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METRIC CONVERSION CHART






	To convert	to	multiply by
	Inches	Centimeters	2.54
	Centimeters	Inches	0.4
	Feet	Centimeters	30.5
	Centimeters	Feet	0.03
	Yards	Meters	0.9
	Meters	Yards	1.1
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	Sq. Meters	Sq. Feet	10.8
	Sq. Yards	Sq. Meters	0.8
	Sq. Meters	Sq. Yards	1.2
	Pounds	Kilograms	0.45
	Kilograms	Pounds	2.2
	Ounces	Grams	28.3
	Grams	Ounces	0.035
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A Greeting to My Readers 



As I sketched this docent, reenacting 1846 pioneer life at Sutter’s Fort in California, she busily signed deeds to nearby land. Now she serves to pen my note to you.



Library shelves are filled with wonderful books on drawing the nude figure, some of which have become classics but few about drawing clothed figures have been available. I have taught college courses on illustrative figure drawing for many years, but it was the response from professional artists during my drawing workshops that convinced me to create this book. My goal is to give artists greater control of the people they draw, wearing the clothing they want them to wear and telling the story they want to tell.



There are two things to consider as you draw figures. What are you trying to communicate; what opinion are you trying to convey through your drawing? Second, what principles and aides will you use to communicate that opinion?



Opinion—The What of a Drawing 



Recall some drawings of people or figures that impressed you. Can you think of one factor common to all? An opinion is the common denominator of every drawing I greatly admire. I cannot recall a single one that did not reflect the opinion of the artist who drew it. Leonardo da Vinci uses opinion mildly in a study of folds for a seated figure. He uses the folds to create a beautiful design that reveals the figure in repose. Hans Holbein’s opinion appears as he subtly suggests the personalities of his people in sensitive, beautifully designed portraits. Käthe Kollwitz’s drawing of an anguished mother holding a dead child shows such passionate opinion that some viewers can barely look at it. Though the styles and subjects of these artists vary, the artists all showed opinion. You can almost hear them telling us what they saw and felt—how they related to the image—before drawing it and sharing it with us.



Opinion is the element of a good drawing for which one needs no art experience or education. Opinion comes from within us. Even young children have strong opinions about their subjects and drawings. What we see as scribbles, a child describes as an action hero zooming through space or the most beautiful of princesses. As adults, we should retain the enthusiasm children show us. Before every drawing, form an opinion. Your opinion about the person you are drawing, whether it is about the character, type, attitude, gesture or whatever else strikes you, is the goal of your drawing.



Principles and Aides—The How of a Drawing 



The things we learn about drawing,whether from instructors, books, studying on our own, experimentation or emulation, all provide the know-how to communicate your opinions about the drawing. The drawing aides and devices emphasized in this book will help you do that. Understanding and practicing them will give you the control to portray your figures with authority. 



Is There a Right Way to Draw the Figure?



No! There is no right way to draw the figure. To many students, different approaches to drawing seem to conflict. Instead, think of each approach as a different lesson with a different emphasis. All approaches are useful and all can be part of our neverending study of drawing. After assimilating things you’ve learned, your brain, unbeknownst to you, puts everything together, developing the style that suits you best. Then, your own style can truly emerge, a unique combination of your own aesthetics, education and experience.



Only you know the purpose for which you want to draw people. Use this book and my suggestions as they are appropriate to your skill level, for your stage of development or for whatever subject you are most eager to explore.





1TYPES OF FIGURE DRAWING 



“WHEN YOU DRAW, DO YOU STAND UP OR SIT DOWN?”
Many guest artists visiting my classes have groaned inwardly when asked such a seemingly unimportant question. But when someone is learning and studying, anything that creates confusion, whether physical or mental, is important. Mental skills—the most important ones—develop from the accumulation of knowledge gained by observation and instruction. Physical skills are the technical ability to make your hands do what your mind tells them to. Artists must acquire both skills.



Let’s start with the physical skills, drawing figures under different circumstances and for different purposes. Part one is about making everything that is physical—our media, our setups, our bodies and our hands—work for us. Controlling these factors will help you apply your accumulated mental skills to figure drawing in any circumstance, whether it’s drawing from a model, sketching or drawing in your studio. Controlling the physical aspects of drawing will allow each type of drawing to flourish in its own way.
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CHAPTER 1 



Drawing from a Model 
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Arrange an Effective Setup 



This student has arranged her setup for a successful drawing session. She stands far enough from her drawing board to see all of her paper. She has placed her easel so she can see the model’s entire figure. The flexibility of her hand as she holds her medium allows her to make strokes in any direction.



Artists use the marks they put on paper to express what is in their minds. The physical translation from head to hand is important in achieving that goal. Physical ease and flexibility allow artists’ opinions to move from their minds and hearts directly through their arms, fingertips and drawing media to their paper. The greater the ease with which you can move your arm, wrist and hand, the less limited you are in your ability to express your opinion, what you want to say, about your subject. To clearly express their artistic messages, dancers and musicians must develop and control their physical skills. So, too, must an artist’s hands and arms be ready to draw what his or her mind sees without being limited by a lack of physical skills.



If you can draw in large motions, the range of motion and ease of movement you acquire will carry over to smaller drawing motions. So this chapter deals with drawing models on large paper, including approaches to drawing, procedures, setups and drawing media that will help develop both physical freedom and control.





USING YOUR MEDIUM 



Something as simple as the way you hold your drawing medium can make all the difference. Holding it correctly can increase your range of motion and the variety of strokes you are able to make. This, in turn, increases your ability to express what you want about a subject.



Soft Media Develop Flexibility 



An artist who has wrist flexibility can use spit and a burnt match with some success. However, using short, soft media helps develop flexibility. Using a short medium will keep your hand close to the paper so you can feel a subject as you would a sculpture. With a soft medium the artist can make marks easily without bearing down. Sharpened media allow you to apply both line and tone easily.
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Give Yourself Choices 



Holding a sharpened medium overhand allows the flexibility to make strokes in any direction and switch between line and tone, even in a two-minute thumbnail like this.
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Use a Sharp, Soft Medium 



I recommend a soft stick medium, such as X-soft compressed charcoal or a pastel stick in a dark brown color. Conté Bîstre is a good choice. To sharpen it, make a long point on your medium with a craft knife, then smooth its sides on a sand pad so you have the choice of making a line using the tip of the medium or applying tone using the side.
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Hold Your Medium Overhand 



Let this be an order! Hold your medium overhand so you can apply strokes in any direction. With your palm upward, place the drawing medium perpendicular, not parallel, to the line of your fingers. As you draw, make sure it continues to lie across your fingers. If your medium is parallel to your fingers, it will get “stuck” and you won’t be able to stroke in as many directions or change from line to tone.





FLEXIBILITY OF MOTION 



Flexibility of your hand, wrist and arm enables you to place line or tone in any direction. The direction of your strokes should relate to the opinion you want to express and to the forms of the figure. Leonardo da Vinci chose to apply strokes in only one direction in many of his magnificent studies. However, you should use techniques like that only by choice, not because it is the only direction in which you can apply strokes.
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Use Your Entire Arm 



Imagine the head of a pet poking through a hole in your paper. As you draw, feel the head as a sculptor would feel it. Move your fingertips across the paper from the far side, around the head and under the chin, paying attention to the movement of your arm. When your fingers are on the far side, your elbow is high. Under the chin, your elbow is tucked next to your body with your palm facing upward.
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Apply the Motion to Your Medium 



Draw an oval or circle, feeling the form as you did around the pet’s head. Rotate your hand, wrist and arm as you draw.



[image: 9781581803594_0017_001]


[image: 9781581803594_0017_002]


Rotate Your Medium 



Practice changing strokes from line to tone and tone to line. Draw a sharp line, holding your medium parallel to the direction you’re drawing. To switch to soft tone, gradually rotate your arm and wrist until your medium is perpendicular to the direction of your stroke. The tone will be thickest when the drawing medium is perpendicular to the stroke.
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Adjust the Angle of Your Medium 



Varying the angle of your medium to the paper is another way to vary the width of your stroke. A greater angle between the medium and the paper (drawing 1) produces a sharp line. A smaller angle (drawing 2) with more of the medium touching the paper produces a soft tone.
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Warm Up 



Warm up before every drawing session. Make strokes in every direction. Draw lines, tone and curves. Move your hand as though you were moving around a form. Have fun. Get flexible. After you have drawn for a while, examine your medium. If one side of the point is flat, you aren’t rotating. If the sides are worn down evenly, you have been rotating your wrist exactly right!





POSITION YOURSELF COMFORTABLY 



Here are some hints for drawing when standing at an easel or sitting on a drawing bench, both common positions for drawing a model:




[image: 3] Make sure you can see the person you’re drawing as easily as you can see your drawing. Place your drawing bench or easel at an angle so you can see your subject at the side of your drawing board.



[image: 3] Use a drawing board to provide a firm drawing surface.



[image: 3] Avoid tense shoulders by relaxing your hand while you’re drawing and resting it downward while observing.
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Sitting on a Bench 



Position yourself far enough away from the paper to see the entire paper with ease. Sit upright so your arm is ready to move. Angle your pad behind the ridge on your bench so your eyes are perpendicular to the paper and you aren’t viewing your paper in perspective.
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Standing at an Easel 



Stand far enough from your paper so you can see your entire drawing. Adjust the easel’s height so your eye level is about two-thirds of the way up the drawing. Try placing one foot closer than the other so you can easily rock back and forth to assess what you have drawn. Make sure you don’t have to peek around the easel to see the model. The easel doesn’t have to see the model. You do.
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Lifters 



A lifter provides a higher ridge on which to place a drawing board, giving tall people more control when drawing on the lower part of their paper. You can build lifters easily.
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Keep Your Board Off Your Legs 



Place your bench at an angle to the model so you won’t have to move your board to see. When drawing large, placing your board across your lap limits freedom of movement in your hand and forces you to view your drawing in perspective.





DRAWING DIRECTLY 



When you draw an image directly on the paper without an underdrawing or visible guide, you are drawing directly. Drawing directly encourages you to look, to observe and to think. The only guides you should use to draw directly are in your head. They are the essential things you observed and intend to convey. These things form a mental map of where you want to go.



Drawing directly does not mean that you have to draw with one continuous line. It simply means that once you’ve gathered the information you need to draw something, you draw it. To draw with immediacy and freshness, develop drawing authority or draw a subject in twenty minutes or less, draw directly!
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Try Drawing in Line 



You can use line, tone, a combination of both or even mixed media to draw directly. Drawing in line is a wonderful discipline for learning because it teaches you to look and think. Student Chuck Pyle captured the sassy confidence of this mime with this two-minute direct line drawing. Though he barely indicated her face and hands, viewers notice her grin and the amusing way she holds her hat.
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Acquiring Line Sensitivity 



Lines in a line drawing can vary in weight, thickness and degree of sharpness. This variation of line quality is called line sensitivity. It’s the one quality of figure drawing that you can’t acquire by thinking about it. Like love, it comes when you’re not looking for it, when your acquired knowledge combines with a free and flexible hand to express your opinion. That is when line sensitivity comes naturally. Student Bill Sanchez did not use any guide lines and did not erase any lines in this twenty-minute drawing of a Scotsman. The wonderful sensitivity of his lines resulted naturally from his flexible hand’s response to his careful observation and the opinion he wanted to convey.
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