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Preface and Acknowledgments


Anyone can learn to draw. Just as anyone can throw a ball, pirouette, or play a violin, anyone can make a drawing. For some, it is natural; for others, lacking natural skill, it’s a labor of love motivated by passion. I assumed I was of the former variety until, in my first semester at the Fashion Institute of Technology, New York, I was informed by a professor that I was of the latter and should rethink my artistic pursuit.


Drawing fashion had been a passion of mine since childhood and I asked what I could do to remain in the Fashion Illustration program. “Draw!” was the reply. “You will need to draw, draw, and draw. Draw everything, anything, anytime, or anyplace, just draw it.”


And I did.


I began to fill sketchbook after sketchbook with drawings. I drew my friends, my apartment, my laundromat; I drew my cat, my hat, and faces on the bus or train. I drew from photos, memory, and ideas, but mainly I drew from life. Drawing from life is challenging and nurtures a better sense of draftsmanship and observation skills.


I got better.


My drawings improved to the extent that the very same professor, astonished at my progress, commended me by nominating me for an award. That professor, Rosemary Torres, became a friend and put me on the right path to honing my skills. Encouraged, I started taking additional classes at the Philadelphia College of Art (now the Art Institute of Philadelphia), the Fashion Institute of Technology, the School of Visual Arts, Parsons School of Art and Design, and the Art Students League.


I loved the energy and environment of drawing studios, with a circle of artists at easels surrounding a model stand. I spent many years as a student in these environments with many extraordinary teachers.


Jack Potter introduced a series of premises usually involving shape as a backdrop for drawing. Barbara Pearlman’s classes were characterized by the opera music blaring from the stereo that infiltrated the drawings through a line that was emotional yet concise. Ana Ishikawa balanced both shape and line in figures that were grounded through anatomy and diagonals. Steven Meisel charged the room with energy; Jane Bixby Weller slowed it down with knowledge and calculated charm. Peter Hristoff broke the rules and Judy Mannarino reinvented them. Each instructor’s style inspired and challenged the artist through a variety of ideas revolving around one theme: drawing the figure.


When I became a teacher, I wanted to motivate, inspire, and challenge my students as those instructors had me. Teaching presented the challenge of how to communicate my experiences, ideas, and exercises into a fifteen-week semester.


I started by incorporating Jack Potter’s formula of weekly premises, which I defined as visual words forming a vocabulary for drawing. I forwarded this idea with exercises that not only simplified the figure in terms of line and shape, but incorporated texture, value, and chance against a backdrop of composition.


My first realization was that consistency was important in order to communicate a different set of ideas each week. That consistency came in the shape of the figure, literally. I now use this shape—the figure—as a template to investigate the weekly exercises.


My next realization was that throughout the fifteen-week semester, the skills that the exercises provided to the students went far beyond the scope of a course in fashion drawing or illustration; these were tools or words in a visual vocabulary that would serve the students in many creative disciplines outside of the class as well.


Sometimes life comes full circle, and the opportunity to present this information to a wider audience occurred in the same hallway where I was once told that I should rethink my major. An esteemed colleague and friend, Professor Karen Santry, presented me with the opportunity of writing this book.


And I did.
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This illustration, Man in Black, demonstrates that the traditional skills explored throughout this book—observation, utilizing shape and line, and the principles of composition—are invaluable. They are also essential in the application of digital programs—in this case, I used Photoshop and Illustrator.




Introduction


This book is unique.


The exercises are geared toward illustrators with the intention of simplifying the principles and ideas that are associated with the genre of fashion illustration and the lifestyle market. Although the figure is initially used as a template to examine these principles and ideas, this book is not only about drawing the traditional fashion illustration figure. There are no systematic charts of nine or ten heads to measure a typical first croquis. The focus is not on how to draw a collar or cuff, or render fur or satin, or draw an eye. The idea is not to reinforce a particular method of drawing. Instead, the exercises in the book challenge the student to reinvent their notions of looking and drawing and to analyze the visual of the figure in terms of line, shape, and value.


This book is geared toward the advanced student who has a working knowledge of the figure and drawing. However, the information provided will be of use to anyone at any level, as the exercises promote observation and draftsmanship. Structured around the method of using weekly sessions to expand the visual vocabulary of students, the book is primarily about the possibilities of drawing the figure and capturing a lifestyle.


Lifestyle illustration can seem an elusive term that defies definition. “Lifestyle” reflects the style of dress, environment, entertainment, consumption, and social habits of a culture. Illustrations that visually capture the essence of the lifestyle of a segment of society are, therefore, defined as lifestyle illustration. Advertising and promotional campaigns are geared toward such targeted audiences; the role of the illustrator working in this market is to create an illustration that not only reflects a particular lifestyle but also is attractive to the audience. This can be achieved by incorporating a fashion sensibility into an illustration, whether it is of a fashion show, luxury hotel suite, cruise ship, cocktail glass, or urban skateboarders.


The aim of this book is to provide the artist with the tools to transform the most mundane of settings into a stylized and graphic visual. In addition, because the exercises focus on thinking and choice, the information is not limited to a lifestyle market; they can as easily be applied to the genres of caricature, graphic novels, and general illustration as well.


How the Exercises Work


The exercises are structured in a simple format to nurture draftsmanship, sharpen drawing skills, and incorporate composition into the equation.


The book begins with the slow methodical drawing process that I refer to as the balancing act. This fosters a solid observational skill, which in turn nurtures the draftsmanship of the student. The next exercise, breaking the figure into simple contour lines, reinvents the figure as a template for composition.


Composition is the main backdrop upon which the exercises in shape and line quality perform. The ability to see the figure in terms of shapes allows for a quick rationalization of the visual, which can then be translated through line, value, and technique. Exercises in line quality simplify this elusive concept and introduce the student to a simple process of incorporating line quality into an illustration. They also demonstrate how to use the idea of line quality to indicate depth and space on the figure.


Throughout all the exercises, selectivity challenges the student to think, before drawing a line or placing a shape within the figure, about how that line or shape will affect the whole of the figure—much like analyzing the layout of a framed space to apply the principles of composition.


All of the exercises in this book nurture the concept of composition. The student, using the premises of selectivity, contrasting shapes, and negative space from the first half of the book, will already be acquainted with some of the terms and principles of composition in layout and design that are promoted in the second half of the book.


Here, using the principles of composition—perspective, symmetry, the rule of thirds, scale, positive and negative space, repetition and pattern, value and color—the student will begin to create a finished illustration that reflects the lifestyle market.


To complete that illustration, the student will also learn how to explore and use a wide range of media, from brush and ink to collage and Photoshop, in the second half of the book.


The world of illustration and art is organic and constantly evolving to reflect trends and changes in the marketplace. To meet the needs of that market, an illustrator needs not only to find his or her own style, but also to feel comfortable with changing and reinventing that style. Suggestions for finding a style and then breaking the rules in order to explore new avenues form the closing discussion in the book. It is my hope that this will inspire and motivate those who are as passionate about drawing as I am.






Chapter One


Line


A line is a line is a line. In the act of drawing, perhaps no other component or factor is as valuable in shaping and communicating depth, life, energy, and personality as a line.


A line can be rigid or fluid. It can have weight and presence or be delicate and seem to float translucently beneath the surface of the paper. It can be quick or studious, continuous, rhythmic, or aloof. Line can be all or a combination of these characteristics.


The personality of a line can be used to define leather or chiffon, create a texture to mimic reptile goods, capture the movement in a skirt, or with one stroke illustrate the arch of an eyebrow.


We will explore the personality of line in Chapter 4. Here we will begin with the basic contour line. Integrity of line will be examined through a balancing act; exercises incorporating straight, curved, and opposition of line will be included to allow the student to acquire a basic foundation for seeing and communicating the figure.


The Contour Line


The contour line creates a solid outline of the image; it is very different to a rapidly executed sketch. It will be used to discover and realize the silhouette of the figure.


Integrity of Line


There are numerous ways to observe and draw the figure. The method applied in this book uses a balancing method. In this method you will draw the figure in stages, starting from the left side, then moving to the right, and then back to the left, and so on down the figure using various points on the model to anchor your line. This exercise is most successful if done very slowly, maintaining the integrity of the line, not allowing one side of the drawing to extend too far below the other, much like the balancing movement of a seesaw. It is important to balance the length of line from one side of the figure to the other, allowing yourself time to observe distance, proportions, and the angles of the figure.





1.1 The Balancing Act


Preparation


For this exercise, the following supplies are necessary:


One pad of 18 x 24in (A2) white all-purpose paper or comparable


Charcoal pencils—hard to medium


Kneaded eraser


Ideally, this lesson should be done with a live model. Although the same results can be achieved with the use of a photo, it is to your benefit to accustom yourself to drawing from life rather than photos. Drawing from life is more challenging and is a proven method of training your eye to communicate three-dimensional form in a drawing. Photos are usually distorted, so a drawing from a photo of a fashion model will seem squat and out of proportion.


Ask a friend, acquaintance, or family member to pose for a series of positions. If this is not an option, you could use any bottle that has some unusual curved and straight lines in its shape, such as a wine bottle or perfume decanter, an accessory such as a shoe, a pair of sunglasses, or a handbag—and of course, there is always the option of drawing yourself in a mirror.


To prepare, you will need the supplies listed and a surface to work upon. The live model or the selected photo should be simple in dress, pose, and nature. If a photo is your only option then this reference should be posted on a surface directly in front of you rather than placed beside the drawing pad. This will allow you to observe from a distance and mimic the idea of a live model who would be posing in a similar position in relation to your drawing surface.


We begin the initial drawing using a charcoal pencil on a pad of 18 x 24in (A2) all-purpose paper that has been turned horizontally.




Note:


It is important with each drawing of the figure that you make while carrying out the exercises in this book that you place the head at the top of the horizontal paper. This allows you to begin to get a sense of proportion. The consistency of this placement will encourage you to think about size and how to fit the whole fi gure into the space on the paper.





1.1 The Balancing Act


Directions


One technique that will be used throughout most of the chapters in this book is that of drawing from the top of the model’s head down to the feet. This is a technique where the eye slowly follows the outside shape of the form and communicates that observation with a contour line. This is an important tool in developing a good sense of draftsmanship.


Step One


Beginning from the center point of the head, slowly observe the slant of the head, noting the slant of the diagonal. Begin to draw a strong contour line from the center point to the left side of the head, anchoring that line to the top of the ear (see Figure 1).


Step Two


Once accomplished, return to the top of the center point of the head and begin to follow the shape of the right side of the head and anchor this line to the top of the right ear, observing as you continue which ear is higher or lower than the other (see Figure 2).


Step Three


Return to the left side and continue from the ear to the base of the neck or shoulders. Then balance this line on the other side, comparing which side of the neck or shoulder is higher and which is lower (see Figure 3).


Step Four


Once the shoulder lines are balanced, follow through to an area that is distinctly higher or angular in nature, such as the elbow or waist or top of the hip, again comparing which of these anchor points is higher or lower than the same point of the body on the opposite side (see Figure 4).


Follow this method, continuing to allow gravity to drag your line down the figure and constantly making pit stops to observe, compare, and make adjustments, until you have drawn the contour shape of the complete figure (see Figures 5–8).
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Robert Risko’s image of Madonna Dancing with Derby in Green incorporates a mixture of straight lines complemented by curved lines.


1.2 Straight Line


Imagine that you are given the task of communicating the figure in a language of strictly straight lines. The terms “curve,” “round,” and “fluid” do not exist in this language. Now entertain the idea that you will draw this figure with your charcoal as if you were using a ruler to accomplish the task. If you did use a ruler, this challenge would soon become very tedious. Having to draw every fold in the garment or every loose hair on the head would eventually cause you to try to limit the number of lines you used, forcing you to become more selective. Use this idea of selectivity to accomplish this drawing. The aim is to make yourself focus and find the line that best communicates the image.


Preparation


For this exercise, the following supplies are necessary:


One pad of 18 x 24in (A2) white all-purpose paper or comparable


Charcoal pencils—hard to medium


Kneaded eraser


The pose used for this exercise has negative space visible between the arms, which, unlike the solid shape created by the balancing-act outline, will be represented in the final drawing.


In this and the following two exercises, you will be drawing a single figure using a straight line, a curved line, and a combination of the two. The purpose of these exercises will be more apparent if you see the resulting three figures side-by-side on the paper, so start this first straight-line drawing on the left-hand side of an 18 x 24in (A2) piece of paper, pinned horizontally to your drawing surface. Position the top of the head of this figure near the upper left-hand side of the pad and close to the edge of the paper to sustain consistency in proportion.




Negative Space:


After you have drawn a line around all the positive shapes you see in front of you, the areas left behind are called negative space.







Note:


It is important at this stage that you draw with a dark, deliberate line. The pressure you use when making your line will reinforce a slow, observant method. The balancing-act technique will encourage you to notice the diagonals, verticals, and horizontals in the figure. It allows for an understanding of measurement and observation of high and low points in the figure that will serve as a guide for your drawing.
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1.2 Straight Line


Directions


Now that you are acquainted with the balancing-act method, it is time to apply this technique to the exercises.


In this instance, again start at the top of the head of the figure, continuing to utilize the balancing act to guide the straight-line contour drawing. Continue to draw the whole figure. Once completed, draw and define the negative shapes within the contour drawing.


Step One


Beginning from the center point of the head, as you did in the balancing act, slowly observe the slant of the head, noting the slant of the diagonal. Use a straight line to draw to the left and then to the right. Continue with straight lines, and, noting the balance points, continue down to the shoulder line—an obvious straight line in the figure (see Figure 1).


Step Two


As you contine to draw down the arms, you will see how the tubular shape lends itself to the use of straight lines, but choose your lines carefully when you come to draw the curve of the arm around the elbow (see Figure 2).


Step Three


You will find more straight lines in the legs as you continue down the body, but will have to use selectivity to communicate the curves around the shoes (see Figure 3).


Step Four


Finally, look for areas of negative space between the arms and the body and outline these using straight lines to define the shape of the figure (see Figure 4).
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A shoe is communicated in a series of straight lines. Note the use of negative space to define the strap.
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Understanding the difference between straight and curved lines and how to play on that difference can be a useful tool in creating interest in a simple two-color illustration. Here, the contrast between the straight lines used to convey the keyboard player and the curvaceous lines used to portray the singer could not be greater. The selectivity in contrasting the lines accentuates the singer, lends character to the performers, and brings a sense of dynamism to this illustration, Jazz Band Rouge, by John Jay Cabuay.




1.3 Curved Line


Now that you have mastered the language of straight lines to create a contour drawing, the following exercise will introduce a new language: the curved line.


This time, imagine that the only line that exists in your vocabulary is a curved line. Employing the balancing act once again, you will communicate a contour outline drawing with rounded and curved lines. In order to achieve this, visualize the figure as an inflated balloon. Most balloons have no sharp, angular edges. Round, soft, or tubular in nature, an inflated balloon will enlarge and exaggerate the character of the deflated balloon. This is the effect you are trying to achieve. You will find in this exercise that you will make greater exaggerations than in the straight-line exercise.
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