lines 
(L) with 28 peneil, varying the p ressure 
!rom left to right. Short, vertical strokes 
(M) with 28 penei l. varying the p res­
su re. and direction. Vertical strokes (N), 
varying the pressure. leaving white 
areas. Combination 01 2H. HB and 2B 
peneils with shQrt strokes (O) going in 
various directions. 

, 
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or 
It is very importanl lO learn lO draw Ihings 
as you see them-realistically. That is, you 

mnsl reproduce Ihe dimensions and 
proportions of a given subject. To render a 
failhful, reaJistic drawing, you musl be able 
lO observe Ihe basic structure of an object, 
regardless of how complex and obscured by 

delail il may be. You must Irain nol ouly 
your hands bul your eyes as well. 

In Ibis section you'lllearn bow lo see Ihe 
four forms Ihal comprise the basic struclure 
of all existing objects. Once yo u've maslered 
Ihese forms, you'll be able lo draw anylhing. 

" 



ARTIST: RUDY DE REYNA 

Eye Level: The Foundation of Perspective 
Many students lail in their altempts at 
drawing because they're unaware 01 
eye leve l. Actually, it's such a simp le 
cOrlcept so seemingly obvious , Ihal 
perhaps it's this very quality that 
causes il lo be overlooked 

Eye level relers lO Ihe height at which 
your eyes observe an object, You may 
wanl lo write th is sentence and p lace il 
where you can see il olten, so Ihal il 
becomes part 01 you . It's tha! importan! 
lo your development as an artis!. 

CHANGING SHAPES AND EYE 
LEVEL 
lo aclually demonstrate whal is meant 
by eye level, lie prone on Ihe Iloor. 
Notice that you see Ihe bottom, not the 
lop, 01 mos! objects, Now si! up and 
notice Ihe diflerence; move lO a chair 
and again observe that as you raise 
your eye leveL the top planes 01 objects 
come inlo view 1I you were lo c limb a 
ladde r to Ihe ceiling , everylhing be low 
you wou ld show its top p lane, Sounds 
simp le enough, doesn't il? Well, it iSI 

" 

VANI5HING POINTS 
lhe cubic lorm on the opposite page 
(top) is seen al eye level , and shows 
on ly two 01 ils six si des . lIs horizontal 
lines converge down to and up to their 
respective vanishing points . A van ish­
ing pOi ni is an imaginary point on the 
eye level, or horizon, where the paralle l 
edges 01 a cubic lorm appear to 
converge and mee!. 

Conve rging li nes , eye level, and van­
ishing points all add up to perspective. 
It's a word 01 Latin orig in meaning "to 
look th rough" In other words, you view 
an ob ject as though it were transparent 
and you could see al l its sides-Iront 
and back. 

Actually all you have lo do to draw an 
object in perspective is to obse rve 
c losely, What's Ihe ang le and length 01 
one edge compared to another? What's 
Ihe lenglh and widlh 01 a plane in 

relalion to its neighbor? Asking yoursell 
these kinds 01 questions as you view an 
objecl will he lp sharpen your powers 01 
observalion. 

The midd le cubic lorm on the op­
posite page has al l its lines rising lo the 
vanishing poinls because th is cube is 
below eye level. AII the lines 01 the 
bottom cube on the opposite page go 
down lO Iheir vanishing poinls because 
the cubic form is aboye eye level In 
shorl, il the cubic form is at eye level, 
the li nes (Ihal lorm the si des 01 the 
cube) come down Irom the lop edges 
and go up from the bottom edges lo 
Ihei r van ish ing poinls on the horizon. II 
Ihe cubic lorm is below eye level , all 
converging lines go up to vanish ing 
poinls on the horizon. If the lo rm is 
aboye eye level, all the eonverg ing li nes 
come down lo vanishing poinls on the 
horizon, 

CUBE IN PERSPECTIVE 
Also, Ihe cube ciearly demonstrales 
the ill usion 01 the !hree dimens ions­
height , widlh, and depth- thal you 
must convey on the Il at surtace 01 the 
paper, II you can portray Ihese dimen­
sions , you 'll be able to draw real­
istically, no maller whal the subjecl 

From th is moment on , remember the 
Ihree dimens ions tha! are inherent in 
everylh ing. Naturally, each dimension 
can vary. The height 01 a cubic obJect 
can be greater than its depth, or!he 
width can be the largest dimension 01 
the three , As long as you're aware 01 
their rela!ionship, you' ll be amazed al 
the progress you'll make. 

Now take a box Irom you r pantry­
any box, regard less 01 its shape-and 
hold il at eye level. Turn il so you can 
see on ly Iwo 01 its sides , as the lop 
cube on this page , II the design on the 
package distracts you , lear off Ihe 
paper covering and work with Ihe bare 
00'. 

JUDGING 51ZE RELATIONSHIPS 
Drawin g realislically means drawing 
accurate ly, Whatever proport ions you r 
box may have, check the relalionship 
between one side and Ihe other, Notice 
that in Ihe box at lelt , its lenglh is aboul 
Iwice its widlh. The three boxes are 
seen al three differenl eye leve ls, Draw 
your box in the three dilferent positions 
shown al left. Use any Iype 01 peneil to 
do Ihe exerc ises in this section--a 
regu lar oflice pencil will do , It won'l 
malter at all either il your box isn't the 
same shape as Ihe box p ietured here. 
The main thing is lor you to be aware of 
the object's planes as you raise il or 
lower il aboye or be low your level 01 
viSlon. 

When you're salislied that you ean 
draw a cubic shape at eye level, 
continue with aboye and below eye 
level views as on the lollowing page. In 
the boxes you draw be sure thal the 
lines converging lo vanishing points 1 
and 2 are at Ihe proper slant, even 
though the lines can 'l extend all the 
way lo Iheir respect ive van ishing points 
on the eye level-simply because the 
paper isn't b ig enough 

OBJECTS BELOW EYE LEVEL 
Mosl of the ob jeets you 'l l draw (at leasl 
al the beg inn ing) wil l be indoors and 
beloweye level, because inleriors­
lurnilure, rooms, etc .-are sealed lo a 
size that human s can man ipu late. 
Therelore, the reason lor drawing ob­
jeels below eye level is quite obvious 
Look around you and notice that even 
as you sit you can see Ihe tops 01 
lables, chairs , solas, etc . When you can 
see Ihe lop 01 an object, il means that 
it's below Ihe eye level or horizon, Since 
mosl 01 the wo rk you' ll do will be from a 
sitt ing or stand ing position , you need lo 
observe the appearanee 01 things Irom 
that viewpoin!. 
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Below eye level. AII converging fines go up to 
their respect ive vanishing points. The arrows show 
the direction in which the paratlellines extend 10 
thl'! eye leve!. 
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At aye level. The converging fines 01 Ihe sides 01 
the box come down Irom the top edges and go up 
lrom Ihe bottom edges to mee! and vanish al 
imaginary points on the horizon (or eye level) 
called vanishing poinls. 

Above eye level. AII converging fines come dClYm 
lo their respect ive vanishing points. 

These Ihree boxes are allhree dlflerenl aya levels: In vl.w 1 
the box Is.1 eyeleve!; In vlew 2 the box Is below aya level; 
.nd In vlew 3 Ihe box 1, sbove eye level. 
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AS an object gets farther away from eye level, its verticals get shorter and 
its vanlshlng polnts get farther away from the objecl. 
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Ask yourse.Jt how much Ihe liroe ot en ob)ec1 depart5-Yp (K down--lrom Ihe 
hor~on'a', as !he dlllg ... m shows al view l . If lhe diagonal, are Inconect, you'll 
get lhe dislorlion shown al view 2. Note Ihallhe pfOper angle .1 view 3 glvu 
you !ha corree! form , because Ihe diagonal, run farther oul lo thel, vanishlng 
poln ... 
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ARTIST: RUDY DE REYNA 

Practice Exercises 
Col lecl !ou r boxes and draw Ihem al 
different distances below eye level. You 
mighl place them on top 01 one another 
and draw Ihe topmosl lirsl: reffiOve il 
and draw Ihe second, and so on un¡il 
')-Qu've drawn Ihe lourth. Notice thal as 
')-Qu come down lo Ihe lowesl box, 'yUu 
see more 01 ils top p lane than you did 
on ¡he l irst box. Compare the lop 
p lanes 01 all tour 01 them when you've 
lin ished, 

This type 01 practice exercise is 
indispensible. 1I doesn'¡ result in a 
drawing worthy 01 being hung on a 

wall , any more than the pianist's exer· 
c ises would be pe rlormed in a conce rl 
hall. Ye!, as you know, the pianisl 
submils lO daily practice no! only lo 
acquire lechnique. bulla sharpen and 
control it. even afler he or she has 
mastered ¡he inslrument. Flip Ihrough 
Ihe pages 01 this book, 1I you haven't 
done so already. and you' ll see Iha! 
you 're going lo draw everylhing , nol jusI 
boxes, But you mus! first lind your feet 
befare you can runo 

A cubic form presenls no problem al 
all il you place il squarely in Iron! 01 'yUu 

vP 

, 

, 

with only one side visib le, as seen al 
view 1. The horizontal s remain horizon­
tal and Ihe re 's no ang le lo check. Bu! 
notice Ihal you lose Ihe cubes sense 01 
solidity and il becomes a flal rectangle. 
The momenllwo sides are visib le, as in 
view 2. the cube begins 10 convey a 
sense 01 bulk. There's only one vanish­
ing painl here; this is called one pain! 
pe rspective, When three sides are 
sho."m, as in view 3, the horizonlals 
have become diagonals, bul (here's na 
question aboul ¡he cubes volume and 
the space il occupies. 

\ 
\ 
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Drawing Cubic Objects 
You can use [he same "affice" penell 
tha! you ve been uSlng bu! nON gel 
several drawlng pads. They come In 
varylng sizes' 9~ x 12" (23 x 30 cm ) 
•. • x 14" (28 x 355 cm ). 12· x 18" 
(30 x 46 cm.). 14" x 17" (35 5 x 43 
cm·l , 19" x 24R (48 x 61 cm) Don'! lel 
a salcsperson sel! you any tancy er 
expenSlve paper: 11 s no! necessary al 
thlS stage 01 your devclopmcnt Be­
SIdos you're going te use reams 01 1\ 
JUSI dOlng ¡he exerClses. So gel ¡he 
cheapest- II wlll be pcrfectly adequate 
in these beglnning prOjccts 

CUBte FORMS IN EVERYDAY 
THINGS 
Now you'll seo why bare boxes we[e 
dwelt on lor so long . You should havo 
been able lo seo wl1at happcns lo a 
cubic lorm as you turn il lowcr it. and 
ralse 11. The figures on lhls and Ihe 
fOl lowlng pago rep resen! only sorne 01 
Ihe lhousands 01 objccts Ihat have Ihe 
eube as Ihelf underly,ng structule As a 
rule, they won'l be pertee! eqUllateral 
cubos. Bul whether tI)cy're long, nal­
fUN and Ihln 01 short, wlde and th ck 
lhey'lI Slill conlorm to lhe cube by 
havlng a top, a boUom, and lour sidos 

SEARCHING WITH LlNES 
Wlth Ihls in mlnd, draw yoUI 
letevlslon so!. a bOJ( 01 tissuos, 
OIle 01 your tab es and yoUI 
kllehen rango, etc. Sil wlth 
yoUI pad on your kncos and 
notlce ¡he length cempa'ed 10 lhe 

wldth 01 Ihe top plane ol lhese obJeels, 
Observe Ihe relal lon al lhe sides lo 
caeh olher and also lo the width and 
hejght 01 Ihe entile objee!. 

11 the lelevision sel or Ihe (arge are 
too dilllcult lor you al thls stage, 1hen 
draw a suilcase 01 a box 01 malches 
When you've galned mere conlidcnce 
you can re1urn iO the more complcx 
subjecls 

Tackle everything! If your hand IS slil1 
a b it retuclant to do your b ldding , let I1 
lag. II wilt calch up with your de­
mandS-lt always does. The trainlng 01 
your eye lO o:Jserve, welgh, and to 
compare correet relationshlps IS moro 
important For Ihe momen\' lel your 
d ra'Nlng be labored O' even erude, as 
long as It"S correcl. Be assured ¡hal 
lacili ty wil l come in l ime. 

HANDLING DETAlL 
Wl1en you'ro suro that Ihe overall pro­
portions 01 your oblects are correeL 
proceed 10 the details JI may have, Fer 
examp le, wllh a lelevision, Judge the 
dlstanee Ihal a knob migh\ be !rom lIS 
eoge, as well as Ihe kneb's size In 
retallon lo the Wldlh 01 the p lane ¡hat 1I 

1, 

, 
,1 

OCCUplCS Is the knob cen,ered on thal 
plane? If n01, how much ofl-ccnler IS il? 

11 your object IS a lable and ItS detail 
consists only 01 legs to be added 10 ils 
topo how thlck are Ihese egs m re alion 
10 thelf helght or the wldth 01 the side 
panel? If your objeet is a bookcase and 
ts detall conslsts o' books w,thln 1;. 
what's ¡he helght and wld1h 01 the book 
tn the center 01 Ihe shel!? How short 
and thlck s Ihe next one? 

This tS Important Ihe large p lanes 
and dimonsions must be eslabJished 
correctly You can then subd ivide the 
la rge shapes Into smaller ones, and 
these 111 lurn should be dNided again 
unlil you gel lo lhe minutest delail. 

Using you r bookcasc as an examp!e 
ItS overa ll proporl lons musl be estab­
Ilshed first: then the p laccment 01 the 
shel! 01 shelves shou'd be deteriTIcr"\ed 
Nexl, the beoks can be delinealed in 
tlreir prope r widlh and hClght, lollowed 
by the deta'l on the spme 01 each bock 

" " 
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NOtll ¡hat the broken " guld.llne~" Indicate that 
Ihe table 18 ~ cublc l o rm. 
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Thl. ¡I n ua box 15 tha slmplesl l orm Ind a good one to begln wlth. 
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AIIII .... obJects here llre below eyelevel. Note tha' •• eh object re ..... I. ils 
top plana and two 01 Ita sldes. 
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U sing Initial Sketches to Refme Drawings 
As you search lar ¡he corree! wloth. 
heighl . or deplh 01 aplane, you'lI dlaw 
many Inaccurale IInes, Don'! crase 
Ihem Keep searchlng wilh Olhcr lines 
untll you leel satlsl,ed tha! you've gOl 
the flgll! anes Accent your corree! 
lines by beanng down on thom wl1h 
your pencil. Place a Iresh sheet 01 
paper over yoUf ObJecl and plck out 
only the correel IInes. as Rudy 
Oc Rcyna dld Wl111 Ihe drawlngs ,n th.s 
sechon You can seo ¡hat Illo arllSl 
drew all the obtects in two stages. In 
Ihe drawlng on Ihe left 01 each pail 01 
drawlngs nOlce how roughly he indl· 

caled the overall shape oí Ihe Ob¡eCl as 
he searched tor jls proper proporllons. 
Alter lindlng the righ! proportlons, he 
darkened Ihe correel hnes. Agaln 
never erase Once you begln 10 erase. 
you lose your rneans 01 comparlng 
correcl 10 Incorrecl shapes and dlmen­
sions. 

Having eSlablished the correct pro­
porllons the ar¡ st placed a lresh sheel 
01 paper (tracing paper IS prelcrred) 
over the frrst drawlng and "cleaned It 
up." That is, he translerred only Ihe 
correet Imes lo the new sheet 01 paper 
Allhough you don"t have 10 use traclng 

.. 

paper, you obv,ously musl use paper 
Ihat's Iransparent enough lor you 10 see 
lhe drawlng beneath I\. 

If some Inaccuracies shll remaln on 
your second sheet cormc! them w'\h 
new tines. Place anolher new sheet 01 
paper over Ihem and Iransfer Ihe eor­
rected drawlng. 

Use Ihls method 01 rclrning your 
drawlngs Bcg ln by drawlng eve'y cu­
b lc Ob)eClln the room abou! you. When 
you leelthal lheir baslc cubic proper­
\Ions are correc to then. and only Ihen, 
staft addlng Ihe detalls the ob¡eets may 
have 

7\ \ ,...: \ 
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In eooch 01 thue th ... pal.1 of d.IWlogl, the erlllt bagan sea. chlog fo. 
toffKt dlmeollonl wllh the s ketch 00 the lelt. He neve. e.llsed. If an 
angif O< 1110e was IOCOff'eet, he Itmply d.ew eoolOO •. AIte . da.kening the 
I;Onect Ilnes, he t.ens fe rred them 10 e lresh sheel 01 pape. ano:! worlted on 
~ co<rected dre.lng thet you lee on the r1ght sida of eaeh pairo 
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ARTIST: RUDY DE REYNA 

Drawing Cylindrical Objects 
Alte r do ing so many drawings wilh 
straight li nes, you can probably do 
Ihem now with ease and confidence, 
They' ll become st il l easier as you eon­
tinue with luture pro¡ects , But il you're 
to draw objects based on the cyli nde r, 
the cone , or the sphe re, you must al so 
practice drawing the curved lines Ihat 
lorm Ihem. 

DRAWING CURVED LINES 
Hold your pencil (slill Ihe ordinary 
"ofliee" kind) in Ihe posil ion you prefer' 
the usual writing one, or under your 
palm, Swing you r arm Irom your elbow, 
and even Irom Ihe shou lder, il you work 
big . It may leel awkward al firsl , bul 
persevere unti l you feel eomfortable , If 
you hamper your rendering now by 
working from Ihe wri st- beeause it 
"feels more natural"- Ihe beautilu l 
sweep 01 a fluid line will never be yours, 

26 

The on ly consideral ion in th is second 
section 01 ¡he book is lo eonvey the 
principies 01 good drawing, Later you' ll 
explore the line and its expressive 
power. Here, the purpose 01 your li nes 
is to estab lish the optical eorrectness 
or "reality" 01 everylhing you draw. 

OBSERVING CYLlNDRICAL FORMS 
No matter what the cylind rieal obJeet, 
you musl lirsl see Ihe cyl inder ilsell , 
unde rlying whatever delail Ihe ob ject 
may have. In the beg inn ing stages 01 

your drawings it's a good idea lo draw 
the geometric cyli nder l irst, and then 
make the required modilications, as the 
arlisl did in the demonslralions wi th Ihe 
pols (page 29). Late r you can dispense 
with th e d rawing 01 the geometric cylin­
der and begin immediale ly wilh Ihe 
cyli ndrical objec! itse l!. 

RENDERING CYLINDRICAL 
OB.JECTS 
Rudy De Reyna's approach lo drawing 
a cyli nder is lo rough in Ihe enlire 
ell ipse (the circle that lorms a cyli nder's 
top and bottom) in a counter-c lockwise 
direction, Then he reli nes Ihe ell ipse's 
visible side by accenlualing Ihe correet 
curvatu re with heavier strokes. 

You may find it easier lo rotate your 
penci l in a clockwise manner, Praetiee 
both and stay wilh your prelerence; the 
better resu li is what counts, not the way 
you achieve it. Be su re thal you check 
the ang le 01 deparlure- any indents 
and bu lges- ol the object's sides Irom 
Ihe vert ical 01 the geomelric cylinder, 

ELLlPSES AND PERSPECTIVE 
When drawing the cyli nder remember 
Ihal al eye leve l ils elli pse appears lo 
be a slraight line, As Ihe elli pse rises 
aboye eye level , or the horizon , its edge 
nearest you curves up in an are . As Ihe 
ell ipse descends below eye level, the 
are is reversed and the edge nearest 

you curves down. 
Get ag lass Irom you r cabinel and 

draw it as many times as necessary to 
gel Ihe elli pses corree! (see pages 27 
and 28 lor reference). Belare you draw 
the g lass , raise il lo eye level, so Ihat its 
lop makes a perfecl ly sl raighl li ne ; 
notice Ihat the bottom 01 the glass, 
being below eye level, forms an elli pse. 
Now lower you r arm gradually and 
notice that the top 01 the glass be­
comes an ellipse tha! gels wide r and 
wider as you lower the glass more and 
more , Finally, when the top 01 the glass 
is direetly below you, the ellipse be­
comes the ful l circ le Ihal il actually is 

It doesn't malter il the glass you draw 
doesn'l resemble the one used here, 
The purpose 01 this exe reise is simply 
lo Irai n your eye and hand lo observe 
and render whalever mod il ications and 
departures the re may be fmm the rigid 
cylinder !hat underl ies Ihe shape 01 ¡he 
object you 're drawing The correet 
placement 01 a hand le on a cup, Ihe 
height of a slem on a glass and the 
dilferenl deplhs 01 Ihe upper and lower 
ell ipses 01 a glass are laetors that musl 
be considered when observing and 
drawing these cyli ndrical objeelS . Re­
member thal as an elli pse nears the 
eye leve l, or horizon, it gets shallower, 
and thal as the ell :pse gets farther 
away, it gets deeper. 

To insure a flu id and rhythmic line, be sure lo swing your curves 
from your elbow, nOI from your wrlSI. 
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Wholher you draw cyllndrleal, cublc, o, spho,ical form., re­
member Ihallhey oc:cupy a glven space (Ihal Is, Ihoy have ell 
thr" dlmensklns~ Even though you d'8W on the tl. t turtllce of 
paper, you must convey th. llluslon ot ttoeo Ihree dlmenslons. 
Sludy lhe dlmensions '" th. objeels Indicated he .. wlth srrOW$, 
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Take any opened bollle you may 
have. Hold il slraighl down al arm's 
lenglh, and note thal ¡he lip 01 the 
bottle is a perfecl circle, as in view-1 . 
Bul Ihe ellipse gels more and more 
shallow as you raise Ihe bottle 10 eye 
level; see views 2, 3, and 4. Nolice Ihat 
while Ihe back and Iron! 01 !he bottle's 
lip gel narfO'Ner as you lift the bOllle 10 
eye level, Ihe lelt and right ends 01 Ihe 
lip remain the same width. 

--~, -> 

When a cylindrical ob ject is placed on ils side. like Ihis 
wine bottle, the ell ipses are perpend icular lo (he central ax is 
01 the cyli ndrical form, 
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Drawing the Cylinder First 
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Flower Pot, 1. The artisl l irsl d rew a true c yli nde r, then 
determined ¡he sides 01 ¡he pOI and ¡he wldth 01 ils flm. 
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Cooklng PoI , 1. AgaU1. tilO arl l$1 drew Ihe enti re geometric 
cyllnder lirsl He observcd the depth and lhe w idth 01 the poI 
,n retallan lo lIs height and ind lcated ¡he d lmensions 01 the 

lo' 

, , 
CoHee POi, 1. In actual practlce, these accenluated 
gUldelmes would be very lighl- il drawn al all- and iust 
V1slble enough lo establish re latlonships and checkpoints 

2. He darkened ttle corree! lines , 1I1en placed a Irestl sheet 
01 paper over Ihe drawl ng and Iransfened ¡he darkened 
tines, Ihereby ' c leaning up" hls drawln g. 

-\ 

2. Here's the ref lned drawlng 01 the cooking po!. The 8rtis! 
has no! ye! determ ined lhe slanl 01 ¡he poI hand les, or the 
d istance from Ihe bottom 01 ¡he lid 10 Ihe top 01 ¡he handles . 

2. Fotlowlng Ihe procedure used In the preced lng 
demonstrations. the arl ist p laced a fresh sheet 01 papcr over 
¡he firsl rough drawing and drew only Ihe p'1! il sel!. 
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ARTIST: RUDY DE REYNA 

Drawing Spherical Objects 
Besides the obvious, perfect spheres 
that forrn the structure 01 a ball­
whether a goll, tennis, or basketball­
there are those objects which have 
shapes based on the sphere in one 
lorm or another. An e99, a nut. an 
app le, and an orange all have a mod i­
fied sphere as their basic underlying 
lorm. Objects such as a bowl, a cupo 
and a tea kellle can be based on par! 
01 a sphere. 

DEPARTURES FROM THE 
QEOMETRIC SPHERE 
The departures Irom the geometric 
sphere may be quile radical al times, 
bul all the objects on these two pages 

are based upon il. For example, in the 
lOOlballthe sphere is laperad al bolh 
ends; in the coffeemaker there's one 
complete sphere and two-Ihirds 01 an­
other. 

When drawing any objecl Ihat's 
sl ructurally spherical. draw the com­
plete sphere lirsl; then add the required 
departures tha! your particular object 
demands. You should ask yoursell lhe 
same questions conceming proportion 
thal you asked when drawing other 
lorms. How much does your object 
depart-lIatten, bulge, or bend-from 
the geometric sphere you f¡rsl drew as 
ils basis? 

Galher all the spharical objacts you 

) 
! 
r 

A ~ provIdes 1,", basle fotm ror boIh Ihls -W.nd Ihl. nul. 
~ber lhal • , phere has three dllMns lons. Tto •• IIIPM'$ on thtI-W 
shaptt hllp 10 .mph ... 1ze lis deplh. 
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can find and draw them in any size you 
wish. Bu! be advised lo draw rather 
large, so you can swing your pencit 
lreely. 

DEPTH AND THE SPHERE 
As you draw, remember Ihal a sphere 
occupies a given space ; il is nol a Ilal 
disk. Hold an apple or orange in your 
hand and leel ils bulk. Try to convey 
this volume and weighl in your drawing . 
In the demonslralions lhat follow, the 
artist ind icated Ihis Ihree-dimensional 
feeling by using Ihe etlipses on Ihe 
apple and oranga, and on the geo­
metric spheres upon which they're 
based . 

Though mocllfl" In aome ""'y, ,.c;h 01 tM .. 
objeclsls baled on IhI aphen. Hotle.IM IIghl 
pttnclllln. tt'lf'Ough \h. \:enter 01 each objeet. 
Thll 11M hlllped thtI . rtlst . s tablhlh the s)'mm.­
Iry of!tl. left and rlghl ,I<Ies 01 !he objects. 



Tea Cup 
1. Sorne obiects have only a part of a 
sphere in their structure. Even so. be-
gin by drawing the complete sphere. 
as indicated by the broken line. Notice 
how the arti st's ellipse here establi shes 
the depth 01 ¡he sphere, giving it 
volume. 

2. Now proceed lo add Ihe mod ifica­
tions 10 Ihe sphere that can turn it inlo a 
cupo Here. Ihe artist omitted the broken 
line and worked only with the botlom 
hall 01 ¡he sphere. 

Apples and Oranges 
1. Wilh these Iruils. as with any piece 01 
Iruit based on Ihe sphere, lirsl draw ¡he 
complete. geomelric sphere. Also draw 
in ellipses lo help establish the Ihird 
dimension 01 Ihe sphere---depth. 

2. Once Ihe basic lorm is established 
then you can add the departures ¡ha! 
make your part icu lar ¡ru il unique: il s 
bulges. textu re. and stem. 

? 

I 

_ _ o --,- ' . ,,- " 
" 

-.,- -DJiiPr;f --

"'» \..J 

"¡' 
/1 .. - . :,. .... 
• 

'. ,-, ' . 

\ 
~ 

" 

J1 



ARTIST: RUDY DE REYNA 

Drawing Conieal Objeets 
The last 01 Ihe lour basic forms is the 
cone. Probably Ihe lirsl objecllhal 
pops Inlo your mind is an ice cream 
cone. Bullhere are bottles, glasses, 
lampshades , bowls. and many other 
man-made objects with shapes based 
upon a cone. There are al so countless 
creations 01 natu re- sea shells, Ilowers, 
and trees-wilh conical shapes. 

When you begin lo draw conical 
objects, remember tha! a cone is a 
solid mass Ihal tapers uniformly from a 
circular base 10 a point. Look lor Ihls 
lorrn !¡(sr in ¡he objecl you're drawing, 
whelher ils long and Ihin like a beer 
glass, or shorl and broad like a 
lampshade. 

SYMMETRY OF THE eONE 
The best way to draw a symmelrical 
cone is lo begin wilh a center line. 
Then draw Ihe ellipse al righl angles lo 
this cenler line. Mark Ihe place on the 
center tine where the lip 01 the cone 
should be, depending on ils height. 
Having eslablished Ihe base and ¡he 
lip, ilS a simple maner lo run lwo 
diagonallines lrom Ihe l ip lo the ends 
01 the ellipse lo form Ihe basic cone. 
(See the demonslralion al right.) Now 
you can begin lo add the delifli ls thal 
pertain to your particu lar object. 
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DRAWING EVERYTHING 
Oraw as many conical lorms as you 
can lind. When you're linished wilh Ihe 
lasl demonsl ralion in this seclion, you'lI 
have achieved a greal dea!. It's really a 
fine accomplishment lo be able lo 
draw-in ¡heir correet proporlions-all 
¡he objects suggesled here. I! you've 
mastered the tour basic forms, you can 
draw anyth ing in existence. Imagine! 

Thl. le • • hell has two cone, 
lormln9 Il$ eonslruction. In 
ofder lo achieve i1s propef pfO­
portlons, you musl Ignore, al 
Ilral, Iha ,hell's falhef elaborale 
delall. Here Ihe ¡lrllsl h.as Indl­
caled Ihe Iwo cone lorms and 
Ihelf relallve posmons wllhln 
Iha larga saa shel!. 

.1 

\ 

\ 

1. The artisl began by drawing Ihe 
entire geometric cone. Notice Ihe line 
drawn Ihrough Ihe cone's center. The 
artisl used thal li ne to help him estab­
li sh Ihe proper proport ions and thus, 
the cone's symmetry. 

2. Having established Ihe dimensions 
ollhe cone, Ihe arlisl departed ¡rom 
the geometric form by addlng delail. 
Th e detail transformed the geometric 
shape into a recognizable object, an 
ice cream cone. 



Composing Objects with Basic Forms 
NO'N the real satis/aelion and conse­
quenl enjoymenl 01 drawing begins. 
Sinee you can draw all the basic lorms, 
you can begin lo pul them logelher; 
n<:m you'll be able to draw any objecl 
you wish. No maller how eomplex your 
subject may be, drawing il is only a 
maller 01 eombining basie forms. 

BASIC FORMS ANO THEIR 
AELATlONSHIPS 
Yoo musl arrange your basic lorms.­
whether complex and composed 01 
many parls, or simple and made up 01 
only two-so tha! they relate lo eaeh 
othe! in bolh size and posilion. The 
same Questions you asked yoursell 
when observing and drawing an object 

composed 01 a single basic lorm 
should also be asked when you draw a 
complex object. How high, hOVl' wide, 
and how deep is one basic shape in 
relalion lo another? 

Search lor the proportions 01 your 
basic lorms with many lines; don"! 
erase any 01 tMm. In this way you'lI be 
ab le to compare and contrasl propor­
lions and es!ablish correcl shapes. 
Once you have Ihe general proportians 
correct, you can place a fresh sheet 01 
paper over your subjec! and c!ean up 
your drawing. 

ORAWING SYMMETRICAL OBJECTS 
Establishing the symmetry 01 such ab­
jeets as glasses, lamps, or ean-

i 
) 
, 

ThlS pilcher 1, In'de up of only Iwo baslc 
lorma: the sphere of its body, and the cyllndar 
of lis neck, base, and handla. Wlth all lts deta ll , 
Ihls cruet _ m. more compllcated than 11 
ach.raUy la. 11" composed ot only three ba.le 
. hapes: cona, . phe re, and cyllnder. 
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dlesticks is vital to attaining their 
correct shape. Draw the center line 
through your object as the artist has 
done (see below). Next, draw the left 
contour 01 your object; Ihen flap your 
drawing overo Register your center line 
and trace the contour 01 Ihe right side 
from your left one onto another sheet 01 
papero 80th sides 01 your ob ject shou ld 
naN be perfeetly alike-symmelrieal. 
Then, laking slill another sheel 01 pa­
per, trace Ihe entire objecl and refine 
your drawing by eliminating any ineor­
reel li nes. 

ORAWING ANO OBSERVATION 
Yoo can draw anything. Wilh the lour 
basic geometric shapes, the pos­
sib il ities open lo you are end less. But 
you mus! be able to carelully discern 
Ihe basic shapes that are underlying 
objects. Sometimes they'lI be almost 
totally obscured by a weal th 01 detail: 
sometimes one object will be com­
posed 01 so many individual basic 
/orms thal i, will be diflicult lo dis­
tinguish each separate lorm. 

The refore, you mus! sharpen you r 
visual powers. You mu s! do more than 
see. you mus! observe. You musl learn 
lo think about what you're viev.ring and 
ask yourself basie Questions concern­
ing an object's relative proportions and 
dime n sions ~ Obsé'rvalion will play an 
importanl parl in your drawing as you 
draw objects in reiation to the honzon, 
thal is, as you draw objects in per­
spective. 



LAIDICAPII 
When yon start drawing the landseape, yon 
mnst begin to see it in terms of values-not 

lines. There is no reason why yon, as an 
artist, eannot ehange the valnes yon see' 

befo re yon. A mnsieian will take a gronp of 
notes and bring them together in snch a way 

to make harmony, and they beeome a 
beautiful piece of mnsie. So yon wiJ] take a 

group of snbjeets-a farm, trees, monntains, 
boats, ete.-and bring them together to make 
a eomposition. This wi.ll take sorne planning 
and arranging. In this scction yon'lllearn 

how to see the landscape as values and 
vignettes, and how to d raw from 

photographs. 
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ARTIST: FERDINAND PETRIE 

Creating Textures with Lines and Strokes 

36 

As you startto draw from nature , you 
will wantto indicate textures such as 
stone, wood , grass, shingles, etc. Not 
on!y will this g ive your drawings aulhen­
ticity, bul il will also add liveliness and 
inleres!. Remember, hQ\N€'VE!r, Ihal you 
are nOI copying an obleCI, bul ind ical­
ing il-Ihis means ¡hal you do not want 
lo slrive lor a pholograph ic copy, bul, 
you do want lo com bine values and 
strokes to simu late the quality oí the 
object's lexture. When lines and Iones 
are combined, you achieve the patterns 
necessary lo draw convlncing subjects 
(see belON and lollONlng page). Creal· 
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ing textures with the use 01 lines , not 
tones , is shown here: A jagged line (A) 
using a vertical motion and varying the 
pressure. A jagged line (B), bul using 
onlya horizontal movement. also vary­
ing the pressure. l arge, curved, contin­
uous line (C) with a rounded poinl. A 
linger line (D), small curves, varying Ihe 
pressu re . Long ares (E), dark with 
pressure, small areas ehang ing direc­
tion. and li ghler pressure. Short. curved 
strokes (F) Irom bottom lo top, and 
varYlng Ihe pressure and direction. 
l onger, curved sl rokes (G) lrom bollom 
lo IOp. comb ined with long arcs. Shorl, 

B 
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slraighl slrokes (H), slightly va rying the 
di rect ion. Ve ry short slrokes (1). becom­
ing wider apart, shorter, wi th less p res­
sure as il gels lighter. Jagged , vertical 
strokes (J) moving down and Ihen back 
up withoul lilting the pencil lrom Ihe 
papero A conl inuous jagged line (K), 
varying the pressure. Very shorl strokes 
(L), becoming longer, and using more 
pressu re as Ihey gel darker. Short 
strokes (M). varying the p ressure Irom 
lelllo right. Long irregular lines (N), Ilal 
point. with less p ressure on Ihe righl. 
ShOrt angle lints (O). varying the pres­
sure. mCNing lrom lop lo bollom. 
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Here is a closeu p demonslralion 01 how various strokes 
and combinations 01 slrokes can be used lo indieate the 
textures 01 shingles. grass and trees. Don', try to draw a 
complete piclure, bu! piek out close-up VIev.'S 01 different 
subjeels. 

-------- --
Shingles made with a combination 01 strokes !rom Ihe 
prevlOUS page: (O) short angle lines, varying the pres5w..:, 
mcNing 110m 10P 10 bottom; (M) short strokes, varying 
pressure 110m lell lo righl; and (B) a jagged IIne but using 
onlya horizontal movemenl, also varying pressure. 

Gress in the lields made wilh strokes Irom Ihe previous page: 
(F) shert, curved slrokes from botlem la 10P, varying Ihe 
pressure and d irection ; (H) sherl . straight strokes, sli ghlly 
varying ¡he direetion; and (E) long ares , da rk with pressure, 
small areas Chang ing direction , and lighter pressu re. 

Tree trunk using strokes Irom the previous page: (O) short 
angle lines, varying the pressure, moving from top lO bottom; 
(Jl Jagged, vertical slrokes moving down and Ihen back up 
withoutliftjng the penei! 110m Ihe paper: and (E) long ares. 
dark wllh pressure, small areas changlng direclion, and 
lighler pressure. 
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ARTtST: FERDtNAND PETRtE 

Seeing the Landscape as Values 
Suppose you are drawing a gray barn 
01 ¡he 5th value againsl a mountain 01 
the 41h value and a foreground 01 the 
6th value. 1I you make all the values as 
they are, it will be a pretty monotonous 
drawing. (11 you are having difficu lty with 
values, review the value charts on 
pages 12-13.) 

NQIN start 10 change the values. Make 
the barn a 7th value. ¡he mountains a 
3rd value, and the loreground a 5th 
value. Notlce how you are nQIN getting 
some separalion and inleres\. 

Go a slep further and make Ihe barn 
a 10th value. Ihe mountains a O value, 
and the loreground a 5th value. YOu 
now have Ihe widest range 01 values 
possible There are a variely 01 va[ue 
arrangements you can make in any 
drawing , [1 is up lo you lo decide where 
you want Ihe emphasis and what effect 
you wanl 10 ach ieve . 
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EAST GLOUCESTER 
In Ihis drawing Ihe values are exactly 
as the artist saw them The values are 
!he darkest in the foreground and 
hghter in !he distance. He drew this one 
on the spot. 

Thls is the same scene as above, but 
here he changed the values. He 
changed the background lrom Ihe 
lightest 10 Ihe darkest value. Nol ice Ihal 
by changing values. you can obtaln a 
difieren! emphasis. There is never only 
one way lor values lO be corree!. 
Experiment by changing the values 
until you arrive al the most effective 
composilion. 

Again, Ihe artisl changed the values. 
This time he made ¡he mlddle dis­
tances ¡he darkest value. This arrange­
menl is not as effective as the other 
two, since it gives an unnatural change 
01 values. There shOuld be a cloud Ihal 
casts a shadow over that area, bulll IS 
nol too likely. 
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ARTIST: FERDINAND PETRIE 

Building Your First Drawing 
The subject 01 this demonstration is relatively simple, bul it does include different 
kinds 01 lextures-wood, slone, shingle, trees, and grass. These surfaces were all 
rendered in a dilferent manner. 

" 

PRELlMINARY VALUE STUDIES 
In the first drawing the artist made the values exactly as he 
saw ¡hem. There are light trees in Ihe background, and dark 
dirt and grass in lhe foreg round, A strong lighl Irom Ihe righl 
slrikes Ihe Ironl 01 ¡he barn. This isn'l good, since ¡he dark 
side 01 Ihe barn and lhe foreground all run logelher and the 
li ght side oi the barn and background do the same. In the 
middle drawing, he made the background trees Ihe darkesl 
value. To separate (he dark side 01 Ihe barn and ¡he 
foreground, he changed Ihe lighl so il comes Irom the lelt. 

PAELlMINARY VIGNETTE STUDIES 
In these sludies , the artist was conce rned wi th working out 
the basic shape 01 the vignetle. His fi rsl Ihought was lo 
square off the top and lelt side 01 the barn , since il faces 
right and Ihe hght is coming Irom ¡hal direction. Because Ihe 
barn has many square corners, he Ihoughl il would be more 
inleresling il there was a solter vignette around il, so he drew 
another one. 

The shape 01 the second vignette has loo much 01 an 
overall solid feel because lhe arlisl didn't use any while areas 
lo break il up. The lefl side 01 Ihe barn awkwardly converges 

This sti ll isn 't appealing because the lighl si de 01 Ihe barn is 
fla! and uninteresting, vel it has become Ihe focal point 01 ¡he 
drawing. In the final sketch the artist kepl the background 
trees dark , since this creates a good sharp silhouette 01 ¡he 
barn . He prelerred the light coming Irom ¡he righl, Ihe way 11 
aclually appeared. He kepl the midd le tones in the shadCMI 
side 01 the barn and under the eaves in the Irone and the 
light values in (he loregrounci. This creates a nice simple 
patlern 01 lights, middle tones, and darks. 

with the background , and the loreg round is Ilal and dul!­
looking. He did anolher drawing. 

The final vignette is much more successful. The oulside 
shape has a definite feeling 01 space and dlmension and 
Ihere are some Inleresling minar silhouettes crealed by lhe 
lences againsl Ihe while area. The path in Ihe loreground 
leads your eye directly lo the cenler 01 inlares!. 

With Ihe values eslab li shed and Ihe vignelte achieved , Ihe 
artist was now ready lo slart Ihe drawing. 



/ 

1. The artist d id Ihe initi al drawing with a 4H penei!. He 
included only the importan! li nes 01 Ihe barn- he did no! 
draw every board, slone, etc. He was concemed only with 
¡he proper proportions. placement on Ihe paper, and 
perspective. 

2. He established ¡he darkest tones ¡irst. using an HB penei!. 
lhen he made ¡he lrees behind Ihe barn one value darker 
wilh a 28 peneiL There is a basic reason lor slarling with Ihe 
darkest areas. The lighl area is prelly well established . You 
cannot 90 much lighter Ihan the white paper or possibly one 
value lower with a 6H penei!. The two unknown values ¡ha! 

were established laler were the middle and dark tones. When 
he taid-in the darkest first , he immedialely established how 
dark he was able lo 90 with ¡he middle Iones. The middle 
tones are always Ihe critical areas. Ir Ihey are loo dark. the 
drawing will become too low-key, and il Ihey are loo lighl, Ihe 
drawing will lcok washed out. 
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3. Once ¡he darks were established, Ihe artist pul in all Ihe 
midd le tone areas. Since ¡he boards on lhe side 01 lhe barn 
were vert ical. he drew all his slrokes ¡he 8ame way with a 2H 
penC il, varying ¡he d irect ion occasionally lo add inte rest. The 
slone area (Ieft), the fence , and ¡he beginning 01 lhe grass 

4. Alter all ¡he valu€s were laid-in and lhe vignette estab­
li shed, the artisl began working on lhe detail and lhe texture. 
He drew sorne 01 ¡he boards on ¡he shadow si de 01 the barn 
wi th an HB penciL lo add interest. he ind icaled sorne 01 Ihe 
boards miss ing . The artist le lt that this was a case where he 
needed to exercise a litt le artist ic license. Even thoug h there 
were no boards missing, he fe lt that the barn wou ld look too 
boring il he left th e sides as they were. 

With a 6H penc il the artist ind icaled the righl edge 01 Ihe 
barn, and he used a 2H pencil lo add the missing boards. 

t , . 

were added w ith a 4H pencil. With an HB pencil, he 
darkened lhe shadow ¡rom ¡he ove rhang on ¡he fron! 01 ¡he 
barn. He added delail s on ly alter he was satisfied w ith all 01 
lhe value areas. 

Notice that the details in this area were left to a minimum. 1I 
he had ind icaled too much delail, il wou ld have cut lhe value 
down and reduced lhe effect 01 the light on the tront side. 
Finally, with a 6H penci l the artist indicated the reot, hil ls. and 
trees in the d istance, and he finished the grass in the 
toreground. He then p laced lhe drawing in a mal and moved 
away from it to see il Ihe values he Id together ¡rom a 
d istance . With all the visualizing , preparation, and plann ing, 
he completed the drawing in approximate ly one hour. 
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STUDIES OF THE FINISHED DAAWING 

A. The side 01 the barn was drawn quickly with a 2H peneil 
using vertical strokes and varying Ihe amount 01 p ressure. 
This gives a slig ht tonal change that occurs in barn sid ing . 
The artist did no! 90 fmm the top to the bottom in one slroke. 
He changed Ihe lenglh and d ireclion 01 tines, again g iving 
more interesllo Ihe area . Afler he pul in Ihe d ivisions 01 Ihe 
sienes with an HB peneil, he darkened an occasional slone 
wllh a 2H penell. 

B. The trees in the background we re ind icated with very short 
strokes going in a ll direct ions. He covered Ihe enli re t ree area 
with an HB peneil, and again. using very short slrokes, he 
used a 28 pencilta draw ¡he darker trees next lo the rool 01 

B 
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the barn. Natice how the value relationships are quickly 
established with the dark areas against the whi te paper. 

C. The lence was ind icated with a 4H pencil. The strokes are 
vertical , but note hO'N Ihe direclion is slightly varied. The artisl 
left the lence white in fronl 01 Ihe dark area 01 the barn. With 
a 4H pencil, he drew Ihe grass w ilh short strokes going In all 
directions. 

Observe how the len ce is not outlined. The entire lence is 
he Id together by tones. On the right. the lence is indicated, 
and on Ihe lelt Ihe dark background construcls the lence. 
This is important: Do nol outline ob jecls and than fill them in 
with a tone-Ihat w ill make your work look amaleurish . 
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ARTIST: FERDINAND PETRIE 

Creating a Dark Value Pattern 
The Ilal rendering (righl) oi Ihe "Lobsler Shacks" drawing 
shows how Ferdinand Petrie p lanned his values with th ree 
penc il s, The darkest value was drawn with a 48 pencil, the 
dark middle tone with a 2H pencil, and the light value with a 
6H pencil. Try to visual ize al l your drawings in as simple a 
statemenl as this diagram, Notice al so how he planned the 
vignette with white areas coming into the drawing. 

In Ihe finished pictu re the art ist showed how dark values 
can lead your eye th rough a picture, The dark rocks in the 
foreground lead the viewer's eye into the cast shadow on the 
wall , then through the cenler shack, and finally into the dark 
tree . AII othe r values and the vignetting lead to th is central 
pattern 01 darks. 
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Smudging the Pencil 

SMUDGING EFFECTS 
This d rawing , done in Ferd inand Petrie's stud io, ¡llu strales lhe 
ellee! you can gel by smudg ing ¡he pencil He used a 28 
pencil, varying the pressure, and then used a paper stump 
lor smudging . Many 01 lhe lighter tones were done wi th the 
stump ¡Isell. 

A! rig ht is Ihe same drawing done on-the-spot. He used 6H 
and 4H penc ils la r the light values , 2H and HB pencils lar the 
middle tones. and a 46 ter the dark tones . The artist feels 
this d rawing has a much nicer quali ty because the ind ividual 
strokes can be seen. 

, 

., 
." """ ... 
, .:; , 
. r~ 

, 

----



ARTIST: FEROINANO PETRIE 

Drawing a Harbor Scene 

" 

1. Simplily ¡he harbor seene--if the re are 200 boats in the 
harbar, don't try to indicate 199 01 them. Select a lew tha! 
make an interesting pattern and lorget the res!. It is also a 
good idea to draw a moveab le ob jeel l irsl. There is noth ing 
more Irust raling than to be half-l inished with a harbar scene 
drawing and have the boats !eave. The shacks, doeks, and 
trees will always be around, but th e fishermen have a habit 01 
moving their boats al Ihe wrong time. 

In th is harbor seene, an early morn ing lag had set in, so 
the artist decided lo keep a ll his darks in the foreground, with 
a white sky and water and midd le tones in the distant shore 

, , 

2. The arl isl ind ieated al l the darks with a 28 peneil, 
inciud ing the dark house, Ihe spaee between the poles in Ihe 
pier, and the rellection in the wate r. Using an HB pene il , he 
pul in all Ihe middle tones 01 the pier, and with Ihe same 
peneil, he used horizontal strokes to put in the loreground 
mud He appl ied mare pressure c lose r to the base 01 the p ier, 

I~ J , 
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He laid -in Ihe entire scene with a 4H penc il. and left out 
many boats tha! were moored in the harbar. With a 6H pencil. 
he ind icated the distan! shore line and left the lall li r trees as 
a sil houetle. He lightened the pressure on the penc il as he 
moved lo Ihe waterline to give a graded value lo this area. To 
indicate the lrees, he used shorl strokes. and made a few 
darker so that they could be recognized as trees. He 
rendered the shadow side 01 the shacks in the distance wilh 
a 4H peneil. The window and the darks under Ihe shaeks are 
spotted wilh a 2H peneil. Notiee that the value range in this 
area is Irom 910 7, using a 6H pene il lo a 2H pene il . 

" -, '. 
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lo make the base 01 the pale blend wilh Ihe mu d, The rool, 
the side 01 the left shack, the other shack, and the boals, 
were all rendered wilh a 2H peneil The strokes on the boals 
are vert ical, lo llowing the shape 01 Ihe hull , The range 01 
values in th is area are from 7 to 4, using 2H to 28 peneils. 
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3. The art lst drew in the foreground grass and boa! wl th HB 
and 48 pencils. He wanled Ih is a fea lo be da rk with ti ti le 
detail. He added thc rope Irom the pole 10 II,e boa! so Ihe 
pole wou ld no, " ean out" 01 ¡he drawing He ¡hen placed the 
gulls in Ihe sky wi th a 2H penell The values In ¡he foreground 
are Irom 4 lo 1, using HB lo 48 penci ls. 

STUDIES OF THE HARBOR 

A. The area under Ihe p ier can become vcry confusing . 1I Ihe 
value d lllerence 01 Ihe poles and Ihe darks between them is 
no! lOO grea!, Ihe piel wlll hold toge¡her as a un¡(. The artlsl 
pul in all Ihe darks ¡irst with a 28 pencil. Notlce Ihal tlle 
sl rokes are short and occasionally change di rection . 11 ¡sn'l 
necessary lo have sharp edges on the poles-you can lel 
your edges be ragged 

B. Once al l the darks were Ind lcated. the artlst fllied in the 
poles wilh an HB penci l. Th ese lines 90 right ayer the darks 
he pul in with the 28 penc il Keep Ihis area loose; don'! have 
sh arp eeges or w:de value changes 



ARTIST: FERDINAND PETRIE 

Drawing Reflections in Water 
You can become confused with so 
many rules about rellections; however, 
a lew basic observations shou ld be 
noted. 

" 

L 
A 

In A. , you see why ¡he reflection 01 a 
pOle ¡hat is straight in Ihe waler shou ld 
be at leas! as long as Ihe poi e itsell. 

II the pale is leaning toward you. B., Ihe 
rellection wi ll be much longer Ihan the 
pale appears lo you. 

II the pole is lean ing away from you. e .. 
Ihe refleclion will be shorler than the 
pole. A pOi e is used here as an 
example, but th is princ ipie applies lo 
the side 01 the boal , a Iree, a house or 
any reflecled objecl . 

In O., notice how the ref lection leans to 
the same side as the pOle leans. Il lhe 
pote leans to the left , the relleclion will 
lean, from where Ihe pole goes into the 
waler, lo the left. AII vert ical s will reflect 
straight down. no matter how many 
Ihere are or how wide aparl. 

'\ 

\ 

1. In an enc losed harbar Ihe waler 
often wil l become as smoolh as glass. 
The boat in th is drawing is in water that 
has very few ripples. Many mislakes 
are made in thinking tha! refleel ions are 
a reve rse oí the objecl.\Noliee in Ihe 
drawing that the rel lectidn is not simply 
a tracing 01 the boat turnéd upside 
down. You are looking d~n al the 
boal, but in the rel lection YQu are 
looking up. For examp le, you, can see 
the top 01 the cabin. but In the 
rellection you see underneath the rool 
01 the cabin. Water is drawn wilh 
horizontal strokes lo achieve flatness 
and perspeclive. 

2. As the surface 01 Ihe waler becomes 
broken by Ihe wind or a moving ob ject, 
it distorls Ihe mi rror-like rellection 
E. How dark or light Ihe rellection is 
depends upon where the sun is hilling 
Ihe obJec!. II the side 01 Ihe boal is in 
shadow and the sun is hitting the top 01 
the water, the rellecl ion will be lighter 
than the boa!. II the sun is hitting Ihe 
si de 01 Ihe boal , however, Ihe rellection 
will be darker Ihan the side (opposite 
page , top right). 

F. When the water is disturbed, it 
makes a series 01 hills and val leys. The 
sky is rellected in Ihe hol lows . Th is 
breaks up Ihe so lid form and makes Ihe 
ref lection longer (opposite pagel. 

3. When the wind causes the wate r lo 
break up into many small ripples, the 
rellection is losl. There is, however, a 
diffused area in Ihe water under the 
boato ___ 
G. Notice how perspective is involved 
in drawing water and refleclions . The 
further the waler goes away from you, 
the less distance the re is between the 
ri pp les. The same rule applies where 
the reflections are more defin ite. The 
retleclion near the base 01 an object is 
condensed, and it spreads out more 
and more as it comes toward you 
(opposite pagel. 
H. Most 01 the t ime the rellect ion 01 a 
black boat wil l be lighter than the boal 
ilsel!. Th is is due primarily to the laet 
tha! no matte r how dark the ref lection , it 
will become lighter due lo Ihe 
transparency. the density, and the color 
01 the water (oppos ite page, bottom 
right). 
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ARTIST: FERDlNAND PETRIE 

Simplifying a Busy Scene 
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Here is an example 01 a very conlusing scene. Too many 
Irees creale a diversion Ihal culs lhe scene In seclions. The 
arlist etiminaled mosl 01 the trees atong the road lo avoid 
cutling the drawing in hall. He lell a tew trees in the 
background around the house. The arti st telt lhe road wou ld 
look more interestmg il il was going over a hi ll , than just lelt 

r 
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tlat . He left the posts along the road to bnng the view-er's e.¡e 
into the picture. The posts and the lence give the scene 
some movement in the loreground. An interesting perspective 
problem results; Ihe house on the right is below eye level, 
while the res! 01 the drawing is eye level or above . This area 
was min imized since it would look 100 conlusing ott lerwise. 



Adding Interest to a Flat Landscape 

$al! marshes and meado.vlands make inleresting subjects 
101 drawings and paintings. The Ilatness 01 Ihe land and the 
water snaklng through ¡he grass make il easy to guide the 
viewer's eye inlo Ihe drawing. Allhough long piclures can be 
Interesting, Ihe arlist leels there is oHen loo much area al no 
inleresl . To avoid that problem in this scene, he moved the 
house on the right into the pictu re, eliminating mas! 01 the 

large tree bank. To make the water the center 01 inleres!, he 
shorlened the left side also. This is a good example al aerial 
perspective. He made Ihe tree bank furthest away an eighth 
value, but ¡he loreground traes are darker in value. The house 
on Ihe righl becomes importan! because 01 Ihe strong 
contras! between !he ligh! house and dark trees behind il. 
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ARTIST: FERDINAND PETRIE 

Interpreting a Cluttered Scene 
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This is a case where the re were JusI loo many boats. With a 
maze 01 masts , hu lis, lines. rellect ions. building s, and 
fishe rmen, it was difficu lt lor Ferdinand Petrie to know where 
to start, He knew immediately Ihal he could nol incl ude 
everything, so he concentrated on the build ing s on the righl 
and Ihe two small boats tied to the pier. He laded the res t 01 
the boats and eliminated the last Iwo on the left altogether. 

'--f-

--

He used all 01 his da rks in the loreground and left out al l the 
textu re on the build ing lor a better vignette . He simpl ified Ihe 
rel lections and gave a simple treatment lo the wale r. A scene 
like this can be ove rpowering il you try to include everylh ing 
you see, Put all your eflort into a small area and make that as 
inte resti ng as you can, 

l . 



Creating a Center of Interest 
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Ferdinand Pelrle struggled befare decldlng lO make the end 
01 ¡he flshlng pier his cenler 01 ¡nleres! lor thls drawing The 
long Ila! rocks Wllh ¡he boats and houses would have made 
an Interesting subrCCI He also lelt Ihe floallng dock and 
stone pler were imporranl. and the large shack and trees in 
lhe background could make good SUbJecI matler. Care had 
lO be taken because the re were actually three d rawings that 
cou ld have been made 01 th l$ one sub ject. 

I 

\. .-
·f 

To use the end 01 the fishing pier. Ihe arllst subdued al! 01 
the elemenls around il. He hghlened ¡he enllre area . drawlng 
enough derall rn arder lO see what was gOlng an_ Thls made 
¡he end 01 Ihe slone pler become a silhouelle. He kept Ihe 
shack dark In value, but moved jt closer lO the end 01 the pier 
so II became a unl!. Since he dld nOI want 10 draw all the 
boals, he lefl only enough 01 Ihem lo create the feeling 01 an 
active harbar. 
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ARlISl: FERDlNAND PElRIE 

Developing Dark Values 

In th is drawing Ihe artist had a prob lem with the sun. The 
only pos ilion he cou ld lake lo make Ihe painling work was to 
look directiy inlo Ihe sun, wh ich made Ihe larger boat, the 
ref lections , and lhe pier area very dark, He decided lo 
maintain Ihal ellect so he kept the dark values in th e same 
pattern. By making the dislant shore very light in value, he 

didn 't interlere with Ihe silhouelte 01 Ihe boats. An additional 
element was introduced with the dock and Ihe boat in Ihe 
foreground. Because the complete dock and Ihe boa! were 
too lar Irom ¡he large r boals , he shortened ¡he floaling dock. 
This made a better eomposition sinee il broughl al l the 
elements 01 the p icture together, 



~.\ 

1, 

--........ " ,.. ~ \ ¡ 

Ú\ 'TJ""" .. 
l ' 

, 

~ 

1\ .' 
" 

"" -::. 
\ 

"-

f'. 
" /' f 

J ¡¡. • 
f 

- -- ..... 

• 

ss 



Using the pencil to get a likeness is a great 
chaJJenge for the portrait artist. SimpJy 
beca use of its pointed precision , pencil 

encourages a greater interest in the details 
than in the whole. A case in point is around 

tbe eyes, where artists' fingers often 
irresistably make precise pencil marks. Jt's 
excusable to pick out some details just for 
" navigationaJ" points, but it's best to keep 

moving to other parts of the portrait. 
Starting with a close-up analysis of tbe eye, 

lhis section shows wilh step-by-step 
instructions how to successfuUy develop a 

portrait drawing. 
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ARTIST: DOUGlAS GRAVES 
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Drawing the Eye 
The eyes are the most sign ificant fac ia l 
leature in a portrait. They convey so 
much 01 a person's leelings and per­
sona li ty Porlraitist Doug las Graves de­
scribes the best way to draw Ihe eye 
below. 

In Ihe Ihree demonslralions Ihal 101-
low, notice that the artist used tone 
ralher than line in rendering the steps . 
In a smudgy way, he attempted lo 
convey the depth 01 the eye in the 
sockel, Ihe roundness 01 the lid, and 
the dark presence 01 the pupil. To 
suggest sparkling eyes , try a black 
carbon pencil on a midd le-tone gray 
pastel papero He next used wh ite pencil 
lo deve lop the p lanes fu rther and to 
estab li sh Ihe wh iteness 01 the cornea. 
He also indicated wh ich wou ld be the 
lightesl areas (such as the comer 01 the 
eyeli d) and wh ich Ihe darkest (in this 
case, Ihe pupil). In the final stages, he 
strengthened the values , darker or 
li ghter, and then added details and 
high lights. 

FRONTVIEW 
1. Using a B penci l, the artist started 
the eye by smudgin g in a round , 
darkish cornea, aroun d which he would 
laler build the res! 01 the structure. Here 
Ihe upper lid rested right on the cor­
nea, actually cove ring about a quarte r 
01 il. The artist molded the lower li d in a 
deep curve , lorming the boundary be­
tween the eye and cheek. 80th 01 these 
lids were shaded lo suggest the ci r­
cu larity 01 the eyeball underneath The 
eye was also shaded near the b ri dge 01 
the nose and at the outer eye come r. A 
lew quick li nes already shem where the 
eyeb row will lie 

2. Firs l, Ihe artist estab li shed the tona l 
spect rum-using the darkest black in 
the pupil, and wh ite pencil in the 
cornea . Nexl, he corrected some 01 the 
eye p ro porlions. He raised the arch 01 
the upper lid so that il jusI louches the 
oule r limit of the pupil, which is about 
hall Ihe area 01 the whole cornea. An 
attentive, alert eye will have Ih is arch ing 
shape . Also , he c losed in the lemer lid 
around the cornea and shaded in the 
eyeb row 

3. The art ist used lhe tones 01 his 
spectrum lo further define the eye. On 
the left si de 01 Ihe cornea, he used 
wh ite penc il to emphas ize the round ­
ness 01 the eye . He left the right side 
the nalural g ray color 01 the paper, bul 
he deeply shadowed the upper edge 
and ouler corne rs 01 the lower lids . He 
heavily shaded in the crease above the 
upper li d and added lashes lo bolh 
lids. He used long, outward-sweep ing 
lines for the upper lashes, and short 
dashes lor the lowe r ones. 
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TH REE·QUARTER VIEW 
1. As befare , Douglas Graves started by drawing Ihe cornea . 
He then sketched the li ds and a suggestion 01 the nase. He 
indicated Ihe basic tone 01 the eyebrow and positioned il 
close lo Ihe eyes lo g ive a masculi ne appearance. 

2. He established the extreme lights and darks, using wh ite 
penci l and pressing hard with Ihe black one. He accentuated 
the elliptical shape 01 lhe cornea and pup il and then 
sketched in stragg ly eyebrows , laugh lines in the corner, and 
wrinkles under Ihe eye. Remember, th is is the testing slage ; il 
any element doesn 't work well, il can be erased since it's so 
lightly sketched. 

PROFILE YIEW 
1. The procedure is almosl Ihe same as lar Ihe Ironl and 
three-quarler views, bul since Ihis was lar a prol ile. Ihe arlisl 
rough ly outl ined Ihe brow eyeball, and nose , This also was 
drawn as a man's eye. 

2_ Here the artisl added lone lo Ihe skelch . Mosl 01 Ihe 
struclure around the eye is in shadow, especially the inner 
comer 01 Ihe eye , He darkened Ihe crease 01 Ihe upper li d 
and rimmed Ihe eye wilh lashes, Again, he used wh ile pencil 
lo add some fine wrinkles lo Ihe lorehead, moislure to the 
lower lid. and sh ine to the nose. He drew wispy hairs into 
each eyebrow. 

3_ Because Ihis was a prol il e view the shadows were much 
j arke r, and so Ihe arl isl shaded Ihe drawing very heavily, On 

3. In this step, the artist jusI added emphas is lo what he'd 
already drawn. He strengthened the gray and while tones 
along Ihe lront 01 ¡he nose, in the eye comer, under the brow, 
in the sagging skin below the eye , and on Ihe eyeball , Note 
Ihal il doesn'l lake very much wh ite shad ing lor il lo be 
effeclive: he added jusI a lew scratches here and the re in Ihe 
comer and around Ihe lower lid . The.slrongesl areas 01 while 
are al the ouler edge 01 Ihe eye and on Ihe cornea, He made 
Ihe eyebrow even more scraggly-Iooking with a few well­
p laced lines, and left Ihe lashes sparse, with Jusi a lew al the 
top and bottom. 

the side 01 the nose , he shaded around the form, giving il an 
illusion 01 smoothness, 

He b lackened the b row hairs and Iried lo sketch as greal a 
variety 01 hairs as possible: long , shorl. sl raighl , and curly, 
Then he used Ihe wh ite penc il lo turn some 01 Ihe b lack hairs 
gray, The eyelashes were bolh black and light gray, wi lh Ihe 
lighler ones resu lting Irom the pecu li ar lighl ing siluation . He 
also used Ihe wh ile pencil to show drops 01 moisture in ¡he 
nearesl comer 01 the eye, The cornea was not al all wh ile 
here: since il was so much in shadow, !he artíst aclually 
shaded th e cornea with black penci l. Remember tha! such 
shadows happen olten , and darken, rather Ihan li ghten. Ihe 
eyeball accordingly. 
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Drawing a Teenager 

/ 

In this portrait 01 Cathy, the artist drew the lace in light 
tones 10 ponray a soft freshness. At the same lime he 
avoided any slavish ly smooth fines that might make the 
drawing hard and mechan ical-looking. Long , straightish hair 
lends itse ll to swing ing pencif slrokes more than sho rt hair 
does and the arlist cou ldn'l res isl erasing oul high lighlS on 
lhe hair to enhance it fu rther. The strands hanging on each 
side re/ lecl almost equal amounls 01 li ght , but they are 
different shapes and sizes. 

A smile isn'\ necessarily an open, laugh ing moulh-it can 
also be juSi a p leasant. happy expression. The dimp les are a 
consequence 01 th is expression and are difficu lt to show 
unless they're hand led with careo Remember Ihal lines can 
shaw age and character-these dimples aren't meant lar that 
purpose. 

, 
t! 

1 

/ 
I 

1. You cou ld start your sketch Ihe conventional way with a 
direct, precise penc il oul li ne. However, you may want lo try 
the lechn ique Oouglas Graves used lor this drawing , Do an 
actual size preJiminary sketch on a trac ing paper pad with a 
med ium-soft 28 pencil If you shoul d get ofl to abad start ar 
il begins to go sou r, tear Ihat sheet off, sli p il under lhe top 
sheet, and use il lo beg in anolher one, making contou rs 
where necessary, When you gel a drawing lhat is satis/actary, 
blacken the back with a 48 pencil and trace the outline on 
your ill uslralion boa rd with a hard 5H or 8H peneil , You might 
see some 01 the artist's traced li nes in the drawing aboye. 
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2. The artist stroked In sorne 01 the slrands 01 hair with a 28 
pencil. and he tried lo give sorne semblance 01 form lo Ihe 
hair. He Indlcated a couple 01 dark areas nexl lo the neck­
Ihese are Ihe ION key 01 ¡he tonal scaJe in this drawing. 
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3. Here he worked on the hair, developing its light and 
shadow pattern. He started ind icating the lacial tones , and 
kept the skin surface srnooth and softened lhe edges; he 
also darkened sorne areas around the eyes. The portrait has 

) 

not yet been sharpened or delined, but you can still see the 
li keness emerging , At th is 81age, il the drawing wasn't quite 
right in spots, the artist coufd have 8imply made his changes 
where necessary to bring out the forms correct ly. 



\ 

4. Everything starled fitting into place al th is slage, so he 
polished and smoothed the tones and sharpened the edges . 
He erased Ihe neckline 01 the sweate r lo make the neck 
longer. He darkened the tines around the eyes and b lended 
the tWQ valuE:s on the forehead together. He used a 2H penci l 
lar the lightest values- those which su rround the highl ights­
on the torehead and the res! 01 Ihe lace, and a 26 penci l lar 
the darker tones. Notice tha! the 28 li nes are no! an open 

shad ing because they would have shown up as obvious lines 
and no! tones, whi le the lighl 2H tones are open shad ing with 
defin ite lines , yel aren'! as obvious. He fin ished the hai r by 
softening some 01 the tones, especially al the ends 01 lhe 
strands . The artist t ried shad ing in the backg round for 
atmosphere in a portrait such as th is, but here it detracted 
from the head He preferred the non-distracting background . 
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ARTIST: DOUGLAS GRAVES 
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Drawing aMan 
As lar Ihe mechanics 01 th is d rawing 01 Oliver Rodin , a 
relative 01 the great scu lptor Augusl Rod in, you can see that 
the light comes from the windows in back 01 him, outlining his 
head and arms and shining Ihrough his white hair, Notice , 
however, that the hair tones around the lorehead and ear 
appear rather dark, seem ing to be lie their true whiteness, 
The reason is Ihal his hair doesn't have a smooth, planar 
surface like his sh irt does, but instead has many tiny ridges 
and canyons lormed by hair shafts, Therefore , the hair on lhe 
side cannot rel lect a weak , indi recl lighl as elleclively as the 
shirt. So, unless the light shines directly upon the hair or 
through il , like al the lop 01 the head, Ihe hair oflen appears 
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1. The artist started this pencil sketch by carelully mapping 
out the portrait's tonal areas, He used a 4H penci l and kepl 
the li nes lighter than they are in th is reproduction, since these 
had lo be darkened lar c larity, 

to be quile dark, 
One problem here is the unity 01 the design as well as Ihe 

correctness 01 the actual figure drawing, since the arms 
strelch away to a secondary object. The artist t ried to cou nter 
Ihe oblique li ne 01 the arms with downward , li near pencil 
strokes; he didn't want the strokes to be spaced too even ly, 
which would give them a mach ine-made ellect, as in the 
shirt He would have preferred developing the same loase 
leeling all over the lace as in the arm, but then he wouldn 't 
have been able to expl icitly designate all the character 
planes , 
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2. Here ¡he artist began slroklng in ¡he tones. You can slart al 
¡he top as well as anywhere else bu! you should mOJe over 
\he entire picture lo develop Ihe lonal Slructure properly. The 
Iones range from the black 01 ¡he window bar (28 peneil), lo 
¡he ap ron 5lrin9 , Ihe shadows between ¡he fingers , and lo 
Ihe fine p reliminary shad ing on ¡he li ps (4H peneil) 
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3. Here the arl isl made the windO'N st ructure heavier-by 
doing this he fell he'd added an emotional sotidity lo the 
piclure. and he liked Ihe silhouette crealed by ¡he white hair 
a98msl ¡he window. He shaded all 01 ¡he tace heavier with a 
comblnatían 01 28 and HB pencil slrokes, mas! 01 which 
follow a general direction. although sometimes they follow Ihe 
form 01 ¡he facial struclures. For your own drawings. take care 
lo shade up lO and around the highlights such as those on 
Ihe forehead. around the Bje struclu re, nase, and mouth. 
Remember, stroking ac ross the form can c reate texture. 
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4. Using 2B 2H, and H8 pencils, Ihe artis! shaded and 
darkened lhe va1ues 10 deve10p Ihe close-k,nltones Ihal he 
wantea on ¡he lace. as Ihe center ollnlerest You may l lnd il 
d,fhcult lo conllol the Interrelahng Iones In your own drawlngs 
because 01 ¡he hnear lechnique pencil drawulg fequlres 
When draw ng you should constanUy step back 10 gel an 
Cl'.'era11ImprCSSron 01 your 'N0'0<, lO see " as a whole and lO 
seo speclhc IUSlons 01 ¡he tonal planes. 
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To draw an animal weU , it is necessa ry to 
kllow alld understand its personality and 
behaviol' in onler to express its individual 

feall,,·es. The pllrpose of this section, then , is 
to demonstratc, using step-by-step dloawings, 

val"ious types of animals-showing their 
suuilarities, differences, alld unique 

characteristics. 
'fhe following pages inclllde aU types 01' 

animal portrails- fnHll dmuestic young colts 
lo wild t1ge t"s-l'esting, jUlllping, at play, even 

yawning! 



ARTIST: NORMAN ADAMS 

Drawing Dogs 
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1. Here is Ihe hunling animal on Ihe job-with 
tail cocked, nose alert lar scents, mu scles 
tensed lor constant action . The artist began by 
completely drawing in the dog 's outl ine and 
indieat ing its more important muscle, tendon , 
and bone st ruetu res in the torso and le9s. Al 
th is stage, he was most concerned with getting 
the an imal's shape , proportions, and attitude as 
co rreet as poss ible. 
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2. Here , the artist was concerned with values . 
Since Ihis is a shorl -haired dog, the values will 
be c losely related to the an imal's muscular 
forms rather lhan lo the shapes and direct ions 
01 the lu r. The artisl placed dark tones on the 
inside 01 its hind th igh and l il led in the tai l to 
make is stand out. To accent the darkest areas 
01 Ihe head and bOdy, he used choppy strokes. 
The rib cage is visib le, due lo Ihe dog's lean , 
tight physique. 
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3. Everylhing is darkened, slrenglhened, and delined a1l overo The 
rnany contrasts 01 lighl and dark por1ray the dog's glossy short coat. A 
furrier breed 01 dog would reveal much less 01 the underlying anatomy. 
The artist used a mínimum 01 individual strokes. Instead, he used 
strokes that flooed logether lo conlorm lo ¡he character 01 the coal. He 
did no! draw whiskers bu! he did show Ihe indentations from which Ihey 
would emerge. Note Ihe straining veins and tendons in the animal's 
tensed le9$. 



,JUMPING 
Th is Labrador retriever is a husky, compactly bu ilt 
animal wilh a dense, bristly dark coal. In this 
drawing. Ihe animal is about lo retrieve game Irom 
lhe water, a task lar which il is bred. l he muscles 
in lIS neck and shoulders are bunched as a result 
01 the jump, Ihe ears are flying, and the lail is 
extended. As the dog propels ¡Isel! forward, the 
cont ras!s 01 ligh!S and darks in the shoulders and 
hips show the movement 01 the muscles. The fron! 
loes are splayed in anticipation 01 ¡he landing , 

RESTING 
Below the outstretched legs 01 this 
German shorthair, the dark tones 
anchor Ihe body lo Ihe ground. The 
dark shadow behind Ihe left hind tJ 
sti fle. or knee , bring s ¡he leg for- ~I 
ward Note the textu re 01 the pad ~' 
(the underside 01 the paw) as il l 
faces oul- it's smooth and hairless \ 
and kind 01 rubbery. The hair on ¡he 
neck and ¡he underbelly is rougher 
and bristlier than ¡he other parts 01 
the coal. The artist used shert, dark 
choppy strokes lo in dicate il. He 
pul the spots, or ticks, en last. 
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PUPPY 

POINTER AT POINT 
This classic poslure is assumed by ¡he 
we\lbred pointer in Ihe lield directing ils 
master's attention lo the game. Sorne 01 
th is breed have been known lo maintain 
th is posil ian lo r over an hour. In this 
drawing , ¡he dog's nervous energy and 
ded ication lo il s task are evident. Because 
01 ¡Is rathe r light overall colo ration, the 
artist has kept this drawing high-key, reser­
ving ¡he darks lor Ihe face, tai l, skin folds, 
and lar the underlying areas 01 Ihe torso 
and Ihe (aised le9 · 

There is probably nOlhing more cuddly or 
lavable than a puppy, and here the artisl 
captured successfully thls youngsler's soft, 
ungainly quahty. lis head, ears. and paws 
are disp roportionately large and Ihey add 
lo ¡he pup's vulnerable airo The artist 
rendered the lolds 01 the tender skin in the 
chesl by using highlighls thallerminale in 
a short series 01 slrokes. Note Ihe lold 
formed by the position 01 Ihe sprawled hind 
legs. 

7J 



MEAD. FRONT VIEW 
This German shorthair's lur has a 
roughter texture. TM artist indicaled 
th is characterist ic wilh darker, Ihicker 
strokes lo shO'N the animat"s rather 
bristty quatity. Observe the happy atert 
expresslon-the eyes are bright and 
expressive, {he mouth appears lo be 
smiling. Note how the hair tracks seem 
lo begin at the nase and Iravel up and 
around the skull. The artist placed 
highlights above the eyes and in the 
lower eyelids. and used a fazor blade 
lo scratch out the whiskers. Veins were 
plaeed in Ihe ears lo promote the 
leeling 01 aulhenticily 

MEAD, SIDE VIEW 
This pose is more serene and relaxed 
than Ihe preeeding drawing. Dogs are 
emolional and o li ke people . their laces 
relleel Iheir leel ings. To draw an imals 
well. one should become lamiliar with 
their moods. For Ihis while dogo the 
artist reserved the dan<. accenls 
basically lor its eyes and nase The 
texture 01 Ihe dense hai r on the 
ear was depicled with long. 
1I000ing. and alternately 
dark strokes 01 
the pencil . 



AIREDALE TERRIER 
Th is breed has a coal 01 rough , wiry hair wilh a solte r, shorler 
undercoat, and a lopknol 01 li ghle r, l iner-Iexlured hair. The 
arlisl bunched li llle groups 01 lur by using masses 01 curved 
penci l slrokes lor each, Ihen proceeded lo lorm olher c lumps 
ad joining lhese, bul runn ing, in anolher d irecl ion, He 
darkened lhe left Ironl and hind legs lo sel lhem back in 
perspeclive , There is nol a hard edge lo be seen in any 01 
the contours; lhey were all achieved wilh sl rokes pointing 
away from the body, In rendering a dog as shaggy as this, 
you need lo be familiar wilh ils analomy. 

BULLDOG 
This squal, husky lellow is noted lor the' cou rage that's been 
bred into il , resu lti ng trom generalions 01 anceslors lrained 
lor Ihe sport 01 bu llbaiting. Today's specimens 01 the breed 
make genlle. agreeable pels, lis main physical charac­
leristics are the squashed muzzle, the wide-sel fronl legs, 
and the many lolds and wrinkles 01 its smoolh Goal. It's 
important lo know where these fo lds lall and lo understand 
how they relate to the fo rm undernealh The arl isl shows the 
glossy, loose coal with light , short strokes lhat run toward Ihe 
rear and around the body, 

IRISH SETTER 
Th is proud, handsome breed fealures a long, 
g lossy coat 01 redd ish-golden hair, It is Ihe 
ideal show dogo To depict its luxuriant coal , 
the artist carefu ll y planned the placement 01 
each p lane 01 hair belore beg inn ing the 
drawing The artist needed a variety 01 high­
lighls lo capture the sheen 01 the hair He 
used lhe French stump Ireely lo smooth the 
valu es on the lorm (note diag ram), He was 
ca reful lo note Ihe directions 01 the Iringed 
hair on the an imal's le9s and belly lo make 
sure they conformed wi th the shapes 01 the 
body before laying Ihe strokes. 



ARTIST: NORMAN ADAMS 

Drawing the Big Cats 
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1. (Abov8 left) This liger is pacing and showin g ils fangs in a 
snarl . The artist began by d rawing in ¡he tiger's basic outline, 
taking care lo capture ¡he dete rmined att itude the animal has 
assumed by extending jl s left fore leg as il moves ominously 
forward . He lightly notad Ihe indentations, marking Ihe 
muscu lar stresses this gestu ra has produced in ¡he shoulder, 
hip, and rib cage areas, He also showed ¡he open jaw and 
exposed !eeth lo effec! ¡he l iger's fierceness . 

2. (Le!!) Here ¡he artist indicated ¡he texture 01 {he fur wilh 
slrokes tha! follO'N Ihe muscle patterns. He darkened those 
areas Iha! emphasize Ihe aelien and altitude 01 ¡he pose . 
such as !he moulh, eyes, ears, and toes. These peneil 
strokes mUSI also represen! ¡he variely 01 coloring on Ihe 
animal-where il is orange, Ihay are darker; where il is while, 
they are lighler, Allhis slage, Ihe liger resembles a lemale 
lion. 

3. (Above) The color and tonal values and textures 01 lur we re 
darkened and slrenglhened all overo Note the back 01 the ear 
where the artist fashioned li llle islands 01 lur to indicate their 
soft. bunchy qual ity, To gel the leeling 01 lur, he roughed the 
edges 01 Ihe coal. The whiske rs he re are negative shapes­
li ght areas set against darker Iones behind Ihem. In areas 
where separate forms come together, he contrasted lighls 
and darks. The fina l step was putting in the str ipes; he used 
shorl, dark strokes broken up lo show the fur growing 
benealh and between Ihem. 
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RESTING 

LEAPING 
Th is tige r is spring ing 011 a ledge. In antic ipation 01 the land ing. 
the righl loreleg is lully extended and the toes are spread. The 
ta il is well extended lo maintain balance . The artist centered his 
attention on Ihe hip and left shoulder muse les which are deeply 
involved in the action . Note the vari ety 01 Ih in penci l strokes that 
he used to depict the diffe rent areas 01 the Goal. 

In this rad ically foreshortened drawing. the t iger seems uncom­
fortab ly clase. Its head is coc ked slightly in repose. Due lo the 
close view, the paws have a 101 01 detai l. The artist separated the 
head Irom the torso by darkening under Ihe ch in area to make 
the head seem to come lorward. He cut with dark slripes into 
the while 01 Ihe ruff in the ch in area, and then penc iled them in 
lightl y. Again the whiskers are negal ive lorms. Note the distinct 
slant 01 the eyes-a characteristic feline leatu re, especially 
among the b ig cats. 
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TIGERCUBS 
A liger malures sexually belween the ages 01 three 
and four. Cubs slay under their molher's protection 
until they are two or three , even Ihough Ihey are 
able lO ki li their own prey as early as seven monlhs 
old . In d rawi ng Ihese cubs Ihe artist attempted lo 
portray Iheir youlhlu l and Slill somewhal ungain ly 
appearance-for instance , note hON large Iheir 
legs seem in relalion lo Ihe body. Because cubs' 
whiskers are relatively lighl, Ihe artisl scratched 
Ihem oul with a razor Irom a dark backg round 
(note diagram). 

PLAYING 
Just like your house cat, ligers spend 10ls 01 lime 
playing games that simulate Iheir everyday ac­
tivi ties. In this inslance, a game 01 submi ssion and 
domination is being acted out. The l ige r assuming 
Ihe agg ressive role draws its ears back , fakes a 
snarl, and unsheathes ils right foreleg claws while 
ils p laymale paws ils head bu! wilh Ihe claws well 
shealhed. On Ihe head 01 ¡he supine liger, note 
hON the stripes radiate !rom Ihe cenler 01 Ihe skull. 
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HEAD, THREE·QUARTER VIEW 
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A liger has long upper canines tha! have six smaller inc isors se! 
between (hem. lIs lower canines are se! closar together and l it 
betweer"1 , and in f ronl 01, the upper canines when the jaw is c losed. The 
rims 01 the lips are quite dark. The wrinkles c reated by the yawn run 
!rom the nase toward the eyes, which are narrowed ¡rom the wide 
stretch 01 the jaw. Note tha! the eyebrows and whiskers are a textura 
differen! !rom the animal's furo 



"EAD, FRDNT VIEW 
Excluding Ihe obvious Slripes, the chiel 
diUerences between the tiger and the 
mountain lion (also known as the puma, 
cougar, panther, catamounl, etc.) are: 
the tige r has a longer chin rulf. longer 
whiskers, and a Ilatter nose; the puma 
is som8'Nhat slighler in sl ructure and 
has distinctive black markings above 
the eyes. lI 's greallun la draw Ihe 
lenglhy coarse whiskers 01 eats by 
pulling Ihem out wilh long definite 
peneil strokes. Note the differences in 
Ihe textures 01 both animals' fur­
Caarser here. smoother Ihere: lighter 
here. darker Ihere; slraighler here, 
seragglier there. The peneil is the ideal 
1001 lo captu re this vaflely. 
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LION 
This male's luxuriant mane represents the mos! striking 
featu re 01 the drawing The arti st included a number 01 v­
shaped aeeents in the fower part 01 the mane to 
emphasize the overlapping character 01 the hair, whieh 
lies in thick laye rs in that area The toes are drawn 
somewhat uneven ly lO demons!ra!e their Ilexi bi li!y-cats' 
lee! must not be d rawn as sol id static shapes such as 
shoes. You can see the sli ts in the toes into which the 
c laws retrae!. Note the differenee between the male lion 's 
ear and lha! 01 the tiger- the lion's ear seems more 
human-like. The dark tull on the tip 01 the tai l cove rs a 
pointy, hornlike spear. 
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SNOW LEOPARD 
The SflOW leopard is a native 01 Asia and enjoys lile at very high 
altiludes where il has been occasionally mistaken lar the mysterious 
Abom inable Snowman. In viewing this animal , !he lirsl !h ing Ihal strikes 
Ihe eye is the magnificen! lail and dense furry coal. Mosl 01 Ihis drawing 
enlails long and Ilowing slrokes 01 Ihe pencil lo capture the qualily 01 
¡he heavy furo especially in ¡he animal"s underparts. The roseltes lollow 
a rather scattered pattern and are parlly diffused by Ihe thick lu r. The 
legs appear very stout because 01 their heavy burr wh ile the head is 
relalively short-haired. \~ .'~, 
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ARTIST: NORMAN ADAMS 

Drawing Horses 

" 

1. To begin, the artist drew in the 
outline 01 the an imal. Then he marked 
a I€'N indentations to indieate bone or 
muscle groupings such as in lhe 
shou lders and the point 01 the hip_ He 
took eare to show the shapes 01 the 
lai l and the farelock and the 
placement 01 the eyes and nostril s. He 
marked off the Junction 01 ¡he hairl ine 
and hools, and he showed Ihe 
protrusion 01 the elbow. 
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2, At th is stage the arlist 
established the light source and 
placed the shaded areas li ghlly on 
the ri ght side 01 Ihe head, ¡he 
underneath part 01 the neck and 
body, and in the legs . Wilh long 
strokes 01 the penC il, he laid· in the 
dark hair 01 the ta il The roached 
mane was also ind ieated with short 
dark slrokes. The artist hadn 't yet 
made any ellarl lO show the hair 
patterns or markin gs on Ihe coal 
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3. The two-tone eflee! 01 Ihe animal's coal was achieved Ihrough 
contrasts 01 broken , spotted areas. There afe dark spots over ¡he light 
areas and negative light spots over a dark base such as the hind leg5. 
The artist used Ihe paper value as ¡he light spot and drew Ihe darker 
value around il. The white patch and streak were p laced on lhe 
forehead and nose. On Ihe animal's forelock, Ihe hair is shCI'Nn radiating 
¡rom a central base, The forelock. lail, and the mane al the withers (Ihe 
ridge between the shoulder banes) are the only areas where ¡he hair is 
01 any lenglh; otherwise. Ihe hair is too short 10 form a noliceab le 
patlern. 
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RESTING 
To anchor the an imals down, Ihe artis! placed lols 01 darks 
and some rocks on Ihe ground, The artist darkened the Iront 
horse's neck against ils much lighter shou lder lo make it 
appear to come forward . 

GRAZING 
In this drawlng, the mosl important action is the long sweep 
01 neck as Ihis Appaloosa bends radically lorward. To accent 
this gesture, ¡he artist darkened the neek underneath . He 
ouilined the animal's spots and placed a dark eore inside 
each one belore finishing them. The changes of color in the 
horse are shown with contrasts 01 lighl and dark tha! have no 
real sharp edges lo separate tMm. 

r 1 



YOUNG HORSE 
This youngster seems allle9s as il friskily swings ils 
tail and kicks out with ¡he rear left leg Al Ihis age, Ihe 
ribcage and muscle struclure are quile evidenl. A 
young horse projecls ¡he generalleeling 01 an 
awkward, ungainly creature about lo topple. Grace. 
suppleness, and harnessed pow8r will emerge within 
a maller 01 monlhs . 

JUMPING 
Jumping is a highly ritualized allaír in 
which Ihe conducl and altire 01 riders 
and horses are closely judged. In this 
drawing, Ihe rider and horse are 
equipped wlth English tack. Note Ihe 
mount's braided mane and lail which 
are de rigueur lor such a formal and 
importan! occasion as a horse shO'N. 
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HEAD, THREE·QUARTER VIEW 
To produce Ihis striking sil houette the artis t drew Ihe 
oul li ne 01 this Appaloosa's head firsl, Ihen filled il in wilh 
Ihe black background . l o render Ihe mane, he drew long 
dark slrokes inlo Ihe lighler underlying area. The hair 
pallerns on Ihe bollom 01 Ihe neck produce small 
islands 01 lighl and dark. He used a razor 10 pul! oul Ihe 
whiskers lrom Ihe muzzle and lower Chin, and Ihe righl 
eyebrows OUI 01 Ihe dark background. Oarks were used 
lo mark Ihe cavilies lormed by Ihe nostrils, moulh. ears. 
and eyes. 

BURRO 
Of Ihe donkey species, Ih is burro is part icu larly shaggy. 
The arlist exploited Ih is shagg iness making íl Ihe ch íe! 
¡eature 01 the drawing . The animal 's form ís somewhal 
losl under alllhat hair growlh so ¡he accen! is on !he 
direction 01 ¡he hair pallerns. Nole how Ihe pallerns run 
down ¡he side 01 Ihe body. up allhe mane, and 
haphazardly on Ihe legs. The burro's hools are blunt and 
SQuare-shaped . His ears are long and prominent. You 
musl use bold. derinite slrokes 10 successfully draw 
suCh an animal. or your drawing willlook confused 



ZEBRA 
There are Ihree kinds of zebra: Grevy's, 
Mounlain, and Burchell's. This is a Grant's 
(bold contrasling slripes), which is a variely 
al Ihe Burchell's or Plains Zebra. The artist 
began by establishing Ihe animal's muscle 
struclure. He then carelu lly drew in the 
oullines 01 the stripes. The stripes serve as 
camouUage and vary according lo the Iype 
01 zebra. In your drawings, remember not to 
lose the animal's muscular struClure under­
nealh. The arlist compleled the drawing by 
lilling in Ihe stripes and drawing the laíl, 
hools, lacial leatures, and mane. 

PRZEWALSKI'S HORSE 
This breed 01 wild horses is extremely rareo 1I 
has a sturdy physique, stands 12 hands 
high, with a short and bristly mane, a long 
black lail, and legs tha! are black 110m the 
knees dCMIn . The arlist used a template (see 
diagram) lo draw Ihe mane. Setting ils edge 
al the animal's neck, he pulled ¡he strokes 
away Irom the neck to achieve the dark. 
straighl lines he wanted. He used an HB 
pencil lar Ihe shadow areas, bearing dCMIn 
on the pencII lar Ihe darkest darks. 

CLYDESDALE 
This breed 01 heavy dralt hOrse originated in 
Scoliand in the 18th century. Some stand as 
high as 1a hands and can weigh up lo a Ion. 
I! is densely haired on the back 01 its legs 
and heavi ly boned and muscled. Since ils 
coat is no! as shorl or glossy as a saddle 
hOrse's. the artist represented 1I in a series al 
varied hair pallerns often running crosswise. 
He used a kneaded eraser 10 pick out 
selected highl ights on the flanks and sides 
01 the horse. The contours 01 the anima l's 
legs and torso were leathered lo indicate ils 
somewhat shaggy coal. 

, 

" 



ARTIST: NORMAN ADAMS 

90 

Drawing a 
Cottontail 
Rabbit 
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2. With short b ri sk strokes . the arlisl 
shaded in all the fu r making sure lo 
fo llow lhe patterns 01 Ihe forms and 
musc les. The re are no hard edges 
anywhere since ¡he rabb it"s coat is soft 
and puffy. He incfuded some darker 
accenls in the eyes. chino t ips 01 the 
ea rs. and below ¡he pouctn:rfíOér ¡he 
chino Light areas were left at Ihe 
junclu res 01 the limbs lo lhe torso. 
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1. The artist drew the oul line 01 a rabbit 
squatting in a very alert position so il 
can leed without be ing disturbed. Note 
that all li nes perlaining lO Ihe animal"s 
proportions and actions are inc luded. 
The eye is somewhat more finished off 
than the res! 01 the leatu res. To indicate 
lol ds and breaks in formo the art ist used 
dark strokes. 
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3. Al this stage the character 01 the lines has been relined 10 shorler, 
lighter st rokes. This kind 01 handling provided the salt-and·pepper 
effecl the artist wanted . He drew Ihe whiskers thal come away from the 
rabbit by stroklng out from the muzzle, while Ihose seen agalnst ¡he 
body are shown as negative shapes. He left Ihe eyehds blank and 
placed a slrong catchlighl in Ihe dark, luminous pupil Lighl. irregular 
sl rokes were used to ind icate ¡he fluffy, cottony tait. Note how lhe hair 
changes direction in the rabbit"s ¡opknot. 
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RUNNING 
The rabbi! spends much 01 its time running 
and fleelng. Note how this aclian flattens ¡he 
ears. The arllSI separated Ihe toes on the 
Iron! nghlleg as Ihey prepare 10 hit lhe 
ground. and slrongly outlined ¡he hind le95. 
Bccause rabblts are usuaUy seen in a 
squaulng poshon, Ihese rear le9$ are sel­
dom revealed , belng concealed by Ihe torso. 
Because 01115 plumpness and quantity 01 
fu r, the rabb it's skeletal and muscle fo rms 
are nol eas ily d iscern ible 
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FEEDING 
The rabbit is quite capab le 01 sitting up on 
ils hind le95. In this pose, il p robably 
reminds you 01 a squirrel. Note ¡he dif ference 
in size between ¡he Iron! and hind paws. The 
arliSl's Slrokes on the torso are in a vertical. 
downward direction, furthering ¡he Impres­
sion 01 Ihe sitting geslure. The casI shadcm 
benealh Ihe animal helps anchor II fi rmly lO 
Ihe ground. 



HEAD, FRONT VIEW 
The artlS! placed hls slfokes lalrly lar apart 
to show the anlmal's lighl , flully coa!. Thc 
rabblt's whlskers and eyebrows are ve ry 
pronounced so he d rew them wlth long 
unbroken IInes paylng carelul attenlion to 
thOlr rool. or base. In tlle head Note the 
absence 01 abare dalk area on ¡he li p 01 
the nose as seen In most other mammals 
Tho eyelashes are qUite long By changulg 
lhe charactor 01 the strokes in va rlOUS areas, 
the arlis! SllOWS the softness 01 ¡he fur 
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BABY COTTONTAIL RABBIT 
The young cottontall ls a very cute and 
appeating animal lis eyes aro the 
darkest accents agalnst a downy coal 
ihats much IIghter ¡han iiS parems' To 
soe a young cottontall nearly mo­
tionless excepl lor its twitchlng noslri ls 
IS a very pleasurable experrence. The 
af1lst kept hls slrokcs hghl and spread 
aparl lo produce thls essent lally high­
key drawing 
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AATIST: NOAMAN ADAMS 

Drawing Small Animals 
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PRAIAIE DOG 
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MEAD, SIDE YIEW 

GAAY SQUIRREL 
The gray squirrel is basically arboreal It 
builds nests in Irees and is perlectly al ease 
leaping acrOballcally !rom branch lO branch. 
Note (he sharp claws Iha! allO'N the sqUlfrel 
lo cl imb and grip Ihe Ih innest branches, 
Squi rrels come dO'Nn from trees lo bury nuts 
and olher load. and lo gel Irom tree to tree 
when Ihey cannot leap. 

A gray squirrel's eye is all pupil and almosl 
perlectly round . The arlisl lighUy toned ¡he 
inside 01 ¡he ear lo shem ils Ihin translucent 
tissue against the lighl coming from above 
and sornewhat lo the rear, He accented the 
lip 01 Ihe nose. The squirrel. like Ihe rabbit , 
has long, abundant whiskers. In this draw· 
Ing. Ihe artlsl depicted the animal's vulnera­
ble , appeali ng quality 

The prairie dog is a member 01 Ihe rodent lamily and has Ihe 
typlcally large. promlnent Incisors It has a long body, short 
legs. large fron! claws lar digging, and cheek pouches in 
wh ich the animallransports lood lor storagc in ils under­
ground burr()YJ. When challenged. Ihe prairie dog can be a 
formidable Ilghter The arllst used crlSp short strokes and lols 
01 hlghlighls lo shO'N Ihe animal"s short. glossy lur. The folds 
In Ihe skin are lormed by Ihe action Ihe animal has taken, 



RACCOON 
This lovable scafawag, with its black mask, ringed tait and sfy, cunnlng 
ways, IS a lavorite 01 the artisrs. Using many crisp dark and fight 
strokes. he rendered the anlmal's thlck. bushy coa!. The lace is lox-hke 
wlth a dark streak up Ihe forehead. The coon is nosy, danng. and 
resourcelul. 
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rOB 
~fo li ce th a t t.'\'c r y dra win g in thi s s('c tj o ll 

eontains just c llough iJlfonnalioll fol.' painling 
alld Ih al lite alTan gcm c nt uf pcncil 01' Conté 
till es teUs lhe arlisl ",h a l lo c mphasiz ... Sllldv 
caeh (hOawing wilh Lhi s in mind , a nd in your 

uwn wo rk d C"l' lop a sys tcm uf Ilotin g sh a l'CS 
a lld lexturcs, So that y Oll ,'csolvl' lhe pl a ll f O l' 

your pa inting durillg this p" d iJninal 'Y stagc . 
Putting exc itc lIlc nt <I nri \ ¡go l' in your 

watcn:ulor fJailltin gs depcncl s 011 yo 11 1" a bilily 
lo ea p tll re ill pe nc il lhe ver )' e.'isence 01' a 
suhj ect. so lha! )'Oll ha ve a e1 .. a!" irl ca n I" 

c X<.I c ll y what yOL! want lo paint alld can wOI"k 

out el plan fOI ' rCJldc rillg tll e kcy t cxtun::s 
hefore y Oll bc¡!;in lo pain!. 



ARTIST: RICHARD BOlTON 

Planning Your Composition 
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The charm 01 drawing is Ihat, Ilke 
handwnllng, everyone has his or her 
cmn dilferen! slyle that has developed 
Wllh observallon, concentrallon, and 
practice However, wllh drawlng, I1 is 
imponant nOI to be l ixed or rig ld. 
Varying the med ium can make a dif­
lerence. as can the speed at which you 
execute a drawlng Wllh f'Nery drawing, 
spend a minute beforehand lo decide 
whelhcr you need a sludious, highly 
detailed drawlng or a swift sel 01 visual 
notes lar futu re relerence , Someti mes 
Richard Solton prefers lo produce a 
tlghtly conlrolled , highly complex draw­
Ing At other times. when he wanls lo 
be more expressive, he dashes dovm 
bold lines, uSlng the side 01 the pencil 
and digg ing In ¡he l ip lo create vivid 
Ilnework, The mosl common drawlng 
lault IS an üVertlght IIne, which comes 

Irom the belief Ihal everythi ng shou ld 
be slaled in lotal on the paper, As an 
exercise, praclice drawing in values 
alone. so that you suggesl edges by 
changing lighl and value, ralher than 
with lino on ly (Ihe va lue exercise sug­
gestions on page t2 are a good place 
to start). If your drawing or painting 
sulfers from tightening-up. Ihe bes! 
remedy is lo allocate yourself only a 
short time to work. That way you don'l 
have time to overwork ce rtain passages 
with excessive detal l, and you're lorced 
lo make quick decisions. 

If you find drawlng a struggle, 
choose a subjectthat does nOI really 
need accurate technical drafls­
mansh lp. Remember thal il is much 
easier lo use a mod icu m 01 drawing 
and Ihen depend on your skill and 
dexlenly with watercolor lo creale tex-

tures tha! give character lO a painllng. 
Richard Bollan leels Ihal il IS the careful 
application 01 paint ¡hal creales the 
illuslon 01 precision englneering on the 
obJects In his palntlngs. 11 you draw an 
eng ine, lar example, ralher Ihan pamt 
il. you 'll produce a techn ical ly accurate 
rendering. bul il WIII be slifl and lack 
your interpretalion In hls OW'n work. thls 
arl lSI ¡eels Ihat lIs olten color and 
texlure Ihal make a good painllng, nol 
the drawing, 

But in the experience 01 Richard 
Bollan. and olher artlsls. drawing is an 
integral parl 01 Ihe thinking process 01 
walercolor palnllng . Wilhout ¡I, palnt­
ings sometlmes lack Slruclure and 
shape, and can sufler 1rom a lack 01 
delin ite composilion . So take Ihe ti me 
lo draw belore you paint-you wlll 
never regre! it! 



PLANNING COMPO$ITION 
The artisl lound this old grass rake submerged In a 
tangle 01 dead grasses and weeds behind an old 
barn. The heavy stee l wheel and seat had been 
there lar some time. and their shapes and well­
rusted surfaces seemed lo be a great potentlal 
palntlng subJecl. 

He made the drawing wi th Conté peneil and used 
very lew mid'gray values. He relied on a stark 
contrast 01 black and white lo emphasize the 
smOOlh. round. symmelncal man-made shapes 
against the ragged . random natural forms_ 

He juggled (he composition 01 (he shapes and left 
out many loreground delalls lo make the prelimlnary 
design lar a luture painllng. He loyed with Ihe 
negative shapes 01 Ihe loliage in the loreground , 
and looked lor a pattern 01 values ¡hat would offset 
the manmade seat and wheel above 

5ince Ihe artlst half-buned the rake In ¡he long 
grass, this drawing demanded only a litlle lechnlcal 
draftlllg skil!. It is quite easy lo render seemlngly 
awkward shapes in thls way. without having 10 be 
highly proliclent allechnlcal drawlng_ 
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ARTIST : RICHARD BOLTON 

Establishing Values 
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Rathe r than become buried in the mass 
01 tech nlcal deta il s under the chassis 
01 Ih is ald can. the art ist started th is 
drawing by light ly marking in the basic 
leatures 01 the chassis and then add ing 
those 01 less visual appeal with 
hatched-in values . Notic8 that the axles 
and cross members on ¡he can give 
the impression 01 being compl icated in 
structure, bul they are on ly loose ly 
stated . The artist just suggested the 
shadows between the spokes on Ihe 
whee l in the loreground, yel il has 
weighl and that certain chunkiness, 
too . Notice how the artist arranged the 
Ir88 branches to form a sat isfactory V­
shaped composition with the cart and 
outbuild ings. 

-
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ARTIST: RICHARD BOLTON 

Recording Character in Detail 

102 

The art lsl found nolhing particufarfy 
maglcal aboUllhe shape 01 thls bat­
lered , old wooden wheelbarrow, bul he 
hked Ihe very clear texlUres 01 the grain 
In Ihe planks 01 wood_ He decided Iha! 
!his graln would be rus! as effec!ive 
depic!ed in pencil as il would be in 
palnl, so he made two carelut, studied 
penCl1 drawings. The gram you see 
here is Slmp ly the result 01 study and 

careluliy welghted values. Thls fine 
delaills easy 10 portray when you have 
an array 01 pencd drawlng lechniques 
that aliow you lo vary the widlh and 
weigh! 01 each s!roke al wlll. Take your 
time 10 draw a subreCI hke this in as 
grea! detail as you can. The perspec­
!Ive is qUite simple, and with careo it IS 
difficull nollo produce a really sati sfy­
in9 drawing. 

• 

" \ 
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ARTIST: RICHARD BOLTON 

Evaluating Shapes 
The key lo Ihis drawing, lar Richard 
Bolton , was the shapes al the windows, 
The car was beaten and bent, so Ihe 
artlsl could have arranged Ihem lo suil 
hlmself, but he chose nol lo. He coo­
cenlrated on nolhlng but the ouUine 
drawlng 01 the car and once thal was 
righl. he began lo eslablish sorne 
values lo give ¡he correcl planes lO all 
the pieces 01 metal. The windows in 

,,< 

this drawing are an exampte 01 when il 
is necessary to draw very precisely 
around objecls ralher than roughly sug­
gesling Ihem. Where the weeds cov­
ered Ihe car, the artlsl left some areas 
undrawn: so long as Ihe local point 01 
the drawing- the windows- was estab­
lished, everythlng else was less Impor­
tant and needed less detail. 
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ARTIST: JOHN BLOCKLEY 

Drawing Areas of Interest 
Tho artisl thoughl il wou ld be more 
interesting to show this grindstone from 
the underside rathe r than from a more 
conventional vantage painL so he 
crouched down in Ihe grass lo draw il. 
As he drew, he carefully studied the 
constructian 01 the various parts. He 
was part icu larly intrigu ed by th e 
farmer's mgenious improvlsat ions­
supporting the grind stone on !wo steel 
bars pushed into a stone wal l: resti ng 
In the fron! on a slone slab. The art ist 
used a sharp pencil to suggest the taut 
curves 01 the lorged hand le and a stick 
01 graph ite lor the heavier tones and 
li nes . To magnily Ihe effect 01 the 
st rong perspective , he increased 
the pencil p ressure where 
the object was nearer. 
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John BIOCkley used a sharp 
peneil and a stick 01 g raphite lo 
produce this striking drawing. 
The thin pencil line describes 
the curves and shape 01 the 
larged hand le and Ihe ornamen­
latíen 01 the casI ¡ron pump 
body. The coa rser graph ile tone 
on ¡he pump contrasts with the 
lighter penci l work and strength­
ens ¡he drawing. He dragged 
lhe side 01 {he graphite stick 
with quick sideways strokes on 
¡he paper and stippled ¡he pa­
per by slabbing il with the end 
01 Ihe graphlle stick . 
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BAIDLIII 
COLOBID PllelLB 

Co lOt, nuxing is exciting in any mcdium, Lut 
lhem is a special t1l1'i11 hal1(lling color \Vilh 

colored pencil s, The colors lhey yield are so 
inslantly available--wilh no setting up of 

cLlmbersome paraphcl"Ilalia- and they ean 
he rapidl y lIlixed anel changed on lhe pape,', 
ColOl'ed pcncils also cxcel in lonal d, 'awing, 

This exciling section 011 handling lhe COIOI'cd 

pCllcil covers co lo." mi_xing, tonal techniques ~ 

hUI'nishing your colol'cd pencil al"twork, and 
using colol"cd penc iJs with a solvc lIl. 
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ARTIST: BET BORGESON 

Using the Colored Pencil 
A maJOr dillerence between colored 
and graphllc pcncils is thal the colored 
pcncils are semiopaque a quality thal 
can loosely be ca ll ed "Iransparent." In 
somo ways. Ihis characlerisllC makes 
hand li ng colored penc ils similar lO han­
dling watercolor. wh ich is also based 
on a Iranspamnt system 01 pigmenta­
llon. 8ecause 01 the lransparent qualily 
01 colored pencils. Ihe hue 01 ano 
penCl1 applied over anolher will com­
bine vlsually 10 create a n8'N hue 

An example 01 thls Iransparent 
quahlY can be 5een when ¡he hue 01 a 
yellow pencll ovorlaid on tha! 01 a blue 
becamos a greon, Art lsls who regularly 
work in thls medium handle co lorod 
penc il s in this way. layering from IwO lo 
as many as len separate hues lo r 
composite resu lls. Such comp lex color 
constructlons are p leasing and involv­
Ing 10 look. al and can---sometlmes wllh 
aSlonlshlng accuracy- resemble the 
mlnghng 01 color In nature Ilsoll. 

Color nght oul 01 Ihe tube-in Ihe 
context 01 011 palntlng---is said to be 
raw and to lack subtlely Similarly. Ihls 
IS ¡rue 01 colored pencils: unmlxed 
hues almoSl always convoya slmpli stlc 
rawn css when compared wilh layered 
or constructed hueso The hand ling 01 
colored pencil 's transpa rency, which is 
lis grealosl diftcrencc Irom graphite. 
cannol be Ignored il any effechveness 
or breadlh In Ihls medium are lo be 
reallzed 

COLOREO PENCILS CONTAIN 
COLOR 
As obvlOus as the above statement 
may seem, there IS a compelling rea­
son lor stress ing 11. Because when 
cOlor iS Inherenl in any med ium, the 
conSlderat ions 01 lis application tech­
niquos begln 10 arise, Is Ihe color 
apphed Ihickly or In thln glazes? Is II lo 
appear dense or sparse? In painnng 
Ihe apphcallon 01 color is manllested 
as brushwork and the supporl surlace 
Wlth colored pencil. Ihe control 01 color 
appllcatlon IS handled wlth penCl1 pres­
surc and paper texture 

Dependlng on Ihe techniques used. 
colored penc il work can rellect the 
charactor 01 a drawing or 1I can look 
more like painl ing, and it can resemble 
el ther one withoullhe use 01 solven!. In 
yet another diflerence trom graphite­
In whlch pencil pressure is varied lO 
modlly Ihe widlh and value 01 line 
degrees 01 pressure are used In col­
ored pencll work lO modily the texture 
01 Ihe paper Itsell, Colored penCl1 pres­
sure also Inlluences Ihe intensily 01 
hue hght pressure yields a sparseness 
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TI"Ie etlecls 01 poncíl 
pressure on a paper·s 
surla<:e <:an be SNn In 
thls <:Iose-up vlew. TI>I 
dark lltea at top 15 
dense plgmenl mate.lal 
deposited on Ihe pape. 
wllh heavy p.essu.e, 
Few visible Ilecks 01 
whlte remain 01 lhe pa' 
par's valley5. The gr,,," 
ula. a.ea al bottom 
represents the same 
dark pigmenl male­
rial-applied wilh 1191'11 
p,essure--deposiMd 
only on lhe pape'" 
hills. 
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01 color; hoavy pressure produces color 
densily, 

Penc il pressure is related to Ihe 
degree 01 '·tooth·' on a paper"s su rlace, 
Paper is composed 01 interwoven l ibers 
thal up c lase resemble a Ilny maze 01 
· hills·· and "valleys." When a colored 
pencil Iravel lighlly across a paper 
surlace. the pigmenl malenal becomes 
deposlted only wllh the hllls. Flecks 01 
unplgmenled paper In Ihe lower valley 
arcas appear as an QV8rall granular 
texture; thls is ¡he look assoclated wllh 
much 01 drawing, 

By contrast , when colorad pencil is 
applled to the same paper surface wllh 
heavier pressure, Ihe pigment beg ins 
nol only lo build up on Ihe hills. bu! is 
also pushed down inlo Ihe paper"s 
valleys. As flecks 01 clear paper In 
Ihese valleys become less VISible. the 
work lakes on a less granular look. The 
lIuid look 01 densely massed color 
closely resembles the look 01 color in 
palnllng 

COLOREO PENCILS ARE FORGIVING 
One 01 the extra benel ll s 01 working 
with colored pencils is that, like oil 
p~lfItS, they are lorgiving in use What­
ever techniques 01 line or tone are 
allempted. there is plenly 01 room lar 
error and recovery As in painting. a 
cotor can be laid dovm_ Ihen adlusted 
and readJusted as a soughl-after value 
or hue IS gradually developed 1I1s not 
a ·do-or-die·- medium_ 
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A NOTE ON "WAX BLOOM" 
When heavy pressure techniques are 
used or when many layers 01 colored 
pencil aro superimposed, a cond iltOn 
called ·'wax b loom" sometimes occu rs 
wllhln a week or IwO lhat looks like 
logg ing or ladlng. This is caused byan 
exuding or excess wax on Ihe paper"s 
surlace And allhough II is nOI a seflous 
condlllon. I1 may seem slarthng when 
seen lor the Ilrst time 

Fortunalely. wax bloom is easily cor­
recled or avolded altogether, On a 
completed drawlng, wax bloom can be 
removed Irom affected areas by lighlly 
ru bblng Ihe surlaco with a soft cloth, 
Because colored pencils do nol 
smudge easily. Ihi s rubblng should not 
disturb the drawing. As a 10llOWoup. one 
or two IIghl coals 01 flxative can lhen be 
applied. II you are sure Ihallt will not 
alter the color 

lo prevent wax bloom Irom occurnng 
in Ihe l1rSI place. a drawlng can be 
sprayed immedlately followlng ilS com­
pletlon Wtth a good quality lixativo. 

lhe ellects 01 pencil pressure on a 
paper's surlace can be seen In Ihls 
close-up view. The dark aroa at top is 
dense p lgment material deposited on 
the paper wlth hcavy pressure. Few 
visible flocks 01 whlle remain 01 Ihe 
paper's valleys. The granular area at 
bottom represenls Ihe same dark plg­
ment maleflal applied with light pres­
sure-deposlted only on the papers 
hills, 



Selecting Colored Pencils 
Personal experience is Ihe besl guide 
lo flndlng lhe brand s 01 colored penci ls 
mast uselul lO you . Here are some 01 
Ihe pencils now available, wllh a lew 
brlel remarks aboul Ihem: 

A. Berol Pflsmacolor (USA)-Excellent. 
smoolh "Iay-down"; superior hue sat­
uratlon; and solt thick leads. 

B. Venus Speclracolor (USA)- Close 
runner-up lO A , 

C. Derwenl Slud io (Greal Britain)­
Mequale lay-dawn: hue saluratlon less 
s:rong Ihan A and B: medlum-solt, 
tnlCk lead 

D. N,p (Japan)-Slmllar In quallty to e 
b¡,\ lash loned as mecha ni cal pencil 
woth separate leads, 

E. Caran Q'Ache Supracolor 1I 
(Swltzerland)-Similar la C. water sol­
ublhty 15 al" additionalleature 

F. Venus Watercoloflng (USA)- Hard . 
thin lead, weak hue saturatlon whcn 
used dry, bul excellenl when used wilh 
water: ollered in Ilmited hues only, 

G. Berol Verilhm (USA)- Slmllar lo F, 
bu¡ nO! designed lor use wl[h water. 

H. Mongol (USA)-Slmilar 10 F bu! has 
l!\Ien weaker hue saluratlon when used 
dry. excellent when used wilh water. 

1. SlabilOlone (Germany)-Oesigned lor 
use tOfla lly wi lh water bul can also be 
bleflded by rubblng 

J. Carb-Olhello (Germany)-Included 
here as a relerence Thls pencillS 
actuallya pastel mlher Ihan a true 
coIored pencil: contalns much less 
Dlnder, therelore handling dllfers 
greally Blcnds easily by rubbing. un­
like colored penClls, 

K. Conté {France)-Similar lo J 
In arder lO slandardize hue designa­
lIons In thos lexl, all numbers and 
names wllI be Ihose 01 the Prrsmacolor 
penClls made by Berol. The lollo....ing 
assortmenlol penClls will furnlsh you 
'HIlh a more ¡han adequate start al 
represenling the colors 01 Ihe spectrum 
and w:11 serve as a basls lar mll<rng 
many add;tlonal hues 

Btues: 
oollnd'go blue 
903 true blue 
933 blue violet 

Greens: 
007 peacock green 
909 grass green 
910 Irue green 
911 oIrve green 
912 apple green 
913 green bice 

Ynllows, Reds, Viotets : 
914 c rcam 
9151emon yel low 
916 canary yellow 
917 yello.... orange 
918 orange 
921 vermihon red 
922 scarlel red 
923 scarlel lake 
924 c rimson red 
929 pink 
931 purple 
932 violet 
956 light viole! 

Earths : 
937 Tuscan red 
94 2 yell ow ochre 
943 burnl ochre 
947 burnl umber 
948 sepia 

Neutrals : 
935 black 
938 while 
949 si lver 
962 warm gray, medlum 
964 warm gray. very lighl 
967 cold gray. lighi 
968 cold gray, very IIgh! 

H. 
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ARTIST: BET BORGESON 

Mixing Colors 
Mixing color w ith colored pencils is a 
quick , almost instanl p rocedure that 
requires very litt le equipment. Art isls 
who work with these pencils aBen 
repor! experiencing an Intenslly 01 con· 
centralion-a lolal absorplion- wnich 
takes them by surprise. The medium's 
speed and directness 01 handling usu­
ally spurs ¡hese colorists on to furthe r 
experimentation, which is excellent, 
since an active pu rsuil 01 color olten 
brings fresh and unfamihar results. 

This is a good time lo think about 
starllng a personal workbook lar your 
colored pendl drawlngs, 1I you don't 
have one already. This book should be 
separate from your regular pencil work­
book, The most usefu l kind lar your 
colored penci l d rawings is one w ilh 
pages 01 a medium-grained surlace 
very similar to Ihal 01 your everyday 
drawing papero For example, the Strath­
more 400 Series drawlng paper is 
inexpensive and comes in a 
5V2~ )( BW notebook, and also in 
small spira l-bound tab lets, Either ver­
sicn wou ld make a good workbook. 

THE DIMENSIONS OF COLOR 
Color mlxing involves the three dimen­
sions 01 every color: hue, value, and 
inlensily. The varying, or mixing , 01 a 
color is actually a varying 01 one or 
more 01 these dimensions. The mean· 
ings 01 the three dimensions 01 color 
are discussed below, 

Hue. A color 's hue is ils name' red , 
yellON, blue·green, etc. II also denotes 
a color"s place on the speclrum. Hues 
are sald lo have "Iemperature"-those 
approaching red are warm and a9-
gressive , those nearer b lue are cool 
and reticen\. To visualize other rela· 
tionsh ips among hues-to shaw which 
are complementary (opposite), lar ex­
ample, and which are adJ8cent (neigh­
boring}-colors are olten arranged in 
Ihelr speclrum order on a color wheel. 
Black, white, and Ihe various grays are 
not considered hues, bul neulrals. 

Value. The lightness and darkness 01 a 
hu e is ils va lve, as il on a scale Irom 
while lo black. Gradations 01 value are 
critical when describing form in arl, 
building a compasilion, and evoking 
mood. 

Scates 01 value, olten presented in 
charl form, can conlain anywhere Irom 
a lew lo several disl inct g radations. You 
can assess values easi ly with g rays or 
w ith a sing le hue . Determining value 
gradations becomes more dilficutt 
wtlen several diflerenl hues are in· 
volved as a group, bul this becomes 
easier with practice. 

tntenslty (also called chroma). This 
describes the purity 01 a color in terms 
01 il s brightness or du llness. A hue 01 
strong or high intensify appears vivid 
and saturaled. It also has a simple and 
slraightlorward quality and is usuaJly 
unmixed. A hue of weak or low inlensity 
appears dull and unaggressive. Re­
member Ihat, in a color sense, "'dull"' is 
not a pejorative-il is merely Ihe op­
posite 01 "bright." 

ALTERING COLOR'S DIMENSIONS 
Color mixing is done by deliberately 
alterlng ooe or more 01 color's three 
dimensions. You can manage these 
color alteralions in a variety 01 ways­
many 01 them unique to !he colored 
pencil medium. 

The hue 01 a color is changed by 
mixing anolher hue wi!h il. You can do 
this in two basic ways: 

1. Combine two or mOfe penCl1 hues by 
superimposing or layering one color on 
top of another. You might use this 
method to express the rapid hue 
changes of a sky at sunset. 

2. Combine tWQ or more pencil hues by 
placing fhem side by side. The ener­
getic hue changes in a blooming 
garden mighl be shown in this way. 

The value 01 one color is changed by 
adding another color or a neutral that is 

lighler or darker lo Ihe lirSI color, There 
are three basic method s lar accom~ 
plishing this with colored pencits: 

1. Change fhe pencil pressure. When 
you look at a colored pencillead, you 
see tha! pencil's cotor at its darkesl 
value. By changing pencil pressure, 
you are in ellect combining more or 
less 01 the paper 's wh iteness with ¡he 
pencil's color. Moderate lo heavy preso 
sure witl Iransler a deeper value to the 
paper, lighter values will be expressed 
by lightening the pencil pressure. This 
method is usefullor gradating values 
on a Ilower petal withoul changing lhe 
pelal's original brilliance or hue. 

2, Overlaya color wi/h a white or black 
peneil. A white penc il overlayed on a 
dark color will raise or lighten Ihal 
color 's value, but overlaying has little 
effect on colors that are already 01 a 
medium to lighl value While pencil 
exeels as an over1ay when rendering 
the effecls 01 gtazed surlaees , such as 
those lound on parcelain o r stoneware, 

Overlaying black pencil on a color 01 
any value will lower or darken thal 
color's value. Because black also 
deadens hue and affects the intensity 
01 a color, overlaying with black pig. 
menl mUSI be done very carefully. Far a 
clty sl reet al dusk, where hue and 
intensity are intended 10 be dimly ex· 
pressed , overlaying w ilh black can be 
an excellenl melhod 01 changing value. 
Bul used too much or inapproprialely, 
black-altered values can produce a 
sameness that is tiresome. 

3. Overlay a pencil's color with a lighler 
or darker color. Although this melhod 
al so changes a colo r's orig inal hue and 
intensity. it is the colored pencil me· 
dium's livelies! way 01 changing values. 
The new values arrived at seem crisp 
and decisive and IllIed wilh a richness 
01 hue, This method works well lor a 
partrait's pattern 01 lighl and dar\<. val· 
ues, accompanied as Ihey are by sub· 
tle hue changes. 



white 

high 
light 

light 

low 
light 

mlddle 

high 
dark 

dark 

low 
dark 

block 

As you see lrom Ihi. ~i r of ch.rl s, lhe .... Iue. 01 . single 
colo. (Iell}.re ... y 10 ....... nd , ,,sng.e in s p.ogle&­
slve o.der 01 dsrkne .. lO Ilghlne ... 11 b&cOmtlS mOfll 
ditllculllo . .. emble •• lmU.r sc.l. 01 ".Iues when 
colors 01 dlflerlng hue •• nd In\ensllle,.re used (rlghl). 

Color eln be brlghlln Inlen,lly (top) 01 dullln lnlenslly (bottom~ " 01,111 " is nol. 
pejoraU ... e In lerms 01 COlor but Is m .... ly oppo .. d 10 " br ighl " and can olten serve as a 
uselul varlatlon. 

Colored penelt offers two bule methods ot alterlng I eolor"s hue: by tonally 
o ... erlaylng or .uperlmpOslng separ.le hUel lo conslruel a new hue (IOp); 
and by Ihe Ju.taposlllon ot sep.rlle hues (In Ihls example wllh e linear 
leehnlque) for Ihe "llulllllullon 01. new hue (boflom). 
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ART1ST: BET BORGESON 

Changing Value 

~-----------------f , 
I 

, 

1. 2A. 

3A. 

There are Ihree bas ic ways 01 changlng the value 01 a colored 
pencil 's color: 

1 Changes in pencil p ress ure. As more or less whiteness 01 
pape r is allowed lo show th rough , the value 01 a co lor will 
appear darker o r lighte r, 

2A. Overl ayin g a med lum·to·dark co lor wi th a white penc il 
This lightens value. 

2B, Overlaying any co lor with b lac k will darken its va lue, 

3A & B, Ove rlaying a co lor wit h another colo r, lighter or 
darker th an itself. Th is method al so causes changes in hue 
and intens ity. 

114 

2B. 

38. 



Changing Intensity 

L 

3A. 3B. 

4. 5. 

6. 7. 8. 

A coiored pencil 's color can be 
lowered or raised in intensity 
by various methods. 

Intensity is decreased by: 

1 Overlaying with a neutral 
gray. 

2. Overlaylng a color with 
black. 

3A. Overlaying a color with 
tha! of a complementary hue. 
Using a second color exactly 
complementary lo the original 
should yield titile or no hue 
change. 

38 Using a near-comple­
rnentary over the o riginal hU Bo 

4. Thorough ly combin ing a 
penc il 's color with the two col­
ors ad joining il en ¡he color 
spectrum. This method tends 
10 subdue intensity more Ihan 
actually reduce iL In this exam­
pie, 917 yellow orange was 
subdued by mixing 918 orange 
and 916 canary yellOlN with It. 

Intensity is mcreased by: 

5. Loosely combinlng a color 
wllh Ihe two colors ad joining It 
on Ihe spectrum. This is more 
an optlcal Ihan a physlcal 
elfeet. related lo how we per­
ceive Juxtaposed colors. This 
time, Ihe 917 yeliow orange 
was made more intense with 
the same 918 orange and 916 
canary yellow Iha! was pre­
viously used 10 red uce ils in­
tens ity. 

6. Increasing pencil p res­
sure . Rais ing inlensily in this 
way also g reatly darkens a 
color's value. 

7, Overlaying a color wilh 
white pencil. then adding more 
Original color to this mixture. 

8. Combining a pencil's color 
wlth solvent. The result visually 
resembles Ihal 01 heavy pencil 
pressure. However, uSlng a 
solvent can also inlensily color 
01 light value wlthoul darken­
Ing il. 
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ARTtST: BET BORGESON 

Developing a Discerning Eye 
A good eye lor color 1$ worth slriving 
lar, Sometimes th is ab ili ty seems intu · 
itlve, bul in more cases than not, it has 
been patlently learned, Two areas 01 
sklll are involved In developlng a good 
eye lar color, One IS an abihly lo 
recognlze and describe a color, whal­
ever ItS sUHoundlngs, in lerms 01 ils 
th ree dimensions, With Ihis abil ity, you 
can make rapid judgments about an 
ex isting color mixture's relevance or 
uselulness, The second area 01 skil!. 
whlch grows out 01 the hrst, IS an 
equally sure knowledge 01 how to aller 
color appropnately by maklng changes 
In ItS dlmensions. 

A color's temperature IS also a lactar 
in how you see color, Warm colors 
appea r warme r and coa l colors appear 
cooler when Ihey are seen against their 
opposl!es In temperature, Color tem­
perature a1so plays a strong par! in 
color's seemlng abihly to advance or 
recede In space; warm colors olten 
appear lo come forward, and cool 
colors appear lo retreat, A co lor 01 
more brill iant intens lty or 01 lighter value 
than ItS neighbors also seems 10 come 
lorward in space, 

Color also has a prolound ellecl on 
our emotlons and on how we perceive 
spallally lo beller undersland how this 
perta,ns lo drawing with colored pen­
c ll s, conSlder what color can oller a 
drawlng's mood and structure: 

MOOD 
Whlle mosl people don'! completely 
undersland how sensallons 01 color 
affect the emotlons II 1$ pretty apparenl 
that Ihay do. People are drawn 10 color, 
and they react lo it. Memories and 
associations with ce rtaln co lors 01 II fe 
bear thi s out. Mos! people have special 
leelings lor particular hues 

For many, warm hues suggesl ac­
IIvlly and vltality Red among these 
hueso may seem parl lcularly compel­
hng But In greal quanllty, Ihls same red 
may bring a shiH In moad Irom vilality 
to something neare r pa ralysis, Moods 
can also be swayed by a colof s value 
or intensity, Lighl values may seem 
cheery and open , dark values gloomy_ 
High IntenSlly 01 color may seem lo 
promote excllement, but low Intenslty 
bnngs a leeling 01 calm, 

A good beginnlng tO'Nard evoklng 
mood in your drawings can be made 
by obse rving the colors in you r lile, lry 
asklng yoursell, in enwonments ¡hat 
sel a mood, whal par! COlor plays in the 

'" 

setting Look lar the dominanl color, 
and define it by il s value and intensity 
as we ll as ils hue. Look lor contrasts 
among these things, Note how the 
localion and amount 01 color can allect 
mood 

As a practical expeflmenl. make a 
lew small !humbnail drawlngs with your 
colored pencils. Use as I€'N drawn 
c lues as possib le lo suggesl mood, 
excepl those 01 color- its placement 
and its quantity. 

STRUCTURE 
Color also can work ItS el1ects on a 
drawlng's slructure, whlch refers lO all 
Ihe elements in a drawing Iha! conlrib­
ute lo the il lusions 01 lorm and space. 
You will find as you work wilh colored 
penc il s that color alone can bu il d sorne 
01 structure's illusions. II was, inc iden­
lally, la work with this premise thal Ihe 
colorlst Paul Cézanne devaled much 01 
hls palnting lile_ 

The capacilies 01 color alone lo 
achieve effects 01 d,stance, perspec­
tive, so li dily, and changes in p lane, 
hinge large ly on its abilily lo visually 
advance or recede In practicar terms, 
thls "aclion" 01 color can be utilized 
when a shape- a table, lar instance, or 
an obJect on the table- needs 10 be 
broughl fmward or pushed deeper mto 
a p ic ture's space, 

A color's hue-aside Irom ils relative 
warmth or coolness-can al so be used 
10 enhance the modehng 01 lorm. Be­
cause colors under dilferenl degrees 01 
lighl appear to shilt toward adjacent 
hues, an increase In illuminallon make$ 
blue, lar example, become more blue­
green, Red, under this condition, be­
comes nearer red-orange. With de­
creasing illumination, b lue becomes 
more blue-violet. and red more red­
viole!. 

Finally. perhaps the Single mas! im­
portant thing 10 know- for gaining ade­
plness al mixmg colors as well as lar 
Sharpening arl ave lor color- is Ihal all 
colors have equal status in art. None is 
by del inition useless or ug ly. Each, 
given proper circumstances, can be 
beautlful and hard-working . Whal 
you're really looklng lar. when you mix 
COlor, 's approprlaleneSS. The greal 
advantage 01 colo red pencils. as a 
medlum lar learning about as well as 
lar drawing wilh color, IS the speed and 
ease with which you can pul co lor 
ideas 10 practical tests, 

A 

B 

A lrulsm 01 color pei"ceptlon lhal ls not alwap 
true is that warm colo .. ln ... .,¡.bly advlne •• 1Id 
cool colors recedt. Wllh no oIhe. vlsu.1 elIJeS 
Ihen Ihe colo.s Ihem .. lY1ts, lhe se-cond lwO of 
lhese Ih.ee combln.llons cen be leen lo ed-
... enee o. reeede fa. dlffe .. nl re.sons. In A, IIIt 
warm orenge . ppe ... 10 come lorwa.d lrom 1M 
cooler blue al Its Ilde, Bul In S, Ihe cool blue 
ella comes lorw.rd beclule 1I Is b.lghter In 
Inlenl¡ly than Ihe w.rm bul dulled red . And In 
e, • lighl value 01 blue . eems 10 ed ... enc.l.om 
e d.rker value oIlhe same hue. 



t 1 
+ 

6. 7. 

In dr_wlng. &$ In me, c:olot-depending upon lIS qu.nllty, qulllity .... d placamanl-<.n 
h.~ • majol ettec1 00 mood. Whal mood la suggnted lo you a. you lsolal. each 
Ihumbnall drawing lrom 'It nelghbon? Com~,.. your leelings w¡ltI ,he .. : 

1, W.rmth, pleasanlne .. 2.. Un •• slness 3. Frlvollty 4. An.lety, maybe .b .. l,lrdlly 
5. Conlu.lon 6. Seranll)' 7. Foreboding 
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Creating Structure with Color 
Try this simple experiment, wh ich contains a key lo how color 
can be used in creating a drawing's structure 

Wi th a black penc il, draw the schematic shown 01 a c irc le 
wlthin a rectang le. and the rectang le d ivided lengthwise by a 
line . The elements 01 this little drawing appea r flat. with no 
feeli ng 01 dimensionality. Stil l using a b lack penCil , add an 
illusion 01 form and space by diagonal ly hatching the area 
aboye the bisecting "horizon" li ne. and by adding sorne light 
horizontal strokes lo symbolize a lighter fo reground. Add 
some add itional hatching lines as a eore shadow lo the 
c ircle, making il seem a sphere . With these changes in value 
you have constructed a linear drawing tha! contains a 
cred ible illusion ollorm and space, 

Adding a lew appealing colors to this d rawing might now 
seem the logical way lo converl to co lor-and it is olten the 
kind 01 approach made lo co lor drawing . However, the on ly 
truly satislactory way to accomplish struclure in drawing with 
color is lo beg in with colo r, lo see how color creates lorm by 
itse ll. outl ine Ihe reclangle 01 the schematic w ith a 922 
scarlet red penc il (or combined with a 901 ind igo blue), Draw 
a circle w ilh a 903 t rue blue and the bisecting line with a 922 
scarlet red . These co lors-chosen lor their particular ab ili ties 
lo advance and recede-will serve as the basis lar creal ing 
lorm and struc ture, 

Because the background aboye the horizon is meant to 
recede. a 901 ind igo blue (a cool hue 01 low intensity) is a 
good choice lar Ihe d iagonal hatching in this area. To bring 
the loreground lorward. beg in w ilh a 922 sca rlet red near the 
horizon , warming it with 918 orange as il comes lorward, and 
ending with a 916 cana ry yellow where it is lo read as larthest 
lorward, 

Because color also has the ab ili l y l o suggest form by its 
shil ts in hue under dillerent degrees 01 il lum inalion, th is 
sphere, which is blue, ought 10 appear more g reen where it is 
mOSI Illuminated . and nearer viole! where il is least i ll umi­
nated, To utilize this aspecl 01 co lor, draw the sphere's core 
shadow thi s l ime with a 903 true blue crosshalched with its 
adjacent hue 01 932 viole!. Furthe r restate the bottom 01 the 
sphere wlth a 932 viole!. and the top contour- whe re mosl 
lighl hils it- with the blue's other ad jacent, a 910 true green , 

You now have a second drawing that contains an illus ion 01 
form an d space, But note how Ihis second struclu ral ill usion . 
bui ll wilh a combination olline and color, seems to more 
c learly slate its leeli ng 01 lorm and depth, and al so to evoke 
its own mood, 

, , 

___ _ ""~. __ .~ ... ____ _t 
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Tonal Techniques 
In the sense tha! graphite pencils work 
bes! with Ihe linear form 01 expression, 
co lored pencils work bes! w ith the tonal 
form, 

Tonal drawing refers lO (he eHeet 
produced by pencil strokes applled so 
cklsely together and so compactly thal 
¡hey appear 10 merge. This is done 
'Nllhoul smudglng or rubbing , and Ihe 
tones achieved in th is way lose almos! 
al l suggestion 01 line. 

HOW TONE 15 ACHIEYED WITH 
COLORED PENCILS 
Tones are made with a colo red pencil's 
potn! (sharp, dulI, or b lunt) or with ils 
shalt (Ihe side 01 ¡he lead). The qualily 
o! tone produced can be strong ly or 
subt ly influenced by the shape 01 the 
penC1Is poin!, as well as by lhe method 
Inwhlch Ihe pencil is used , A slow and 

A 

• E 

careful stroking with a very fine poin! or 
Ihe penc il 's shait, will yield a much 
coarser e ffect. 

Individual temperament also in/lu ­
enees color peneil tones. The same 
peneil in difIeren! hands may produce 
very different tones, wlth a range in 
appearanee !rom loosely vigorous to 
maehinellke. 

PiENCIL PRESSURE AND PAPEA 
SURFACE 
As staled earlier, the pressure w ith 
whlch a colored peneil is applled has a 
great effect on that color's value. A 
wlde scale 01 lonal values can be 
expressed lar eaeh color by varying 
your pencil p ressu re. The on ly limitation 
is that each peneil has lts own inherent 
value, which ís what you see when you 
look at the lead: and i! is what deter-

mines ¡he maximum dark value avail­
able in that peneil. 

A paper's su rface also p lays a cr it ical 
par! in the achievement 01 colored 
peneíl tones. We have seen how partí­
eles 01 a eolored pencil's lead are '" filed 
011 ' by a medium-grained paper's 
loolh. This is desirable: 1I IS In fael whal 
makes Ihe unique results 01 Ihis me­
d ium possible. When working w ith 
tone , the textu re and pattern 01 a paper 
or drawing surlace become strong lac­
tors that must be taken into aceount. 
These surfaces are readlly apparent 
underneath medium-to-dark Iones, and 
slmllady. a repeallng or obvlously pal­
temed surlace can beeome an unex­
peeted and unwanted eleme nt in a 
drawing . On the olher hand , a par­
ticu lar surface mighl be exaetly what 
you want. So before launching out full-

TIMI three tones (ebove) we,. mede on texturad 
eur1eeel end show how e pettern is discernible 
th rough the colo ra d pancll lone. 

B 

The dltlerence bel_n colorad pencll lones 
echleved (!eft) wilh e lonl l lechnlque en!! lha .. 
mede wlth IlIneer lechnlq .... cen be seen al A 
end 8 . The foUowing Ih ree verlellons of lonel 
le<:hnlque ere made u al ng: c-. aharp polnled 
peneli, O-a du ll po lnled pall(:lI , end E-the 
penClI'l ahall. 
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COloree! penell tones ean be direction. 1 Of non· 
dlrltCllonll. Comp.re the nondlreetlonal tone al 
lefl wlth IhOI. at rlghl , which are diagonal, 
horizontal , vertlcl l, and "bundled." In dlr"e(: ' 
1I0nal 101'111, a sllghl linear quallty la allowed 10 
rem.ln . 

scale on a new or unlried paper sur­
lace, il is always wise lo experimenl 
with the paper sUfface lirst and lind out 
what eflect it will have on you r tonal 
work. 

LAYERED TONES 
8ecause colored pencils are semi­
opaque-what we perceive as trans­
parent- the tones made wlth them are 
olten achieved by layering , the super­
imposltion 01 one penCl1 color CHer 
another. This lechnlque can result in 
more subtle and more complex tones. 

layering tones wi th combinalions 01 
pencil colors is an exciting and very 
efl icíent method 01 color mixing. For 
example; choose a particu lar penc il 
color al random and Ihen lay dovvn a 
rr:m 01 six good-sized patches 01 tone. 
Then choose live additional pencil col­
ors, also at random . Lay down a layer 
01 color over l ive 01 ¡he color patches, 
uSlng a different pencil color lar each 
and leaving one palch 01 color un­
touched. You are likely 10 be surprised 
al how much your construcled lonal 
colors differ Irom the un layered one 
and at how many ways in wh ich they 
differ. There is much to discover by 
experimenting with random changes. 

To make your results more prediC!­
able. start again wilh another six 
palches 01 the same lone, Ihis time 
using one 01 the prlmary or secondary 
hues 01 the spectrum. leavlng one 
palch unlayered . add a complementary 
color lo a second palch , and a near­
complementary 10 a thlrd To a lourth 
and a li fth patch add Ihe palch color's 
adjacent hue on each side, and to ¡he 
lasl patch add both these adjacents 
Now compare the unlayered palch with 
Ihe lirsl Iwo layered patches-those 
with complementary and near-comple­
mentary colors added-and you will 
lind hues 01 lessened intensity. The 

three remaining palches that are 
layered wlth analogous colors willlook 
brighter than Ihe un laye red original , or 
possib ly slightly subdued bul no du ller. 
You r experiments he re should convince 
you that color is dependable 

DIAECTION IN TONES 
Sometlmes a colored penci! tone 
shows no trace 01 tine or direction. It 
appears lo b lossom 01 ItS awn \oUlltlon, 
with dellcate gradations and a lcok 01 
quiel granulanly. It is a tone with an a r 
01 elegance. Thls nondirectional kind 01 
tone is ach ieved by carelul pencil 
slroking wi th a line point, and by 
chang ing the direction 01 lhese strokes 
so Irequenlly thal you deve lop no Imear 
quality. For these changes in direction. 
shift your hand angle olten, or shilllhe 
paper itsell as needed. 

However, some colored penCII tones 
are dlrectlonat; they reveal an ener­
gelic . almost linear Ihrust. Thls ellect IS 
produced by laylng Ihe Iones dcmn In a 
pattern thal IS consistently diagonal , 
horizontal, or vertical This kind 01 tone 
can also be cha racterized by 
seeming ly random changes in direc­
tion , or by being organized into "bun­
dles" suggesting a woven lexlure. A 
spiri led directional tone sometimes 
gives way 10 IIne, resulting in a lusing of 
linear and lonallechniques .. 

HANDLING TONAL EDGES 
The handling 01 edges wilh colored 
pencils-whether edges of contours or 
edges 01 nelghboring colors-can be 
extremely expressive. In art, the edges 
we see are compell ing elements and 
are probably lundamental lO all our 
visual perceptions. How we handle our 
edges in drawing not only delineates 
shape. Il lmparts 10 our work a lIavor 
and mood. and ul!lmalely becomes a 
telling characlerlstic 01 our style. 



COMBINING COLORS 
How colors combine can qu ickly be 
seen when !hey are tonally layered over 
ooe another. In the top row, six patches 
\liere made with a 943 bu rn t ochre. The 
lirst palch was left unchanged, and lo 
each ol the other l ive palches a sec­
ond, randomly chosen hue was ap­
phed. These added hues are (reading 
Irom left); 916 canary yellow, 929 p ink, 
911 ol ive green, 932 violel , and 949 

si lver. 
In the six larger patches, a 924 

crimson red was applied ¡irsl lo the 
patch al left center. This palch remains 
unaltered To the l irsl patch al ils right 
was added ils complemenlary hue, a 
910 true green; and lo ¡he righl-hand 
patch , a near-complemenlary, 913 
green bice. These additions 01 color 
appear 10 reduce ¡he intensity 01 the 

orig inal color. 
In the bottom row, the orig inal color's 

two adlacenl colors were added- a 
918 orange al boltom left, and a 931 
pu rp le at boltom center- and lo Ihe 
lasl palch, both adjacent colors were 
added. Mixing logether ad jacent hues 
wil l usually subdue an initial color 
wilhout dulling il. 
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ARTIST: BET BORGESON 

Flower with Tonal Technique 
It IS In Ihe subtle gradalions 01 laye red 
lonal effects Ihal colored penClls excel. 
The demonslrallon sub¡eCI here is a 
IIO"Ner, a single peony. The arlisl 
wanled Ihe flower lo emerge ¡rom ils 
fo li age background lo do this she 
employed a finely grained and non­
dlrectlonallonal technlQue . 

. ,\ , 
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1. The artist used a few thumbnall roughs lo work out Ihe 
compOSlllon's basic color scheme-a split-complementary 01 
green, red-orange, and red-viole! This Inillal color scheme 
was, 01 course, tentatively dependent on what was needed 
later. The artlsllightly blocked in the peony on a medium­
gralned drawlng paper wilh an HB graphlte pendl. The 
complex pe!als were only skelchily suggesled at this pOlnt, 
and because liS stem seemed 100 spindly lo support Ihe 
Ilower's head, a loreground leal was added 10 lend visual 
S!renglh. Background loliage was nOI laid In wilh graphile. 
bul was developed as the drawing progressed. 

2. With a 943 burnt ochre pencil-chosen as a nea r­
complementary 01 the green that was later layered with it-a 
lonal layer was applied lo Ihe background. The artist kept the 
pendl sharp lo produce a fine grain For evenness 01 tone. 
she maintalned a medium penCl1 pressure and varied her 
stroke directlon lrequently. 

Applylng Ihe burnl ochre lO the background firmly dehn· 
eated the outside edges 01 the lIQY,rer. the slem. and ils lea!' 
The graphite contours were progressively erased as Ihese 
contours were reslated with color. This lirming up 01 outside 
edges suggests additional inside contours lar the flower, and 
these were li ghtly laid in with more graphite. A small sheet 01 
newsprint under the artist's hand protecled ¡he drawing 
surface . 



3. Al Ihis slage the arl isl added a l irst underlying layer 01 
!Ctlat cotor lo various parls 01 Ihe ItCM'er. The pencils she 
used are: 933 blue violet, lar tha! part 01 the Ilower that is 
farlhesl back: 931 purple, lar the core 01 the Ilower: and a 
922 scarlet red . for the area most forward . A 91 1 olive green 
.... ·as used to model the bud jackets. 

Besides setllng up spatial structure. these three underlying 
coIors en the flower also dehneate the con tour edges 01 the 
lI'tdivlduat petats. This muttl-petaled flower is easier 10 draw 
¡han you mlght th ink 11 is basically a malter 01 a rranging a 
color's values lo contrast light againsl dark. The darkesl 
vaJl.l8s. and consequently the tones made with heaviest 
pencil pressure. occur where each petal begins. The color 
then lightens in value as il spreads toward the petals' edge. 

4. The top peony leaves in the background were delineated 
by creating a negative space around them wilh a layer 01 967 
cold gray. lighl. The bottom leaves. those farthest lorward . 
were delinea!ed in !he same way wl!h a layer 01 968 cold 
g ray. very light. The foreground leal was also toned with a 911 
olive green penci l lo indicate a suggestion 01 modeling, and 
a few slight linear elements were added lo denote leal 
veining. 



<, 

", , 

5. With the drawing 's structure thus established . its add itional 
layers 01 color were tonally added . A 909 grass green was 
carelu ll y layered onto the leaves at the lop. Again, the penc il 
was kept sharp and the artist moved it in various directions. 
She avoided abru pt changes in value, because she wanted 
the leaves lO be somewhat indistinct and just lainlly seen. A 
911 olive green was applied similarly to the leaves at the 
midd le and bottom 01 the drawing. Th is layering 01 greens 
with the orig ina l 943 burnt ochre const ructed a natural 
lookin g green 01 low intensity. 

A 931 purp le was app li ed over the Ilower's b lue petals lo 
re inlorce the value changes already establi shed by the 
orig inal blue. A small amount 01 916 canary ye llow was 
add ed to the cente r petal. and 922 scarlet red was applied 
over Ihese petals previously toned with pu rple. Allhough 
colored penci ls do not b lend by ru bbing, extremely delicate 
gradations 01 tone can be achieved by carelul modulation 01 
penc il pressure and by maintaining a sha rp pencil point 

For the stem 01 the Ilower, a 911 oli ve green and a 931 
purple were layered to suggest a core shadow. 

'" 

Evaluation: The artist paused to objectively evaluate her 
drawing's prog ress She lelt her main problem was the color 
01 the peony- it looked as il it were made up 01 three different 
hueso Her solution was to work more 922 scarlet red into all 
the petal areas , so the red-orange color would dominate 
Fortunately. the drawing seemed to have no "worry spot."· But 
the li near veining in the loreground leal was not working 
wett- probabty because it was too isolated , with no similar 
li ne work anywhere el se. Lines 01 th is kind are not erased 
with colored penci l, but are made invisible by toning around 
them with a match ing value 

Some 01 the leal tones al so seemed too ambiguous in 
some places . The artist felt a sli ght crispening and darkening 
01 edges cou ld add the needed clarity without overstating 
them. 

6. To complete the drawing more 922 scarlet red was 
inleg rated wilh all 01 the Ilower"s petals. Some 933 blue violet 
was added in the alea beh ind the left bud jacket lor better 
modeling; and some 916 canary ye llow was light ly applied lo 
the Ilower"s petals nearest the Iront lo help projecl them 
lorward . Tones were gene rally relined and evened out ando 01 
particu lar imporlance, a l irmer gradation 01 hues and values 
was made on the Ilower's two lower back petals. 

The artisl used a 931 pu rple pencil on the teft bud jacket. 
but not on the jacket at the right. The core shadow 01 the 
Ilower's stem was also darkened somewhat with the same 
penci l, and leal edges we re darkened slightty where they 
merged too much with the gray In the vein area 01 the 
loreg round leal. the artist used a 911 olive g reen pencil lo 
eflectively "blend away" most 01 the line work . Enough 
modeling was allowed to remain, however. to suggest this 
leal's supportive funct ion lar the flower. 



Smgle Peony 2. 6o/e~ X 8:Y4H (16.8 X 22 cm), 
by Bet Borgeson 
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ART1ST: BET BORGESON 
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F10wers on Paper with Gesso Surface 
Sometimes a tonal drawing can benefit 
from a textured surface. Potymer gesso 
is an excel tent sur/ace. with a textu re 
more varied than that provided by a 
mac hine-patterned papero This is a 
ready-made product. resembling lh ick 
cream. and sold in art supp ly stores 
under many brand names. It is /ast 

drying, and a sing le coat 01 it brushed 
on a sheet 01 drawing paper yields a 
textured. flex ible, br il liant white sur/ace. 

Orawing tonally on lhis surface em­
phas izes a brushed texlure, which be­
comes an elemenl in the drawing. It is 
a su rlace that also encou rages a cer­
tain broadness and looseness 01 li ne. 

/ , , 
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1. Alter working out a simple arrangemenl with thumbnai l 
roughs, the artist light ly blocked in the hydrangeas and some 
01 the lollage with an HB penc il This was a fairly spon­
taneous drawing, developed as th e artist wenl along, so not 
much drawing with graphite was done al this stage. What is 
shown here, in lact, is darker Ihan it need be. These lines 
shou ld be very light, because th is time they wil l not be 
erased . 
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2. This is where Ihe drawing really sta rted . With an 833 blue 
violet penci l and medium penc il pressure , areas of negative 
space were tonally drawn lo reveal the fo li age forms. Orawing 
this negative space is sometimes the easiest way to see and 
slate these kinds 01 complex and crowded forms. II you know 
where you r loli age beg ins (at the ground), and where it ends 
(in and around the flowers). you can make a beginn ing by 
free drawing dark spaces between your not-yet-visible 
fronds. And because al this point Ihe dark spaces were not 
very dark, they could have been made darker-or turned into 
a Irond In lhis kind 01 drawing, the composition is al this 
stage still fa irly transit ional 

The arti st began mode li ng the hydrangeas with a 929 pmk 
and a 956 light violet, used separate ly and logether. Much 01 
the gesso surface's brill iant wh ite was left open lor the 
mound ing Ilowe r heads. Here the brush marks in the gesso 
were becoming slightly apparent. 
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Evaluation : Thls drawing moved alon9 loosely and fas! lor lhe arti st. So. before 
add ing a lot 01 detail s, she paused lo evaluate her prog ress , and lo determ ine what 
else needed to be done, 

Two Ihlngs became quickly apparent: Ihe fol iage lacked definition near the IOW8r 
loregfound and in the lower righl-hand clump: and, more seriously. ¡he flower$ 
Ihemselves dldn', quite seem lo register. Allhough their characteristic look was 
supposed 10 be rendered loosely. somelhing was lacking . Reviewing the three 
dlmensloos 01 color. one by one, seemed 10 ofler a clue. While ¡he general value 
range 01 ¡he flower looked about righl-lighl al their tops and darkening al ¡helf 
rounded sldes-Iheir hues were too much Ihe same. This was probably what made 
(hem a bi t boring. The in!ensity 01 (heir colors also lacked contras!. So, wha( the 
nO'llers needed was more variety 01 hue and more contras! in intensily, 

3. The fronds and leaves were nON 
tonally drawn wilh lour greens: a 910 
true green . a 911 ol ive green, a 912 
apple green , and a 913 g reen b ice. 
These d iflerent greens helped to re fine 
and d iflerenl iate the loliage and lo add 
a suggestion 01 depth . Spaces be­
tween the leaves were darkened wi th 
931 purp le and more 933 b lue vIole!. 
The arti st also appl ied sorne 91 1 olive 
green with heavy pressure to suggest 
additional foliage in these spaces . In 
the lower righl foreground. sorne 903 
true blue and a f9'N touches 01 910 true 
green were also added . Although the 
hydrangea b looms have not been al­
tered , they proJsct more ncm tha! the 
foliage is better developed . 



Garden Hydrangeas, 6%( x 8;.'4" (16.8 X 22 cm), by Bel Borgeson 
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4. A few bnght hues were bnskfy added 10 [he hydrangeas. 
For the flcmers in tront. a 923 scarlet lake. a 916 canary 
ye'low. and a 918 orange were used. For the 1Iowers in back. 
¡he hues added were a 903 true blue and a 956 light violet. 
Thls addltion livened them up. 

To lurther define ¡he fOliage where necessary, the artist 
played down the linear quahty 01 the gesso texlure. To do 
Ihls. more greens. and some blue and purple were added , 
apphed wllh sharp penCl1 pOlnts Into Ihose grooves 01 the 
texture where satura¡ed darks or CflSp edges were needed. 

TM close-up view aboYe shows how pencil tones in this 
drawlng were depos ited on the gesso ridges. A sharp penc il 
polnt l il ls In grooves lor more co lor satu ration at top center. 
Note. 100. (hat In th ls view the flower petals were loosely 
suggested ralher than drawn individually. 
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ARTlST: BET BORGESON 

Burnishing 
A while colo red pencil cannol be used 
lo render white unless it is used on a 
toned or colored paper: but it does 
havo anolher importanl use un ique lo 
the colo red penci l medium. This is its 
use in adding a g lazed surface eftect 
to a drawing or lo parts 01 a drawlng 
This techni que is called "bu rn is hing ," 
and lIs ellect is un like that produced by 
any other melhod 

HQW BURNI5HING 15 DONE 
Tho burnishing lechn ique is done by 
applying a white- or a similarly light­
valued penc il-with heavy pencil pres­
sure over a previously estab li shed tonal 
ama The Prismacolor penci ls mosl 
su itable lar burn ish ing are 938 white, 
914 cream, 964 warm gray, very lighl. 
and 968 cold gray, very light. The 
character 01 th e o rig inal tonal colors 
changes as p igmenl malerial and pa­
per become lighlly compressed, AI­
though the orig inal co lors become 
sll ghtly lighlened, because 01 Ihe add i-

lion 01 lighl-valued p igment , the ove rall 
ellect is an increase in color brightness 
and rellect ivity as the orig inal lonal 
hu es are mashed into the paper'S su r­
lace . Th is teehnique can also appear 
to evoke a wel or Iluid eifeet. 

In practice, bu rn ishing can be em­
ployed al any stage 01 a drawi ng, II can 
be integlated into Ihe inilial process 01 
drawing, or it can be used as a l inal 
step. Burn ish ing works well over any 
colored pencil hue 01 value, II is mosl 
ellective, however, when emp loyed ove r 
lona l areas ralher than those 01 a loase 
or li nea r natu re , Also, the less hue 
contained in the burnish ing peneil, the 
less the orig ina l color wil l be a ltered A 
938 while penc il , lar example, will 
burnish a color with less change lo that 
eolor's hue Ihan will a pencil with a 
similar value, sueh as a 914 c ream, 
wh ich conlains mOfe hue. 

DRAWING OVER BURNI5HED AREA5 
As an aesthetic option , add itional color 

can be applied over a burnished area, 
In regard lo color mixing, a pencil color 
lhal is layered ove r an area 01 l irm ly 
applied wh ite resu lls in a more intense 
vers ion 01 that penc il 's colo r. 

To see lar yoursell how burn ish ing 
g lazes a drawing's su r/ace and ap­
pears lo heighten color, lry it on some 
sample patches in your own workboük 
Start wilh a lew su itable pencils. Apply 
each 01 Ihese with heavy pressu re over 
some random samples 01 sing le and 
complex tonal hues, 

To see how much or how litt le the 
underlying color is allected by the 
color 01 the burnishing penC il , experi ­
ment with d iffe rent pencil colors laye red 
over tonal patches 01 the same hue, 

Burn ish ing is an interesting and 
uselu l technique. However, like other 
tech niques that use heavy pencil pres­
su re, it can lead to wax bloom. As a 
precaution , it is wise lo spray bur­
nished areas with a good lixalive. 



The dillerenee between Ihese two stud ies (Ieft) based on a 
texllle design is that the version on the left remains as drawn 
I'Ihile that on the right has been burnished as a l inal step with 
a 938 white penc il Among the eifects 01 burn ishing are an 
apparent heighten ing 01 intens ity in some 01 the colors, a 
smoothing 01 overall texture, and a general lighten ing 01 
values. 

Th e ill ustration (above) shows Ihe slightly d illerenl burn ish ing 
el/ecls 01 th ree lighl -valued colored penci ls on three patches 
01 color. The patehes are (Irom lelt to right) : a single layer 01 
931 purple: a layer 01 931 pu rple over a laye r 01 933 blue 
violet: and a laye r 01 918 orange over a layer 01 931 purple 
The penc il s used lar burnishing were (from top) a 938 white, 
a 968 eo ld gray. very lighl , and a 91 4 cream As can be seen, 
dark tonal values are leasl allected by the burnishin g pencil 's 
color. while lighler values and single layers are mos! aliected 
by il. 

'" 
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ARTtST: BET BORGESON 

Effects of Burnishing 
Colored penc il bu rni shing is a versatile 
techn ique. 1I is al so one lhal must be 
actually done lar a tu ll app rec iation 01 
its possibilit ies lar Ilne manlpu lation 01 
a drawing's su rface. Like most tech­
ni ques that re ly on heavy penc il p res­
sures. burn ish ing also can give a 
drawing a painterly quali ty. 

Although the elements in th is next 
drawing include a va riety 01 object 
surfaces-inc luding glazed ceramlc 
ware and a rubbery Jade plant- all 
these su rlaces can be burn ished-and 
all with dillerent resu lts 

1. On a resilient paper, the elements 01 
th is drawing-s compos ition were la id in 
with a graphite pencil. The dominant 
color scheme is a pnmary triad 01 red , 
yel low, and blue, with seconda ry mix­
tu res 01 orange . viole!. and g reen_ 
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2. The hrSI tonal hues were applied al this 
slage. Because values darken as add i­
tionallayers are added. these lirsl layers 
al color were kept rather light. A 9t8 
orange was used lar Ihe lablelop, a 931 
purple for the background. Far Ihe 
branchlng stems olthe Jade plant, Ihe 
artlst used a 948 sepia as a basic colar. 
comblned In some areas wllh 911 olive 
green and 932 violel 

The leaves-developed earlier Ihan 
sorne 01 Ihe olher elements because Ihey 
are not la conlain many color layers­
were drawn wllh a 911 olive green and 

some 903 true blue as re flected lighl. A 
few suriace pares previously impressed 
wilh Iracing paper are revealed here. 

The dominanl hue 01 the ceramic con­
tainer is 933 blue vlolel. with an area al ils 
center toned wlth 924 crimson red and 
922 scarlet red to suggesl local color 
changes . The ar1ls1 used a 942 yellQ'N 
ochre pencil al liS OOllom la Indlcale a 
rellection ollhe labletop. NOle hQ'N In 

several places Ihe white 01 the paper was 
preserved for hlghhghts The so11 in the 
conlainer was suggested wlth hghl and 
dark patches 01937 Tuscan red. 



'" 

3. Addit lonal taye rs 01 color were carelully and even ly applied 
over the hrst layers. In Ihe backg round, 918 orange was 
added to Ihe lovver nghl side 01 the background. The artist 
also used a 929 plnk near thls area, at the rear 01 the 
tabletop. and a 916 canary yellow tO'Nard the Iron!. Some 901 
Ind'go blue was added to Ihe soil in the container. The artist 
added some 931 purple and a IInle 903 true blue to the 
container 11sell 

4. Fer the burnlshlng. the artlst started wlth the container. and 
used a 938 whlte wlth heavy pressure as the burnishing 
penci!. She dlsregarded shapes and boundaries 01 color as 
she layered the whlte evenly over them. On the leaves and 
the plant the whlte was layered loosely over the dark and 
medlum values, but it was not used on the very lightest 
values Far the background and the tablelop. the artisl 
applied the 938 whlte more loosely sllll, almos! linearly Some 
01 these areas were left unburnished. 

Evaluation: Among the elleCls 01 burnishing is a general 
overall li ghten ing of values. When burnishing is planned as a 
last and final step lar a drawin g, you can take th is into 
account belorehand , and you can deepen your values in 
preparation . When burn ish ing IS pa r! 01 your drawing process 
however, some values wil l need restaling. 

In thls drawing, some 01 the dark va lues needed lirming 
up, especially Ihose in !he container and in the leaves. The 
leaves at Ihe rear needed 10 be subdued. There was also loo 
much contrast in the plant's branching stem. which needed 
to be reduced The yellovv loreground appeared lo need a bil 
01 lightenlng. and Ihe soil In Ihe container seemed lO need 
more developmen! more hue and more complexity 01 value. 



HQIN vertical colored pencil hnes are 
drawn back into a burnished area can 
be seen In thls enlarged detalL Al­
though ¡he prrmary pUlpose 01 Ihese 
!lnes is to darken vatue, they also reveat 
a galn In inlenslty because the bur­
nlshed surface IS sl ightly more reflec­
tille than an unbu rn ished surface, 

5. The drawlng was completed by 
adJusting the varlOUS value contrasts. 
To restate Ihe dark values In the con­
tainer. some 933 blue violet and 924 
crimson red were drawn hnearly into 
the burnished tonal areas. following ¡he 
container's general contours . A similar 
darkening was given the plant"s leaves 
and stems with 9t l olive green and 903 
true b lue, Some 948 sep ia was al so 
added lo the leaves, and some 968 
cold gray, very lighlly 10 Ihe slems . A 
937 luscan red pencil was lighUy ap­
ptied lO Ihe Ihree leaves al the rear to 
les sen ¡helr contrast wlth the back­
ground. 

The soil in Ihe container was lurther 
devetoped and darkened with tour 
hues-911 olive green , 924 crimson 
red. 918 orange , and 932 violel. lo 
lighten Ihe burnished yellow fore­
ground. ¡he arlist firmly pressed a 
kneaded eraser onlo il. Th is li lted away 
Ihe penci l material nol covered by 
burnishing. bul dld not change Ihe 
burnished are as, which produced an 
ellecl 01 sharp value conlrasts. 

Potted Jade, 6%" x 8%" 
(16.8 x 22 cm), by Bel Borgeson 

135 



ARTIST: BET BORGESON 

Using Colored Pencils with a Solvent 
U$ING TURPENTINE OR WATER 
AII colored pencils are lo sorne degree 
turpentlne soluble, but only sorne 
brand s are waler soluble. Those that 
are water solub le inc lude the Caran 
D'Ache Supracolor, Venus Wate rcolor­
ing. and Mongol brands. The Pris­
macolor and Spectracolor brands are 
among those Ihal are nol water soluble 

For Ihe look that mosl closely resem­
bies watercolor or palntlng. the waler 
soluble pencils work bes\. PenCIIs that 
are only turpenllne soluble also yield a 
flUid and palnterly ellec\' but they do 
so Wllh less convic!lon . Unhke the 
water-mlxed leads. which Itow 
smoothly, the turpenllne-mixed penc il s 
produce washes 01 a speckled and 
sli ghtly c lurnped look, On the other 
hand. because the lurpentine-mixed 
pigmenl dries In less time on Ihe paper 
than Ihe water-mixed. you can work al a 
laster pace wlth a turpentine solvenl 

However. Ihe pOlnt here IS not to 
dlscover whlch 01 these two solvents IS 
better-because neither is-bul only lO 
undersland the nature 01 thelr dll­
le rences in solubil ity and how th,s 
influences how you handle a particu lar 
type or brand 01 colored pencil. In 
either case , there are two basic ap­
proaches to using solvents wilh colored 
penCII: 

1. The solvent IS added only where 
needed lor spo/ blendmg and m/en­
slflca/lon Thls is done by Slmply dlp­
plng a colored pencil"s poinl Inlo a cup 
01 solvenl or InlO a solvent-salurated 
callan ball ; a rolled paper stomp (tor­
!Ilion) or a walercolor brush dipped in 
solvent can also be used lo app ly the 
solvenl to the su rlace . This kind 01 spot 
blend ing is pa rticu larly suitab le to the 
more easily control led turpenllne-solu­
ble pencils. They also dry almosl in­
stanlaneously 

2 The use 01 a salven! is mlegraled 
mIO Ihe drawmg process (rcm lis ear­
lIes/ slages In thls melhod, tines or 
Iones are used lO eslablish elements. 
and brushwork Wllh a solvenl used lo 
move around and modlly areas 01 color. 
Fu rthe r add itions 01 penc il are then 
worked Into the surlace, Th is is a 
dynamlC way 01 combining colO red 
pencils wllh solvents, and one in whlch 
dlsllncllons between drawing and 
painllng begln almosl lO vanlsh. While 
water soluble penCils olten excel at Ihls 
klnd 01 technlQue because 01 thelr easy 
Iluldlty, It IS by no means limlted lo 
them 

An Importan! Ihlng lo remember when 
experimentlng wlth the integrated 
melhod 01 using solvent is. the more 

colored pendl material that is placed 
on Ihe paper, Ihe more color you will 
have lor Ihe solvent lo liQuily and 
spread, Likewise, !he less peneil on the 
paper, the less the pigment will spread 
This is an important key to gaining 
control. Also. this method's similari ty to 
working with watercolor reQuires a pa­
per Ihal is suilable lor use wilh IiQuid 
media- thus, a paper nOI prone lO 
buckhng_ 

U$ING COLORLESS MARKERS 
Some manulacturers 01 lelt-tlpped art 
markers also oller unpigmented or col­
orless markers, They contain on ly a 
solvent lar liquilying or blend ing th e 
colored markers. These colorless mark­
ers (or b lenders) can also dissolve !he 
binder 01 most colored pencils, In 
addilion, Iheir Slurdy lell lips previde 
the additional fflction olten needed lO 
Ireely move the dlssolved pencil pig­
menl around Ihe papero 

Colorless markers ofler a relatively 
new and unique way 01 working with 
colored pencils and salven!. With an 
unpigmented marker. a li ne-a rt quali ty 
penc il such as Prismacolor or Spectra­
color can be used with almos! Ihe 
speed and sureness 01 a lelt-ti p marker, 
yel slill relain Ihe colored pencil's vi­
lality 01 color and permanence. 

The methods with whlch unpig­
menled markers are used wllh colored 
pencils are similar to those melhods 
used wlth water or turpentlne. The 
marker"s !ell tip can be a swilt color 
Intensifier. a means lar rapidly lighlen­
ing or softening an image, or a 1001 lor 
gaining a more active or gestu ral sur­
lace ellect. When usin g Ihe marker, a 
sheet 01 scralch paper is kept nearby 
lo "run out " the picked up color Irom 
the lell tipo One 01 the advanlages 01 
using a colorless marker is thal almosl 
any drawing paper can be used wllh 
no danger 01 buckling. 

USING COLORED MARKER$ 
Although using colored markers as a 
solvent is not a process lhat gains its 
ellect by dissolving Ihe colored pencil's 
plgmented mate rial, as are colorless 
markers, they are IreQuently used lar 
similar ellects, So lor this reason, th ey 
can also be regarded as a way 01 
combinlng colored pencils wilh a liQuid 
medlum_ 

When using colored felHlp markers 
wlth colored pencils. broad areas 01 
color are usually flrst established wilh 
the markers: then pencll colors are laid 
over the marker color lor de!ails 01 form 
or textu re , The mixi ng 01 the semi­
transparent pencl ls with the under1ying 

A solvenl brushed Inlo penell pigmenl can 
IIqulty color. Indlvldually o. In layered eom­
blnallona. 

marker colors adds a Quality 01 luml­
nosity to the pencil colors similar 10 Ihal 
gained with a colored or !Oned papero 

Because color can be quickly and 
accurate ly establi shed with the mark­
ers and texture and detail easily add ed 
with co lored penci ls, commercial artls ts 
and designers ollen use this combina­
lion. The only dlsadvanlage is thal 
markers lack color permanence. How­
ever. when long-range permanence IS 
not an ISSUe-aS IS often Ihe case wilh 
color deslgn and graphic work-Ihe 
comblnlng 01 colorad markers wlth col­
ored penclls ollers a swift and versal lle 
way 01 getting the bes! !rom two 
sources 01 COlor, 

When you stan 10 experi ment wilh 
thi s techn iQue , you will l ind that there 
are many suilable brands 01 colored 
markers on Ihe markel. 1I you are 
already uSlng Eberhard Faber's #311 
colorless blender, you may want lo add 
a 18'N colored markers lrom this man­
ulacturer"s ""Deslgn" series. But whal­
ever colorad markers you choose. a 
general palette 01 prlmary, secondary, 
and tertiary hues- all 01 less Ihan full 
intens itY-ls recommended, plus a lew 
earth colors and neutra l s, 



A helplul guide when combining 
colored penc il s with co lored markers is 
to choose those colors that contras! 
well wllh eaeh olher. For example, a 
hght-va1ued pencil shOlo\'s well over a 
dark·valued marker. as does a peneil 01 
bnght Inlensily over a duller marker. 
Agaln. personal expenmentallon is the 
suresl and lastes! way 10 diseover hOlo\' 
colors and texture mix best lor your 
ONn pu rposes. 

Dlfferent characterlstlc l 01 
Iluldlty can be seen In thue 
examples 01 turpentlne and 
water soluble pencils. The 
pencll plgments 01 Spectra­
color . OO PrismacoIor (~) .re lurpent lne soIuble . OO 
dl. pene tess evlllflly than 
the Caran D'AcIle Supra­
color and Venus Watarcolor­
Ing penclls, whlch are water 
soluble. 

The speckled effecl result­
Ing lrom use of turpentlna 
.. a aalvent can be better 
_ In ttle close-up vlaw 
below 01 lile two CIllfl1er pen­
CIlL 

MIXED 
WITH 

TURPENTINE 

• 

MIXED 
WITH 

WATER 



ARTIST: BET BORGESON 

Achieving a Painterly Effect 
To see how using colored penc il s with 
a solvent dillers Irom using them dry, 
compa re these two similar qUlck 
sketches . ¡jet Borgeson planned to 
draw the lily on the left, using colored 
pencilS as a dry medium, She planned 
to pa int its tWIn -ln-reverse on the right 
using colored penc il s as a wet me­
dium 

1. The beginning lor both sketches was 
the same. des pite the arl ist's plan to 
draw one and paint the othe r, She used 
a sheet 01 two-ply whlte Strathmore 
brislol lar her pape r su rlace. Colored 
and toned papers do nOI work well with 
colored pencils as a wet med ium since 
the solvent creates a dark trail that is 
confus ing lo work with 

Because Ihe painted li ly was going to 
contaln more than solvent accents, the 
artisl used water soluble pencils lar it 
rather than turpentine soluble pencils. 
She selected the Swiss-made Caran 
D'Ache penClls- a good wate r-soluble 
brand A Caran D'Ache red -orange 
#070 was used lo very li ghtly block in 
bolh flowe rs on dry paper A yellow­
green #230 was used to deline the 
stems. 

2, The artist drew Ihe lily on the left with 
lou r Prismacolor penc ils and no 
solven!. The colors-931 pu rple, 923 
scarlel lake, 918 orange, and 916 ca­
nary yell ow-were applied in tonal 
layers lor the flowe r, with some 913 
green bice added lo r the stem, 

'" 

She handled the li ly on the right a 
litt le d ifferently. Colored penc il was to­
nally applied where she wanted . But 
this was done rapid ly and loosely. 
Much less pigment is needed when 
water is to be brushed into it, In the 
long horizontal body 01 the li ly, lor 
examp le, two Caran D'Ache penci l 
colors-a red -orange #070 and a 
yellovv·orange #030-were app li ed lor 
the darkest area under the curl 01 the 
pela!. Then the artlst used a #10 red 
sable round brush, dipped in water and 
lighl ly blotted on a c lolh, lo drag Ihe 
color Irom nght to left . Alter this was 
done, Ihere was still enough wet color 
in the brush to break the linear bound­
ary and push some color beyond Ihe 
li ly's contou r edge 
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Two Ulies, 6:V." x 3%" (16.8 x 9 cm), by Be! Bo rgeson 

3. A ¡ew minutes laler, the paper was 
dry enough 10 draw back ¡nto sorne 01 
¡he palnted areas. (H ad Prismacolor 
and tu rpent lne been used, !he wet 
su rrace cou ld have been used or 
drawn back. Into immediately, without 
¡he few extra minutes 01 walllng- bul 
Ihe tones mlghl have been a bit less 
smooth.) One advantage 01 this method 
ClIIer conventional watercolor becomes 
apparent al th is slage: ref inements 01 
darkening a \fa lue o r crisping an edge 
can be done wllh Ihe lip 01 a pencil 
¡hatl$ exacUy ¡he hue 01 a surrounding 

color. 
Comparing ¡hese lwa sketches 

shows sorne 01 ¡he differences between 
colored pencils used dry and wet . Bu! 
d id you notice ¡ha! ¡he lily in ¡he dry 
version needed a fourlh pencH-a 916 
canary yellow-IO achieve an inlensily 
similar lo that accomplished w lth Ihree 
penclls in Ihe wet verSlon? And nol only 
does ¡he use 01 a solven! usual ly 
increase color in!ensity, il increases 
speed, The wet version here tooK only 
hall as long lO do as ¡he dry. 
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A close-up 01 the li ly on ¡he left shows lhe characteristic 
granular look 01 co lored penc ils app lied tonally, with no 
salven! used 
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The same area 01 the other li ly shows how colored pencil can 
be applied dry over a previous ly washed area to refine or 
mod ify a detall or value. 



U sing a Colorless Blender 
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Using colored pencils with an unpig­
mented art markcr is un like any other 
techn ique used with this medium. 1I 
offe rs an opportunity lo manipu late a 
painting surface in a partlcularly g8S­
jural and energetic way. There are 
usually th ree bas ic steps in the pro­
cess. 

1. For this qu ick study 01 a few lange lO$ 
on a palterned l ield, artist Be! 
Borgeson used Prismacolor penci ls lo 
rough in the elemenls on a sheet 01 
regu lar drawing papero (Art-quali l y pen­
c il s b lend smoothly with colorless 
markers, and paper buckl ing is no! a 
problem.) In add ition lo establi sh ing 
the relative positioning 01 lhe tangelos. 
lhe pencil p igments served as colors 
lar the unpigmented art marke r, 

Layering 01 diflerent colors at thls 
stage is apparent , bu! il was done 
loosely and gesturall y. She used 949 
silver with sorne cooler 903 true b lu e 
toward the rear lor the checkered pat­
tern, The tange los we re established 
wilh two basic colors~923 scarlet lake 
and 918 orange-bul she also used 
916 canary and 922 sca rlet red lor the 
tangelo in the toreg round, For add i­
tional dark values, a 903 true blue was 
used on the si ng le Iruil at the rea r, a 
911 ol ive groen on the middle row (as 
well as lar the stems and leaves), and a 
949 silver on lhe ¡ronl tangelo. 

2. With an Eberhard Faber #311 co lor­
less blende r, and using a gestural 
stroke, the artist blended the p reviously 
appli ed colors, She left p lenty 01 white 
paper because once 11 is cove red il 
can not bo recrealed As the colorless 
marker was moved from one colored 
element lo anothe r, its felt tlp was 'run­
out'" on a sheet 01 scratch paper lo 
resto re the felt ti p lo unpigmented 
solven\. Sometimes, however, a p icked 
up color in the fe lt lip can firsl be 
applied somep lace where a lighl val­
ued wash is needed. The arl ist added 
somo add ilional checkered squares in 
Ihis way. 
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Arrangemenl of Five Tangelos , 6%" x 6%" (16 .8 x 16.8 cm.), by Bet Borgeson 

3. It was in this th ird step of us ing colo red penc il s and 
colorless blende r that the characte r oí th is techn ique's work 
was deíined- whether it was to be a study or a linished 
expression . Th is depends in large par! on how lar a 
drawing's re linement can be carried with dry pencils 

Withou! havlng to wait for the surface lo dry. more pencil 
color was now worked into the painted areas . The original 
pencils were used again, thls time lo salten and integrate 
values Ihat modet lorms 01 the frui!. Also . some outside 
contour edges were crisped and texture added . A 916 
canary yellow was added to Ihe small center tangelo and to 

the fo rward one . 50me 931 pu rp le and 956 light viole! were 
also added to the forward one, and some 948 sepia was 
toned into its stem and leal as added dark value . Although 
!here was now less white pape r showing th rough , it still 
p layed an important part in achieving sparkle on the frui! 
s,urfaces. 

Finally, the artist deve loped cast shadows by both dry and 
wet ton ing beneath and around the fruit with a combination 
01949 silver and 903 true blue. A stripe was suggested in the 
pattern by drawing it in with a 956 1igh! viole! penc il, 
solten ing il with the blender 



· ...... , . 
"'. .. ... 
.. ~u .... :i:. 
~ . 1 
... r " , .\ 

') .f.. i ... ~. ,) 

1 4 .. . . ' . ... ~,. ....... . , 
: - ' 

Detall. A close,up vlew 01 Ihe fron! tangelo 's shaded side 
clearly shows sorne 01 ¡he results 01 this technique's basic 
sleps The yellowish hue is 918 orMge comb lned wilh 916 
canary yellow that has been liqUllied and manipulated with 
the colorless blender. The colors 01 the 922 scarlet red . 931 
purple and 956 hght violel pencils are those applied dry over 
Ihe palnled area The firm contour line 01 922 scarlel red was 
added lasl and nol modilled wlth salven!. Blls 01 white 
amoog the colors remain as Ihe sparkle 01 bare papero 
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Here is a really good book for the artist who wants to develop his or 
her pencil drawing abilities, whether it's to improve your prelimi­
nary sketch work, or lo create beautiful pencil drawings complete in 
their own right. PencN Drawing Techniques brings logelher six 
of loday's best artists, all of whom are ineredibly fine inslructors as 
well . The artists show you how lo develop your skill and abilily in 
handling pencil lechnique. 

Ferdinand Petrie shows you how lo handle pencils and produce a 
eontrolled variety of lines, values, and textures. Then he shows you 
exactJy how to use these techniques lo draw Jandscapes in a range of 
styles and eompositions. Rudy De Reyna exp lains penen basies, 
and explores perspective, size relationships, form, and strueture. 
Douglas Graves teaches you how to OOgin drawing portraits by build­
ing a drawing step-by-step. Norman Adams and Joe Singer demon­
strate how you can use the pencil to produce spectacular drawings of 
animals. John Blockley and Richard Bolton show you how peneil 
drawings can capture the essenee of a subjecI and help you work out 
a plan for painting it. Finally, Bet Borgeson teaches you all the seerels 
of colored pencil work and demonstrates a whole new dimension 
of artistic style and skill you can achieve with color pencil drawings. 

The book is divided into seven sections: how to handlea pencil, fun­
damentals of drawing , drawing landscapes, drawing portraits, draw­
ing animals, drawing for watercolors, and handl ing color pencils. 
The copious illustrations throughout show in detan how the artists 
use their techniques. 

For the artist who uses the penen, Peneil Drawing Teehniques is an 
excellent instructional book of ideas for using the pencn ereativeJy. 

144 pages. BY4 x 10% (21 x 27 cm). 31 color plates. 80 blaek-and-white 
i11 ustrations. lndex. 

Cover photo by Brlao Mercer 
Prinl&d in U.SA 
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