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INTRODUCTION


Drawing has humble origins, and in its simplest form can be reduced to a pencil scribbling on paper. In this manner, we have all drawn at some time, even if it was absent-mindedly making doodles. Therefore, to start out we should not see drawing as an ability of others, but as ours, an impulse that we are able to generate and that helps us to freely and uninhibitedly express our instincts, whether premeditated or irreverently or unconsciously, almost without trying, like what happens when we doodle on paper while talking on the telephone. But drawing is not only a way to release tension, a prescription for boredom when we are required to attend a sleep-inducing conference or a therapeutic practice; it is much more.


Drawing is a marvelous language with a great ability for surprise; some lines, a few brushstrokes, are enough to evoke life, feeling, and beauty. And this magic, immediacy, and freshness become the basis for all artistic creation. It is the genesis of all works of art, the basis and common denominator of the plastic arts. Without preliminary sketches painters could not paint, sculptors could not sculpt, no designer could design, and no architect could build.


Drawing lets us explore the world, analyze and fix our vision of things on a piece of paper. Therefore, drawing, above any manual and technical ability, involves learning to see and understand our surroundings. Doodling may be a talent that we would call innate, but learning to control lines so that our drawings take on meaning is not. Learning to draw is a process and a discipline that requires enthusiasm and will from the beginner, the desire to experiment with different media, and perseverance trying again when things do not turn out well. This book was created for those beginning this apprenticeship and for those with the desire to master the art. It combines the main methods and techniques of teaching drawing, which are shown in a clear and complete manner, like a full-scale course in an art academy.


The basic problems that the new draftsmen face are those related to the construction of the representation of the scene in the drawing: generated by the shift from three-dimensional vision to the two-dimensional plane of the support, and the conflicts that arise between vision/perception and representation/concept. Our investigations as artists are based on these questions: How was this done? In what order was the drawing organized? How was the intensity of the line achieved, and the transparency, and the support?
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This manual answers these and many other questions. It looks at the material problems of the drawing and the techniques that reorganize the meaning of the image, offering an explanatory view of the different processes, techniques, and resources with the goal of understanding the layout, the modeling, the shading, and the effects of depth and perspective, in other words, the principles that guide academic teaching today. Included is a wide program of intentions, clarifying examples, advice that anticipates any problem that may arise, and step-by-step exercises where we will learn from the hands of professional artists. All this is oriented to visualizing ways of understanding the problems of drawing and the possible solutions that will help us understand the structure of graphic thinking.
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The book is organized in four sections: basic drawing, which introduces form and its representation; line and shading, a good way of controlling line and contrast; light and shadow, which is about the effects of modeling and the sense of volume; and finally perspective, which explains the different ways of creating depth in the drawing.
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Learning to draw is like learning to cook. Once we know the main ingredients of a dish and the order of preparation, we have the basics for creating several variations. In drawing, the ingredients are limited to a few required graphic operations that when later combined in different ways allow us to create a wide range of surprising representations, ultimately having the resources for drawing any model and multiplying our possibilities of representation.










1. The Basics of Drawing
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GETTING TO KNOW THE MATERIALS. The first step in the development of your drawing abilities is to familiarize yourself and to become confident with the great variety of drawing media. You will discover that each medium has its own particular characteristics. Getting acquainted with them will help you become proficient and create certain effects.
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THE GRAPHITE PENCIL.


The graphite pencil is the most common and widely used drawing medium. It is available in many grades of hardness, ranging from very soft or extra soft to very hard or extra hard. Both are equally effective for simple line work and for showing detail, tone, and texture. Pencils respond instantly to the pressure applied to them.
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HARD AND SOFT PENCILS.


The line created with a hard pencil is light gray, and does not become darker no matter how many layers are applied to the paper. The tip does not glide smoothly when shading. A soft pencil’s lead is thicker than that of a hard one.
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ERASERS.


The line created with a soft pencil is oily and soft; and unlike a hard one, a soft pencil glides easily on the paper when shading.


The eraser is a very important drawing tool because it is not only used to eliminate lines, but is also used for drawing. It is often used during the first phase of the drawing for blocking in and for drawing the basic lines, but is also used during the last phase to create highlights.





MATERIALS
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VINE CHARCOAL.


The charcoal stick is a carbonized vine. It can be either thick or thin. When rubbed against paper it leaves a matte gray mark that is not very dark. It is used on large-format drawings. It is very useful for shading effects, gradations, and diffusions. When you need more detailed or defined lines, it is possible to combine charcoal sticks with compressed charcoal pencils.
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CHALK.


Chalk shares some of its properties with charcoal in that it is easy to handle and has a similar granulated texture. However, the quality of its line is somewhat greasier and therefore more stable. Brown and sienna chalks impart solidity to forms, black is deep and rich in nuances, and white is ideal for creating highlights. There is also a reddish variety of chalk, called sanguine, which provides great warmth to the drawing.
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FIXATIVE SPRAY.


A secondary, yet equally necessary material is spray fixative, which protects drawings done with charcoal or chalk.





CHOOSING THE SUPPORT. This factor is as important as the drawing medium itself. The final result of the work, including the intensity of the line as well as the quality of the finish, will vary considerably depending on whether the paper is smooth or textured, heavy or light.
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A PAPER FOR EACH DRAWING MEDIUM.


Each medium requires a specific paper. For graphite pencils, we recommend using fine-textured or smooth papers, which allow rich gradations and easy blending. Fine and smooth papers are also good for drawing with oily pencils, crayons, or colored pencils. If you want to draw with charcoal or chalk, it is best to use a medium-grain paper because it retains the pigment particles better and offers greater abrasion. Heavy-grain papers are best reserved for large-format work done with chalk or charcoal. They give the drawing a very granulated texture as well as an energetic and expressive shading. Do not be afraid to draw on watercolor papers, which have very distinctive textures. They add a charming effect to the drawing and are very durable.


FRONT AND BACK.


Drawing paper has a front and a back. Either side can be used for drawing, although for most drawings the front side, which is less smooth, is used. To confirm this, simply hold the paper near a light. Fold one corner over and notice the difference in texture between sides.
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A RIGID SUPPORT.


When drawing, the paper cannot be placed against just any surface. It must be attached to a hard and smooth surface that has no texture which can affect the purity of the lines and colored areas. If you work on a surface that has lines, cracks, texture, or holes, they will leave unwanted marks on the drawing. MDF or plywood boards are best because they have flat, smooth surfaces. Ideally, the board should be larger than the paper attached to it.





SUPPORTS
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SECURING THE PAPER.


The paper can be secured to a piece of hard cardboard or a wood surface with masking tape, thumbtacks, or clips. This way, the paper will not wrinkle or fly away easily with the wind when working outdoors.
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A VARIETY OF PAPERS.


Keep samples of a variety of papers. This way, you will be able to test any medium on them before you begin to draw.





Controlling the Form
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The shape of an object used as a model is determined by its outline. The features that stand out define its identity. They are the starting point of the sketch or the diagram that gives it form. This does not mean that the object is a strict representation of its outline, because its form is always linked to the design of the internal framework, imaginary lines, and other underlying structures. In the same way that you must practice to teach your hand to draw, you must also train your eye to see those underlying schemas that help you identify the distinctive features of each form. This is why the artist is encouraged to understand before acting, to observe the structure of what he or she sees before beginning to draw, to recognize an innate framework upon which the definitive form of the model could be based.
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LEARNING BY DOING


DIFFERENT WAYS OF BLOCKING IN. For the beginner, controlling the model’s form can present some challenges, especially when its shape is symmetrical. Controlling the form is not only a matter of manual dexterity; there is also a method for blocking in symmetrical objects correctly. During the first phase of the learning process, it is important to establish the axes of symmetry and to reduce each shape to a few simple structural sketches that will be easy to memorize and correct if you make a mistake. Let us look at some examples.


1.


AXES OF SYMMETRY. The axes of symmetry are established by drawing a very simple grid that divides the rectangle according to its halves and diagonals. This geometric division helps articulate the surface of the work in accordance with the object that needs to be reproduced. These grid lines are guidelines that help you draw the outline of an object with harmony and proportion. Get accustomed to drawing axes of symmetry before you begin any drawing and you will notice the difference.


2.


GEOMETRIC STRUCTURE. The shape of an object can also be resolved by synthesizing the model using the geometric forms that are contained in it. If you select the correct forms, you will be able to draw a symmetrical object quite accurately, with few mistakes.
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The axes of symmetry make it possible to make a good, well-balanced composition and to draw a symmetrical object with the same outline on each side.
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Draw the horizontal and vertical axes of symmetry, followed by a rectangle. Place an inverted trapezoid over it, along with two identical circumferences, one on each side. Draw the final outline based on these shapes.




Forget the ruler, the compass, and the square when you draw; every line should be drawn freehand. This way, even when the lines are not completely even, you will become more proficient at it.
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3.


SYSTEM OF COORDINATES. Another interesting method for blocking in an object’s form is based on controlling the measurement of each one of its parts. To do this, first draw horizontal and vertical lines to define the height and width of the object, identifying each point by its coordinates. Once the measurements have been established, simply draw the outline of the object through the points indicated.


4.


MODULES OR BOXES. Any model, no matter how irregular or complicated it may be, can be bounded by a flat box or geometric shape. This is the technique of blocking in using modules: when an object is drawn, its shape is encased by a square module that should be as high and wide as the model. If you need to be more precise, several square boxes can be combined.
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The most important thing is to measure the height and width of each area. From that point you can begin indicating coordinates on these lines, making sure that they take into account the object’s size variations. Once the measurements have been established, the outline can be drawn.
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The first box defines the height and width of the cup, and the second one, that of the plate. They can be complemented by other boxes that provide additional information about the model.




Blocking in using graph paper is not common among beginners. Normally, it should only be used when copying a photograph or a print that is to be reproduced in a size larger than that of the original. The squares facilitate blocking the model.
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5.


BLOCKING IN SYMMETRICAL OBJECTS. The exercises that follow show the most common method for structuring and blocking in a symmetrical model. At first this may look easy to do: you simply draw one side, then repeat the process on the other side as closely as possible. This task may be more challenging than it appears because it requires great attention and control of the line.


THE SCHEMATIC APPROACH. This consists of blocking in the outline of an object with polygonal lines, drawing a general view of it. This is done by drawing the contour with sketchy strokes, using a series of straight, short lines that gradually define the profile.
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The first lines are a series of straight and short strokes that establish a sketchy outline of the object. This is a visual approximation that will require adjustments and corrections.
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The lines are erased and redrawn, correcting the basic shapes to perfect the drawing.
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In the end, the straight lines are replaced by rounded lines that are softer and less angular. You must erase the previous step, and to redraw the object with rounded lines, following the traces of the pencil lines.




A square box is always very helpful when drawing an object. By marking each side you will get very useful reference points that can be used to sketch the outline of the model.
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Professional artists develop a sketch of the model using quick, accurate, and loose marks, although much practice is needed to arrive at this point.
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6.


THREE-DIMENSIONAL FORMS. If you analyze the shape of any object you will notice that nearly every object can be fitted inside a geometric shape. Beginning with three-dimensional geometric shapes will make it easier to draw the structure of the model and to represent its volume. To aid in blocking in the objects, the geometric shape creates a transparent, imaginary volumetric background, as if it was a box whose sides make contact with each side of the object being drawn.
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The first step of the drawing is to synthesize every element within two simple geometric forms: a cylinder for the coffeepot and a trapezoid for the sugar bowl.
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Based on these geometric structures, we begin to draw each form, paying special attention to the contours of the objects. This way, the coffeepot’s cylinder becomes a trapezoid. We use ellipses to establish the placement of the handles.
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The lids are drawn using half of a sphere. The handles are already in place, as well as the spout of the coffeepot, which was drawn with straight lines. When everything is sketched, the initial geometric box is erased.




If a shape appears in foreshortening, it can be drawn gradually or with transverse sections that will look attached.
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Imagining the objects as if they were transparent is a good tool for understanding their internal structure, creating a clean drawing, and controlling the angles and proportions of the representation.
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SKETCHBOOK




CONTROLLING THE LINE. Once the basic structure of the objects has been established, you can begin to outline the form, paying more attention to the stroke. The secret of a professional drawing resides in the movement of the hand in conjunction with the forearm; they often move as a single unit.


CONTROLLING THE LINE. Becoming proficient at drawing fluid lines, knowing how to hold the pencil correctly, being aware of the variety of lines, and training the hand to perform various motions are essential for successfully defining the outline of any drawing.
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The tentative line is one of the first ones that an amateur artist should learn. It consists of drawing several lines, one over the other, to sketch the form of the model. This line is standard in the first stages of a drawing.
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Inexperienced artists tend to draw with inconsistent lines that lack continuity, a practice that should be avoided.
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When drawing, you need to be able to control the line. You should aim to draw with decisive, direct, and uniform strokes.
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Line control in a drawing is the result of successive tentative marks that leave an imprint on the paper after each stroke. Precision in the form is developed as firmer and darker lines are superimposed over the others.





SOLIDIFYING THE LINE. When the drawing’s outline has been completely defined, it is reinforced with a more liberal and firm hand. To do this, it is very important to sketch the preliminary lines very softly so they can be easily corrected.
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The preliminary layout is composed of quick, loose lines that are drawn by the artist as an approximation. This method allows several lines to be drawn one over the other to describe the outlines of the objects.
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As the drawing progresses, tentative lines should be avoided. The drawing should become firmer and more defined and the forms should become more precise.
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Finally, reinforce the drawing with new, heavier lines that make it stand out against the background. Lighter lines are reserved for the highlights and for the model’s interior details, creating a three-dimensional effect.
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OUTLINES AND INSIDE SHAPES. These sequential drawings show you how to control the line to draw an apple. First, the object is blocked in with a circle (A). Second, new lines are superimposed on the previous ones to finish rounding off the outline and to sketch the inside forms (B). The outline is reinforced with thicker lines (C). At last, the form is completed by adding new, heavier lines and projecting the shadow (D).
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ANGLE OF THE POINT. The shape of the point and the angle at which the drawing tool is held are important for controlling the quality of the line. The results vary depending on whether the point is sharpened (A), worn (B), or held at a low angle (C).
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DRAWING ELLIPSES. Shown here are the most common mistakes made by beginners, who tend to draw the ellipses too short and either too sharp or too rounded, like a sausage. These errors should be avoided.
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DRAWING ELLIPSES. Many objects are drawn based on circles seen in perspective. Therefore, learning to draw ellipses is one of the requirements for being an artist. As the circle gradually becomes an ellipse, its four parts will decrease in height until they become rectangles. This exercise is ideal for drawing glasses, vases, and plates.








LEARNING BY DOING


GEOMETRIC APPROACH. You can use several approaches to the model when you begin to plan a drawing; one of them is to interpret the forms with geometric figures that help you control the proportions.


7.1


BUILDING WITH FIGURES. Blocking in should be the most elaborate and intense phase of the process. The entire structure of the drawing depends on it. Blocking in allows you to make sure that it is balanced, that the proportions are correct, and that there are no mistakes in the lines that require greater precision. In this exercise, we will use geometric shapes as if they are pieces in a puzzle.
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The base of the tower is represented by a rectangular shape. The lower section of the bell tower presents a pyramid-like form topped off by a huge egg. The cone-shaped top of the bell tower is superimposed upon it.


[image: image]


When drawing structures as if they were transparent, you can use horizontal and vertical lines, in addition to axes, to help with the process of comparing reference points with diagonals and tangents.
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This drawing, completely defined by structural lines, reveals the different geometric shapes that constitute the building’s shell. When the artist is completely satisfied with the drawing, the lines are darkened with firmer and more decisive strokes.




Cézanne proclaimed that “In nature, everything is modeled after three fundamental shapes: the sphere, the cone, and the cylinder. One must learn to paint these three very simple figures, and from there you can do anything you want.”
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To block in the geometric shapes, we recommend starting the drawing with a pencil that produces light lines, such as an HB, then  working with softer pencils as the drawing progresses.
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7.2


CONSOLIDATING THE DRAWING AND SHADING. After several geometric shapes have been superimposed to achieve the model’s structure, they are connected with lines to define the outside shape. The phase is completed with light shading that provides a sense of volume to the grouping.
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You have drawn the model as if the geometric shapes were transparent, made of glass. Now, redraw the outlines trying to envision the forms as opaque bodies. Only the visible outlines are taken into account; erase the initial structural lines to avoid confusion.
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Emphasize the shaded areas to give the geometric shapes a greater feeling of volume. The shaded parts are lightly drawn with the side of a chalk stick.
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Darken the right side of the bell tower. This tone, very close to black, establishes the main contrast between light and dark, helping to emphasize the tower’s profile against the background. It also becomes the point of reference for the darkest tone in the drawing.




To draw an apparently complex object, first draw a rectangular box to contain it; next, based on this, develop the form.
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When blocking in objects inside geometric shapes, do not forget to draw the axis of symmetry, a perpendicular line that divides the figure in two and acts as a reference point.
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7.3


GEOMETRY, HIGHLIGHTS, AND VOLUME EFFECTS. The last stage consists of shading and modeling the forms. The dark shading and the white chalk highlights will eventually cover any underlying or structural lines that are still visible.
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Create the background by sketching the façades of the buildings. The background should be dynamic, without too many details. Draw it without pressing too hard on the chalk; some areas can even be left out.
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Emphasize the areas of light with white chalk. Dfferentiation among the various sides of the tower bell is achieved with contrasting tones. This effect is created where two sides that have different amounts of light meet; this way each plane is defined according to its position relative to the source of light.
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Finish drawing the building with a variety of light and dark tones. To give your drawing more contrast, add lighter whites and draw new dark areas, superimposing these tones on the previous ones. This causes the foreground to stand out against the light gray background.




Chalk produces much better results when it is used on colored backgrounds.
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The final phase of the drawing consists of completing the lower part of the building, which is created by combining light lines made with white chalk and shaded areas drawn with black chalk. A very soft new gray layer is applied to the background. It is important to draw the background in a more sketchy manner so you do not take away importance from the foreground. Drawing by Esther Olivé de Puig.





SKETCHBOOK




PROPORTION. For every model, it is possible to draw imaginary lines that correspond to its orientation or distance. These lines help with blocking in and with measurement of the proportions. This analytical work is very useful to do before you finalize the drawing.


INTERIOR LINES. All objects have interior lines that help block in the drawing or resolve its form much more easily.
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Many times, a straight diagonal line is sufficient to help you understand the configuration of the object that you are drawing.
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When the object’s shapes are more complex, you can combine straight lines with simple geometric shapes that help define its outline.


[image: image]


Diagonal lines can also be combined with the axes of symmetry. Here, crossed lines help construct a chair proportionally.
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There are some interior lines that, when incorporated into a drawing, can help you better understand how to draw more complex areas, such as the handle and the spout of this oil cruet.





A CORRECT OUTLINE. Encasing an object inside a box and within the axes of symmetry will help you draw its outline correctly and symmetrically.
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To draw the outline of an object, in this case a vase, copy the left side of the vase  as shown in the two boxes on the right, using each box as a guide for blocking in the form.


FROM BLOCKING IN TO DRAWING. When you are faced with a complex subject, you can approach it in four well-defined phases that will help you come up with a proportionate solution.
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First, draw a box with the model inside. Then, locate the axes of symmetry, which will help you balance both sides of the drawing.
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With new lines, study the model’s outline in relationship to the initial box, controlling the correct angle of the Gothic arch.
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Drawing straight horizontal lines to establish new interior measurements will help you draw the decorative design.
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To draw the ornamental elements, it is necessary to study the placement of key points along a line and to make sure that the proportions are correct.








LEARNING BY DOING


ESTABLISHING MEASUREMENTS. We have shown that reducing the main forms to simple geometric shapes and straight converging lines helps to establish the model’s measurements. This permits accurate study of its proportions and the subsequent detailed representation of each of its parts.


8.1


FORMS, LINES, AND DIAGRAMS. Any subject can be accurately represented through the correct construction of lines and simple forms. Begin the process by drawing a few very simple geometric lines that establish the basic proportions of the different objects.
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To understand the model’s forms, begin with very simple diagrams drawn with a few lines. Two straight lines, one horizontal and another vertical that cross at the center point, are sufficient to define axes of symmetry. The shapes of the vase and the napkin are synthesized from a square and a rhomboid.
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The vase is drawn based on a rectangle. If you measure it, you will realize that the space occupied by the handle is approximately one-fifth the width of the pitcher. A rectangle is drawn to its left to indicate this space. The pear extends a little beyond the middle of the pitcher.
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To draw the top part of the pitcher you can use almost the same measurement as you used for the handle. A rectangle drawn horizontally contains the opening of the pitcher. A couple of diagonal lines indicate the placement of the knife and the fold in the tablecloth. Now, begin to sketch the space that will be occupied by the bouquet of flowers.




When you attempt a more complex form, begin by making a good diagram; this will give you an advantage when you begin to draw your subject.
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In this phase the work is done with a very sharp pencil. To avoid constant sharpening, rub the pencil against the paper at an angle.
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8.2


DRAWING THE WHOLE. The main forms of the model, drawn with a 2B pencil, are based on a very simple diagram. The goal of this stage is for the beginner to understand the importance of working the “whole,” (the overall drawing) and paying attention to the shading and details.
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Notice this simple approach to the outlines of the objects and the bouquet’s main branches,. New lines are superimposed on the previous ones to provide a first look at the whole. Draw these lines very cleanly to avoid confusion later.
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A solid preliminary sketch reinforces the drawing, which becomes surer as you define more parts. This way, it is much easier to indicate the definitive lines of the pitcher, the napkin, and the pear over the preliminary diagram. The stems of the bouquet are also sketched out in this phase.
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Redefine the structure of the bouquet by darkening the lines. Use the diagonal edge of the napkin to define the placement of the knife. Once the compositional and structural lines are no longer needed, you can easily remove them with an eraser.




Some professional artists superimpose several lines on the same outline when they draw. A final revision will tell you which version will be the definitive one; highlight it with a heavier and more intense line.
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8.3


DEFINING THE PARTS. Now is the time to add the details. Draw them with precision, paying attention to each one of the model’s parts: the reflections on the metal, the shaded areas, the foliage, the bouquet’s flowers, and the folds of the tablecloth. In this phase, lines are intensified and shaded areas take a more important role in the drawing.
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As you progress, draw darker lines each time to de-emphasize the earlier lines that served as guides. Continue the gray shading of the pitcher on the knife and the pear to give them a sense of volume. Apply the shading very lightly so no lines are apparent.
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From this point on you should use a 4B graphite pencil. Draw the flowers and the leaves in more detail and apply the first areas of shading. Use a sheet of paper as protection to prevent the drawing surface from becoming smudged as you rub your hand on it.
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Cover the drawing’s background with light shading. Do not press too hard on the paper because the idea is to eliminate these lines by rubbing lightly with a blending stick. Draw the shadows projected on the table with evenly applied gray shading; draw the outlines with a very light line.




Learn to draw volume with a graphite pencil, barely applying pressure on the pencil. This enables you to create very soft modeling without visible lines.
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It is also important to practice creating gradations with graphite. This skill will be handy when you paint the model’s background.
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When you get to this point, you may consider the drawing to be complete; the most important areas of the still life are finished. All that is left is to darken the background, which is between and behind the flowers. For consistency, the projected shadows must be darkened with new shading and the folds of the cloth that covers the table must be better defined. Drawing by Almudena Carreño.





SKETCHBOOK




COMPOSITION. Any composition is in some way a selective representation of a theme. Each image is a unique observation and conveys a personal point of view. Drawing sketches offers different ways for selecting a layout and lets you try out different possibilities. Shown below are the most common ones.


CHOOSING INTERESTING COMPOSITIONS. Often, you will come across discordant elements that distract you from the main subject and that do not add anything interesting to the drawing. One way to find new, interesting approaches is to use a frame, which you can make yourself using two pieces of mat board, each cut in the shape of an L.
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This view of a group of houses has a composition that is excessively monotonous, too static, and without interest.
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A vertical layout emphasizes the shapes of the buildings much more, even when some of the façades are cut out.
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Although this is a centered and balanced composition, the position of the frame provides greater interest than the original layout, emphasizing the vertical effect of the buildings.
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Another way to add interest is to choose a horizontal layout that is based on the upper part of the drawing.





EXCLUDING CERTAIN PARTS OF THE DRAWING. There is no rule that dictates the inclusion of an element in a drawing just because it’s there. If for compositional or other reasons you need to cut off part of the model or eliminate some elements, you should not hesitate to do so.
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Here the artist has chosen a composition that includes only the small church and excludes all the other elements.
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In this new composition, part of the small church has been cut off to include the cypress trees on the right.
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A new composition directs the viewer’s attention toward the ground, creating a dialogue between the empty space of the ground and the architectural features of the church’s façade.


[image: image]


Sometimes, as you draw a subject, you may realize that you are only interested in part of it. If this happens, you must select a new composition and improvise the rest. From this point you can create a sketch that will allow you to work with the theme in more depth.


BALANCING OUT EMPTY SPACES.


Nontraditional artists often use compositions that are off center and out of balance. They play off the area occupied by the model against an empty space that acts as a counterbalance. The resulting spatial tension adds great interest.


[image: image]


This vertical format places the model at the bottom of the composition, while the top area is left empty, covered with only a simple gradation.








ANALYSIS


ANALYZING COMPOSITION AND LAYOUT. In essence, a drawing’s composition and layout make reference to the artist’s attitude toward the model—to the way he or she sees the subject, chooses its most interesting parts, and organizes and combines all the elements that form part of the work. Therefore, it is a good idea to make many preliminary studies to experiment with the formal disposition of the model.


[image: image]


When drawing, you do not necessarily have to accept the model as you see it. The most important thing is to study it and emphasize some aspects of the subject, minimize others, and eliminate those that are altogether irrelevant.
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When you analyze the drawing you may notice that the pieces of fruit are all in a line. In this sketch the layout crops the subject, resulting in this composition. The fruit is placed along a curved line, forming arabesques.


[image: image]


Although it has a layout similar to that of the previous one, this sketch focuses on an analysis of light and shadow, marking the darkest areas with gray shading.
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This sketch is yet another study of compositional elements. To create variations, the artist simply shaded several pieces of fruit and reinforced the tablecloth’s folds with shaded areas. However, the shading is too fragmented and dispersed.


[image: image]


After a final study, it looks like this is going to be the definitive layout. The fruit is placed along the two compositional curves. The pitcher with the flowers breaks up the symmetry because it is located somewhat to the right, and the bottom part is drawn as an empty space.





[image: image]


From the previous sketches, the artist arrived at a synthesis of the model interpreted with basic lines, respecting the order of the objects placed on the table while slightly modifying their distribution and size.





LEARNING BY DOING


A DIFFERENT LAYOUT. There are some traditional compositional layouts that should not be disregarded, but it is also very interesting to interpret some fragments of a scene from a personal perspective. This is the approach of the following exercise. This layout, instead of concentrating on the view from the balcony, which would be the conventional approach, focuses instead on the effects that the light creates on the room’s floor. The interior is drawn with sanguine chalk, which is applied the same way as charcoal, but it adheres to the paper better.


9.1


THE INTERIOR SPACE. The choice of layout, the absence of furniture, and the perspective view of the floor tiles make it easy to represent this interior scene with a simple perspective sketch.
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