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		PREFACE

		Drawing is an act of the will. Anyone can learn to draw. It is a matter of acquiring a series of finite skills that then have infinite applications. Once these skills have been mastered they can then be applied in any way the artist envisions. The difficulty often lies not in learning the skills themselves, but in actually applying them. A certain level of competence in drawing can be acquired by those diligent enough to pursue it. Anyone can learn to draw, but it takes both skill and talent to do it well.

		Daniel Parkhurst, author and student of the academic painter William Bouguereau, wrote that “talent is just another name for the love of a thing.” This love gives a person the desire to pursue an objective in spite of obstacles that arise and provides him or her with the stamina necessary for extended study. Just as not every piano student will become a professional pianist, most students of drawing will not become professional artists. However, art affords pleasure to all who study it and increases each student’s ability to appreciate the art created by others.

		The world, both physical and emotional, provides an infinite resource for the artist to reference. In addition, each person born is distinctive in personality and circumstance. These factors combine to create a unique internal landscape, allowing each artist to bring his own singular vantage point to the work. The work of all good artists reveals some aspect of the world that was closed to us before or creates a meeting place where we can identify a kindred spirit. The artist’s vision shows us a different world by allowing us to see through their eyes for a brief moment as their distinctive and particular vantage point reflects their view of the whole.

		The principles discussed in this book form the building blocks of art that, through the artist’s vision, can be applied with unlimited variety. The face has just a few essential features—eyes, nose, mouth, and ears—that are applied in the human physiognomy with so much variety that we never see the same face twice. So too in art, there are principles that form the foundation of every successful work of art that have been applied and will continue to be applied with a breadth of variety to rival that found in the human race. Mastering the basic principles of art does not limit expression, distinctiveness, or personal freedom in our work. Rather, it strengthens these qualities by giving them structure.
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		Raphael, Deposition (detail), early sixteenth century, ink and traces of black pencil on white paper ruled in sanguine squares, 113¾ x 1173⁄8 inches, Uffizi, Florence, Italy

		Photo Credit: Scala / Art Resource, NY

		INTRODUCTION

		
			“As has been said, you begin with drawing.” — CENNINO CENNINI (from Il Libro dell’ Arte)

		

		The artistic masterpieces of every age have consistent underlying principles that emerge regardless of stylistic differences. By studying these artistic principles and their applications, we can appreciate the unique qualities embodied in the masterpieces of the ages. This in turn can help us recognize historical innovations in drawing and painting, and suggest to us ways in which these innovations can be used in contemporary art.

		New art movements based upon artistic reactions to prior traditions have been responsible for much of the innovation in the art world. However, in the cultural climate that exists today this pattern of receiving an artistic heritage and either building on it or reacting against it has been broken. Many contemporary artists acknowledge no relationship at all to the art of the past. This failure to acknowledge what is in fact our common art heritage is, in my opinion, a major weakness of much current art.

		In our arts climate, historical education and art training are often considered antithetical to genius. Rising artists are frequently expected to tap their knowledge directly from the ether, disconnected from history and labor. However, when the instincts of the individual are elevated above education, the artist can become stuck in a perpetual adolescence where his passion outstrips his ability to perform. A far more powerful art form is created when artists seek to first master the craft of art and then use it to express their individuality. As the British painter Sir Joshua Reynolds said in 1767, “Rules are not the fetters of genius, they are the fetters of men with no genius.”

		Only by rebuilding our knowledge base can art once again become the combination of brilliant technical achievement and unique self-expression that defined the great art of the past. I was first introduced to this concept when studying with Myron Barnstone at Barnstone Studios. I was astonished to find that art had a language and a continuity of ideas that flowed throughout art history. Throughout high school and art school I was expected to create original work before ever learning the basic skills. After several frustrating years of trying to express myself without the proper tools, I decided to learn directly from artists. I found atelier training to be the most challenging and rewarding approach to education. This is why I choose to train my students in this method.

		The atelier movement attempts to rebuild the links between masterpieces of the past and our artistic future. As such, it sets a different course than the one prescribed by the arts establishment of the modern era. By reinvigorating arts education we can give the next generation of artists the tools that have been lost or discarded over the last one hundred and fifty years. This book was written with the aim of reintroducing basic or fundamental principles of art. The principles laid out in this book, when studied in both successful works of art and through exploratory exercises, will hone one’s powers of observation, cultivate awareness of visual subtleties, foster discipline of both eye and hand, and build the skill and technique required to create strong, successful artwork of any style or genre.

		This book lays out the genesis of the contemporary atelier movement, the principles upon which atelier training is founded, and a few exercises for beginning to master those principles. I have also included a number of sidebars with words of wisdom from contemporary artists who are exemplary draftsmen. My goal is for students to gain confidence in their drawing skills and to be able to apply them in creating new work for our times. Once a student knows how to draw, lack of skill will not hinder the development of a personal vision. We can learn from the past not by blindly adopting historical methodology but by interpreting it and adapting it for our own needs.
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		Michelangelo, Study for the Head of Leda, 1530, red pencil on paper, 14 x 105⁄8 inches, Casa Buonarroti, Florence, Italy
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		Peter Paul Rubens, copy after Leonardo da Vinci’s Battle of Anghiari (detail), circa 1600, black chalk, pen, and brown ink on paper, heightened with gray-white chalk, 17¾ x 25 inches, Louvre, Paris, France

		Photo Credit: Réunion des Musées Nationaux / Art Resource, NY

		PART ONE

		Welcome to the Atelier
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		Juliette Aristides, Sutherland 3: Crouching, 2005, charcoal on paper, 19½ x 16 inches

		CHAPTER ONE

		A HISTORICAL PERSPECTIVE

		Artistic Training in the Twenty-First Century

		
			“Nature alone can lead to the understanding of art, just as art brings us back to nature with greater awareness. It is the source of all beauty, since it is the source of all life.” — EUGÈNE CARRIÈRE (from Eugène Carrière: Portrait Intimiste 1849–1906 by Valerie Bajou)

		

		Oftentimes in order to advance one must look back. Like technology, art is built upon what happened before and influenced by what happened around the time of its creation. Each new technical discovery and stylistic invention paves the way for the next—generating either an affirmation of what has come before or a reaction against it. By looking back at the art that was created during previous eras we can connect with past masters, learn from their accomplishments, and create a new art for our times without reinventing the proverbial wheel.

		With this in mind, in this chapter we are going to set the stage for our studies by briefly tracing the history of art produced in the classical style, dating back to the ancient Greeks. We will follow the role of artists in western societies and the changes in their training. Lastly, we will outline the role of ateliers and how they fit into the history of western arts education. This overview can help provide a context for our contemporary studies and can help ensure that our artistic choices are deliberate rather than happenstance.
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		Michelangelo, Man’s Face, early sixteenth century, red chalk on paper

		Photo Credit: Scala / Art Resource, NY

		The Origin and Perseverance of the Classical Aesthetic

		The art produced in ancient Greece celebrated harmonious proportion, reason, beauty, and order. This period, which roughly spanned from 480 to 320 b.c.e., is often referred to as the Golden Age of Art. It is considered to be the starting point for the classical tradition—and indeed has influenced many aspects of western culture ever since.

		The ancient Greek culture was built on a foundation of knowledge established by earlier ancient civilizations, including Egyptian, Near Eastern, and Aegean cultures. The Greeks invigorated existing artistic ideas and techniques by accepting knowledge from their forebears and combining it with their new scientific discoveries, thereby increasing the accuracy with which they represented nature. In so doing they turned from a canon of rigid artistic schemas and achieved a heightened realism in their art that was influenced by observation from life. The Greeks did not simply abandon artistic conventions; they added to them.

		Early Greek sculpture embodied the idealism, formalism, and rigidity found in the art of the surrounding cultures. Imagine a frontal nude male figure staring straight ahead, with static and symmetrical features, no foreshortening, both feet firmly planted on the ground, and arms by his side. Such was the style that was common in Greece around 580 b.c.e. However, one hundred years later Kritios Boy was created. This famous sculpture is noted for being the first work to use contrapposto, a natural way to stand that captured a sense of movement and observed reality. Later Greek work becomes incredibly graceful—with figures modeled after athletes in dynamic poses, women with flowing draperies, and powerful, beautiful gods.

		The ancient Romans borrowed many artistic elements from the Greeks, mimicking their accomplishments and standing on the shoulders of the masters before them. They tailored the artistic triumphs of Greece to their own needs, copying what they could and adding where necessary. The Romans introduced naturalism to the more idealized forms of the Greeks. Rather than echo the idealized heads common in Greek art, the Romans wanted to honor specific individuals by capturing their likenesses. Portrait busts were an important part of Roman culture and were created to honor relatives in funeral altars, tombs, and shrines. They were also used to honor emperors, high-ranking political officials, and notable military leaders. One particular sculpture, generically titled Roman Portrait Bust of a Man, that was created in the first century b.c.e. shows a bald man with a wrinkled and furrowed brow, loose jowls, baggy eyelids, and a light asymmetry to his face. This record of a human life with all its idiosyncrasies is a unique development of Roman art.

		For six hundred years the classical tradition flourished throughout the Mediterranean and beyond. However, this artistic chapter was laid aside during the early Christian era and the Middle Ages. The early Christians rejected the foundation of classical art because of its perceived association with the idolatry of pagan religions. The classical veneration of the nude was found worldly and profane by the earliest Christians. Religious art was based on the mind’s eye, searching for the eternal, rather than observing nature, which is temporal. The early Christians weren’t interested in the illusionistic qualities of art. Their work was two-dimensional, always clothed, and based on canons and conventions that reflected their worldview. Consequently, the Greek interest in the study of nature was replaced by religious iconography and lay dormant for centuries.

		The spirit and aesthetic of classical Greece was rediscovered during the fourteenth century, during the period called the Italian Renaissance, which literally means “rebirth.” Philosophers, architects, and artists were all captivated by the humanistic perspective of the ancient Greeks, believing man is the measure of all things. Along with this interest came a turning back to the study of nature and classical canons. For visual artists, such as Leonardo da Vinci, this meant studying anatomy from cadavers and botany from actual plants. Perhaps the sculpture that most clearly embodies the Renaissance fascination with Greek art is Michelangelo’s David (1501–1504). The heroism, realism, and beauty of the Golden Age of Greek art was revived; in this larger-than-life, idealized male nude sculpture, the pagan Kritios Boy was transformed into the biblical character of David.
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		Ginette Chalifoux, copy after Charles Barque’s Male Torso, Back View, 2002, graphite and pencil on paper, 9 x 12 inches. This is a student copy of one of the many lithographic plates created to train artists in a nineteenth century. The first drawing shows how the student is to begin by simplifying the shapes and the second shows how to bring the drawing to a finish.

		The Artist as Craftsman

		Many factors contributed to the excellence of the art created during the Italian Renaissance. One of these was that artists were venerated by society in a way that had never previously occurred. To fully appreciate the shift, it is helpful to review the role of artists in society prior to the Renaissance. The creation of artwork had been seen as a craft and painters and sculptors were categorized among stonemasons, glaziers, and weavers as manual laborers. Artistic creativity per se was not valued, nor were artists encouraged to produce unique or original work. Paintings and sculptures were most often created for political or religious reasons rather than intellectual or aesthetic purposes. Moreover, art was often considered the creation of the person who commissioned it rather than of the artist. In fact, most works of art were not attributed to individual artists or even signed.

		Art was produced by a team of people in a workshop environment. The master of the workshop was himself a successful working artist and was responsible for training and supervising the students and all the work that they produced. Each artist passed his knowledge on to the next generation through teaching by example. Because the art produced in the workshop was viewed similarly to the items (such as furniture or tapestries) produced by other workshops of the day, master and apprentice would often collaborate on
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