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“There is only one right way to draw and that is a perfectly natural way. It
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aesthetics or conception. It has only to do with the act of correct observa-
tion, and by that I mean a physical contact with all sorts of objects through
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You snouLh DHAW, XOT WHAT THE THING LOOKS LIKE, NOT EVYEN WHAT
1T I8, BUT WHAT IT 1% PG, Feol how the figure Lifts or droops — pushes
forward here — pulls back there — pushes out here - — drops down easily
theee. Suppose thal Uw ol Lzkes the pose of 2 fighter with fists clenched
and jaw thrust forward angrily. 'ty to draw the actual trust of the jaw,
the cfewching of the hand. A drawing of prize fighters should show the
pugh, from foot to hst, behind their blows that makes them bort,

¥

-”’? T contoaer drawcing pon louek the mipe of Hie

“u—.'rF — w.  fnrm.

Fr gestopre drareng g forl the muotemest of

it ke,

If the model leans over to pick up an object, you will draw the actual
bened and twist of the torso, the reaching downward of the arm, the grusping
uf the hand. The drawing may be meaningleas to a person wha looks at
ity or to you vourself after vou have forgotten the pose. There may be noth-
mg in it to suggest the shape of the Agure, or the figure may be somewhat
apparent. That does ot matter,

As the peneil roarms, il will sometimes strike the edge of the lorm, bl
more often it will travel through the center of forms and ofien it will ren
owtside of the fizure, even out of the paper altogether. Do not hinder it
Letd it move al will. Above all, do not try o lollow odges.

It iz only the action, the gesture, that you are trying to respond bo here,
not the detnils of the structure, You must discover — and feel — thot the
gesture iz dynamie, moving, not static, Gesture has no pregize edges, no
exact shape, no jelled forae, The forms are in the act of changing. (Gesture
i5 iovement in space,

To be able to sce the gesture, you must be able to feel it in your own body,
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You shoull feel that vou are doing whatever the model s doing. 1 the
moadel stoops ar reaches, pushes or relaxes, vou should feel that your own
museles lihewise stoop or reach, push or refax, Iv vOU Do KOT RESPOND TN
LIEE MANNER T4 WHAT THE MODEL i§ DOING, YOU CAWNGT UNDEMSTAND
wHaT You skE. If you do not foel as the mode] feels, your drawing is only
A map ur a plun.

Like contour, gesture is closely related to the tactile experience. Tn con-
tour drawing you feel that you are Louching the edge of the form with your
finger (or pencil), Tn gesturs drawing you feel the movement of the whole
Torem in vour whole body.

The fucus should be on the entire ligure and vou should keep the whole
thirng going at orece, Try to feel the entire thing 2s 2 unit — a uait of energy,
a unit of movement. Somelimes I let new students begin to deaw on a five-
mumule pose and then, after one minute, ask the model to step down [rom
the stand. The students stop drawing with surprise. | tell them to go ahead
andd draw, thal they had started to draw and must have had something in

Sruoent GESTURE DIRawNGs
Frraae seat aekal the Wing fonke fife, vt poeee arkal i e, bad IVFAT IT Ty DOENT,



Srvuest resTuRe Drawisas

mind; but usually they are unable to continue. The truth is that they bad
started with somne little thing, such as the hair, and had net even looked
at the pose as # whole. In the first ive seconds you shoold put aomething
down that indicates every part of the body in the pese. Kemind yoursel!
of this voee in a while by limiting & group of geslure studies to five or ten
seconds each.

It doesn't matter where you bepin to draw, with what part of the figure,
becavse immediztely you are drawing the whole thing, and during the
minule thut vou draw you will be constantly passing from one end of the
body to the other and fromn one part to another. In general, do not start
with the hewd. Ofhaod, the only Bwmes 1 ean think of when the head would
be the natural starting place for an aetion would be when 2 man is standing
on his head or hanging on the gallows.

Somebtimes students ask whether they shonld think of gesture in this or
that or the other way, My answer to that iz that you should rely on sen-
sation rather than thaught, Simply respond with vour muscles to what the
model is doing as vou watch, and let your pencil record that response auto-
matically, without deliberation. Loosen up. Relax, Most of the time your
instimet will guide wou, sonetbmes gude you the better, if you can learn to
let it act swifily and directly without questioning it. Let voursell learn to
reason with the peneil, with the impulses that are sct up between you and
the inodel. In short, listen to yourself think; do not always insist on forcing
yoursell to think, There are many things in life that you cannot get by a
brutal approach. You must invite them.

I your model complaing that he or she “can't think of any maore
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poses,” sugrgesl e following: tvpical poscs from all sports
such as boxing, tennis, fencing: posilions nsed in dancing;
ordinary daily acts such as putlng on one’s clothes; typi-
cal mavements in variows kinds of work sucl as those of a
farmer, & mechanie, a boikler, a ditehdigger: poses expressive
of different emotions such as fear, jov, weariness, The
model should wse all sorts of positions — stunding, sitting,
stooping, kneeling, lying down. leaning on something -- and
vou should draw all sorts of views, froot, hark., aed side.
The poses sliwould Le natural aod vigorous cather thun arti-
foial. Some of them should be guite twisted wp aod con-
i Lowtel,
Seripenanc. My sladents eventually began to call these
stidies ‘soribhle drawings.” They e ke seribbling rather

Bor the first fire - than like prinling or weiting carefully, az if one were Lry-

rels pud semcthoreg
dpore that udiorie:

ing to write very fast and were thinking more of 1the mean-

every part of the  Ing than of the way the thing fooks, paying wo attention

bedy i the pose.

to peamanship or spelling, punctuntion or gramnr,

Ohe student said of his first gesture drawings tlat they looked like noth-
ing butl o tangle of fishing line.” The drawing may look meaningless, but
the benefits that you lhave at the moment of reucting to the gesture will
pay large dividends eventually. Before your studies from this book are over,
you will have made hundreds of these seribble drawings. Yon will never
exhibil one of them Uy are considered purely as an exercise - vet they
will give you an understanding and power whieh will eventlually find its
way intdo all your work. No matter what path you pursue, you keep going
back to geslire,

Feal free Lo use u great deal of paper and do not ever worry aboul 'spoil-
ing' it —- that is one of our reasons for using cheap paper. T notier that
students warking at their best, thinking only of the gesture and not of mak-
ing pictures, often throw their drawings into Uie trash-can withont even
looking at them., A few should be kept and dated as a record of your
progeess, but the rest may be tossed aside as corelessly as yesterday’s news-
paper. Resolls are best when they come from the right kind of un-self-
conscious effort,
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More Apout Costoun. Like many other studenls, you may have trouble
drawing slowly enough in the contour ekercize. Try making your next
contour study with the left hand instead of the right {or the reverse if you
are atadurally left-Landed). This should have the effeet of slowing you up
and, since your left hand is less trained, yvou will find it less easy to relapse
into some way of drawing which you had already imastered,

This is a suggestion which may be applied to ollier exercises that we shall
tuke up. Each exereise is meant to constitute in sone way a new experience
even if you have been drawing for twenty vears. The use of your untrained
hand may pive vou samething of the advantage that a beginner always has
-- the advantage of 2 fresh approach.

When you looked at vour first compieted contour drawing, vou probably
laughed. No doubt the lines sprawled all over Hee paper, the ends did not
meet in places, and one leg or arm may have been much bigger than the
olher. That should not worry vou at all. In fact, vou will really have cause
for worry only if your drawing looks loo ‘correct,” for that will probably
mean either that you have looked at the paper too ofter ar have tried oo
hard to keep the propertions m your ming.

The time you spend eounts only if you are having the correct expericien,
and in this exercise that experience is & physiczl one through the sense of
toneh. After vou have drawn the eontour of the moedel’s arm, pass your
fingers slowly along the contour af your ewn arm. If the sensation of touch
is jusk s skrong ia the first act as in the second, vou have mace 3 good start
regardless of what the drawing looks like.

Contour drawing allows for concentrated efiort in
looking at the model rather than the ugsoal divided
effort of looking alternately at paper and maodel, which
exerciies mainly the muscles of the neck. In other
words, the act of pulting marks on the paper does not
interrupt the experience of logking at the model. For
that reason, you zre able snost effeclively to follow
forms to their logical conclusion, to learn where and how
they relate to other forms, The parts of the lgure are
fairly simple in themselves — an arm, a finger, or a e
foot. But the way they At tagether, the arm into the '
shoulder, the foot jnto the leg, is very difficult. They

A pesture drawing s dike serbbltrg rather
than fike printing corgfutly — Chink more
af e g ineg than of Hie way the thing ook,
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of the efiort to exjiain a particular

Y point toa pachicular student. Gne
/ 5 night in my class T Tound a stu-
K‘ lk dent who did not understand con-
- S tour drawing, but was making
b outlines. In the attempt (2 suc-
/‘\\'I cessful one} to show him what a
o cantour really 5, I explainer] that

Lt : if he fixcdl his eve on the outsigde i

| / cattour mud movedl straight aeross the body Iram one
side to the other, he would be following a contour

/ ! cven Lhough it was not at the edge of the figure. The

| ' value of Lhis as at exercise then occorred to me.

A J Fix your eyes on a point on any one of the outside
. : contours of the model, pencil on paper, as you did

in the first exercize. Move both pencil and eyes

across the fizure nt approximately a right angle to
the contour you were touching when you starled. For example, i your pen-
cil was touching a point &t Lhe waist an a fronl view of the figure, you would
not miove it cither up along the ribs or down along the thigh as previously,
but straight across the abdomen. There is no visible line to guide you, but
actially there 1s a centour [rom any point to any other peint on the form.

If the position of the body changes, eme af these cross eontours, as we
call them, may become 2n outside contour, For example, 4 line steaight
across the shoulders on Lhe back of an erect hgure may become the top
contour if the fgure lends over.

The line of a eross contour follows around the shape of the figure some-
what as a barrel hoop follows the rounded shape of a barrel. It dips down
into the hollows and rises up over the museles much 2y a picee of adhesive
tape would il placed along the line you expect. to dravy. A contour on a leg,
for example (Figure 1}, van never be thought of as a line on a flat thing
{Figure ), beeause the log is not flat.

Cross contonrs are different from the inside eontours yvou have already
drawn, such as that around the nose. An inside contour is at the edge of a
clearly defined forin even though that torm does not happen to be at the
edge of the whole figure. A cross contour may begin or end at any point oo
the body which your pencl] happens to touch. It would be possible to make



Ly 1y o e Medropolifan N uswm qf An

A Crowx 3y Laursien
Frep the whole thing gileg al anee,



——

Cenarteayr o e Herrepeditan Muscu= of 4n

3 1Y RoMSEY

Frerm e Socka Colivshion
1E4 FOR BT Beuasroan gy Trurorrrro
of the wdieds fqure, gesture becamey Vhree-d imenatonal,




[ 20 ]

GESTURE a¥p AcTion, By gesture we do not mean simply moventenl or
motion or action, & thing does not have to be in motion to have gestore.
You seck for it when the mode] is relaxed just as much as in a very gotive
pose.

(restire, as you will come to wnderstand i, will apply to everything you
draw, Even g pancake bas gesture, There is gesture in the way in which a
newspaper lies on the table or in the way 4 curtain hangs. Gesture describes

EEE . i — R -ﬂ
Qaurary of the Merropalitnre Mudeudt of A
ToBLas AND S4Ra BY REMemaor van Rurw
There 15 gasinre erer (0 Me way a curtain hangs,

the compound of all forees acting in and against, and utilized by, the model.
The tern aetion i not sufficient,

We may think of pesture, rather, as the chatacler of the action. Loak
al two vases — one tall and graceful, (he other fat and squat. They are as
different in character as two people might be. The similes in which our
language is rich often aptly summarize the character of an action or a thing.
We say that we felb “as timp as 2 dishrag,” that he sal "as stiff as a poker.’
That guality which makes you compzre the way the man sits to a poker
may give vou some clue {0 the pesture of both the pose and the object.

The key to the nature of a subject is (ts gesture. From it the other aspeets
of drawing proceed.

Deaw far thres hours o# datecied 7n Sphefple £ 11
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The clauds in the sky are practicallv all movement. They reflect the
moverment of the wind., They inav swell out at the top or be eut flat at the
hottom. The grass has within it the wovenent of its own impulse to reach
the sun and s pressed forwand or downward by the passing wind, Stone
walls can be seen as having been buill by men, each stone Lfted and fitted
into place, where it now presszes sideward und downward because of its
werght. Rouds move up over hills, down again into valleys, through forests.
They were ermated v movement znd exist for Lthe purpose of movernent,

Tieauih your ability to grasp something of this, you will begin to under-
stand other things like propoction and perspective, for the troth iz that
those things are caused by movement and are a part of (L. 1t is {ar more
importunt that vour studies contain this comprehension of movement, of
gesture, Lhan that they contain any other single thing.

firmar for [hree hotizs a4 divested in Schedule € £,

Srepnst Grsruns Derawix
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the form. Tt is not the conler Bebween the bwo edges of the surfzee (Fipure
1}, nor is 1t the center of the hali of the form which vou can see (Pigure 2).
1t is the center of the whole fortn, the surface of which can be seen anly if
you walk all the way around the model and back wpuin.

You know, cven if vou den’t see all of it at once, that the torso is shaped
somewhal ke a cxlinder. Place your eravan along a line slick vou feel to
be the center of that evlinder {Figure 3) and work outward unti] you conw
Lo the surface. Believe and feel that vou are working backward and for-

QA

o

ward &x well as up and down until vou have actually
filled up all the space bolween the center of the figure
and all of its surfaces — back, [rout, and sides.

Grusp first the general position of the figure and feel
itz essential weight. Bulk up the thog as quickly and
ensily as possible. Then you may develop somewhat
vour feeling for Lhe disposition of the various parts,
showing, for example, that the lower leg goes back or the
nght arm comes formard. Buot think only of the aeipht
of those parts. IT the mode] stands with his weight on
one leg, vou should realize that that leg presses with
greater weight against the floor than the other.

Perhaps the easiest way to describe s exercise 1s
to say that vou work, as neurly as possille, ke a
soulptor modelling in clay. Usually, the sculptor works
around a pees of wire that corrcsponds somewhat to
the center or eore of the Torm. He takes up a casually
shaped mass of clay and starts shaping it into the im-
age of the wodel o large hunk for the torso, smiabler
and longer hunks for the legs, until graduoully he has
filled with clay the spuee which the figure oocupics.

Never think of yourself as drawing a line when doing
this exercise. You scargely think of yonrself as drawing
al =i, Lt work us of budlding up o figare sdth s nss
of cluv. Leave the edges blurred and uncertain; becawse
yau arg {eving to got the sensation of weight, your atten-
tion should b fxed on the center, not on the edge.
Your drawing will net sliow anvthing that looks like a



line. Tt should be a solid,
dark mass.

There iz no sense of light
and shadow in this drawing
becunse light and shadow ik
only on the surface and you
never draw  the seeface at
all, If one part of wour
drawing looks darker than
anolber, it witl be the corc.
Keep going over the Rgure

i Think of the wtole fors, i
as long as the time allows. the surfoee of whick oan '

1t doesn't matter how hlack iﬁ! "!i:”uf;ﬁ-"; :ﬁ rﬂ“[ﬂ’:ﬂdﬂ.
the deawing beeomes.

Do not try Lo work out in your mind any system for filling up the form.
Waork laasely, freely. Generally, & sort of rotaking mevement will best give
the sensation of o constant end gradual reaching oul from the center, the

core, to the surfaces, Coneentrate on the first big conception of the bulk,

Respond with your own energy to the weight of the model,

Do far thres Agurrs as direpied it Sefiedide 3 .4,

WeisHT AvD Mass. You may feel that the thing vou are trying to re-
spond to might be called “mass’ or ‘volume’ rather than ‘weight.” It is
true that yvou are Jearning to represent the mass ov bulk of anything vou
draw, but it is necessary to think further than that. A paper cup and a
silver cup may take up the same amount of space, but the one iz a flimsy
and unsubstantial thing while the other is strong and beavy. A glass tost-
tube and a piece of hali-inch Yead pipe, in spile of their similar size and
shape, have an important difference in weight. Draw a feather pillow and
an (ron bar, or alternate studies of clouds and stopes, thinking of their
weight.

Dot for dhres fowrs an direeted v Schedids § 8.

Tre Core. The core is the maobivation of the form. I you look at the
stump of a tree, you can see haw the tree grew, always outward from ils
core. ¥ith your craven you reach juside the mode) and touch that core,
letting the figure grow on paper as it grew m hife.



Sronent Aosenien [Mawiscs
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{Different students mroy werk in diferent waps and pet 2l be ragfet )
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Sropenr MonELLED DRawiNG

ather merely shading the edges dack; you must move across exactly as if
YOu were passing your hand over it

I am sure wou will see the kinship between this and the cross-contour
exercise. Yoo how use a flab erayen instead of a point and seek eventually
to toueh the whole fipure jnstead of single lnes, but the sense of towch i
the busis of both exercizses. Keep studying the model. Keep looking up
there, conslantly waking a contact with the model as= if through touch.

PRESS HARD WHERE THE FORM GOES TACK  DHESE MORE LIGHTLY WHERE
IT COMES Forwakp vorl, ¥hen you press back, natutalls the mark o the
paper beeoines darker. When you have finished, the darkest places on your
drawing &ill be the parts af the figure that arc facthest from you although
they may not look dark on Lhe model at all. The Lightest places will be the
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parts vearest to you. To illustrate this, I have chosen a simpler form than
the human figure, a piece of wooden molding. Because it is simple, you can
sce more clearly that the eravon moved lightly up over the bulge and then
pressed back heavily into the paper without striet regard for details. That
is the principle by which the forin is to he medelled, however simple or
complicated it is,

Draw; for three howrs ax directed in Sohpdule 5 0.

Tur SExsaTron OF MopeLoida, Continue bo work sxactly as f vou were
a sculptor modelling with clay. You have taken your clay and distributed
about the right amoeunt of it to the various parts of the body. Now you
Legin ta shape those parts by modelling with vour fingers, pressing into the
clay wherever there is a hallew in the form, pushing back wherever the form
poes back. As you trv bo pet into the smaller ballows of the farm, as at. the
pit of the neek. you will use the point of your crayon jusl as a sculptor would
use o smaller modelling 1ool. {In fact. vou mayv come to wse the point of the
cravon altogether, il you like — the directions for these exercises are to be
thought of onlx as 2 starting-point.} You ean, bit by bit, develop a2 contact
with every subtlety of the modelling f you attempt to feel it out with vour
sense of touch. Do not take anvthing for granted.

fivaw for Mrree ftura ar directed o Schedtle & F.




STURET Dlawing oF Movese hoTios
Reep powr ponedd piorirg aa the moded bt

You can practice memory drawing fram any proup of quick poses.
Simply watch as many of them as vou think you can remember, then turn
your back on the model and draw. Any of the subijects you use for gesture
studies will serve equally well for memory studies:  n facl, aoy subject
will serve.

Braw for thres bourd af direeted s Sefediide § A4,
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ExEercize 9: Movineg Actios

The model is asked to take 4 moving pose. This needs an example: The
mode] stands facing the viass and tums, keeping his right leg in the same
position but swinging his left leg around, twisting his torso and reaching
with his teft hand to the right; then he returns to the original position. He

SrunEsT DRrawineg Uospidane Aloviss Acrioy (Exxroae 81
wit TiE Mopsiver Drawisc {Exercime T)
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repeats this over ami over
again Tor three minutes,
sometintes moving  slowly,
soneliies  moving  nabi-
rally.

Starting with that part
of the body which renains
more o less  stationary,
make & gesture drawing of
at least two poses, one at
the bopinning and another
al the extreme of the -
lion, I the pose described
above. the right ler re-
maired wmore or less sha-
tionary and the extreme of
the pose oreurred wien the
left hand was reaching to
the right. These two draw-
inps are mmde en the same
paper  and are  superim- Srunest Drawews CosHesyg
pused, the part of the body Meving Aetion wirh Coxtous
that wus the same i bolle poses bermg deawn only once, Keep the penci!
continually meoving as the model moves. Later yon neay vse the moving-
action pose to nrke dreawings that are more detailed, bt for the present
stick ta the spivit and the style of 2 guick gesture study, Ty Lo draw Three
positions whenover the pose permits.

To facilitate the model's work, suggest Wil he thitk of any natural
action thal allows some part of hiz body to remain in the same position.
For examiple: (1} A wan recognizes an acquuintance whe los jusl passed
bime andd half tuens, waving his hane. (2) A mean seated rises to reach fora
pen he has dropped on the floor, keeping one hand an the back of his chair,
Alsg practice this exercize from evervday life, druwing uoy action which you
can see repeated — a boy pitehing a baseball, 2 man chopping wood, a
voman tukinge clothes from o basket and hanging thew on & line,

Lrran: Jarr theee Ranrs as dovecled 0 Schedude § 00
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Exercisk 12:; Grour Poses

Two or three members of the class, or two models, are asked to pose
together for two minuates, using seme natural gesture in which the figures
are conmeeted, such as the following: tweo people shaking hapds; one person
tlooking over the shoulder of another; a pirl looking at another picl's necklace;
a clerk fitting shoes or a hat; a doctor looking down a patient's throat; a
bhoxing match; a barber at work. Subjects like these may be drawn also
from everyday lile.

The purpose of this exercise is to treat the two or three figures as a unit.
Do not draw une figure #nd then the other, but FOLLOW THE GRSTURE OF THE

wHOLE, using the seribble technique.

o fraw for fhree hours o1 Sivected it Seheduwde L £

StuvpeNT Poses. After the class
or group have worked together long
enowgh to become acclimated to the
serious purpose of Lheir study, the
students may somelimes take the
poses lor all these quick studies. This
gives the students who are drawing a
greater variety and it gives Lhe student
who s posing a better appreciation of
the emotional impulse necessary to
mnzke the pose expressively natural,

When you are working alone try
posing for yourself. Take a pose for
a minute or two. Don’t try to visual-
ize it. Try to get the sense of the ges-
ture, the essence of it. Think of it all
as & unit, as you think of a spuken
word as bDeing a whole and not so
many letters. Think bhow a certain
part of the body pushes formard, how
weight presses in a certain place.
Then make a gesture drawing of

Sreoent DRawrke oF a GRGUF FosE FOUL QWD POSC.
Treal ihe hiep fgurer ar & umril.
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Quick STURIEs Frox MEMory. As soon as vou are able to draw some-
what readily from memory, combine the prineiple of memory drawiog with
the other quick studics T Lave deseribed — moving action, deseriptive,
reverse, and group poses. Wateh without drawing while the model takes
the pose. Draw only alter the model has left the stand,

STUpEST LMawinG oF & Guovy Poss
Follow the gesture of e whale
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gating a thing fully and anew. Qnee we have had an expeticies, the repeti-
tinn of the experience becomes muffled and not clear. We anticipate and in
atbicipating we lose the significance, the mesningful detail. The very
difficulties of using » new mediuim, like the diffculties of wsing & new lan-
guage, tend to hring you back to the meaning vou desiee to convey, Lecause
the medium can be ysed properly only in relation te vour grasp of the mean-
ng.

SrepesT Alonprarn TR in Warer Coon
I the fieal step Dol g the form queteddy.

Exercise 15 Tur AopeELLrD Diawise ¥ WaTER COLOR

Maferials: Vse large sheets of eream-colored maniln paper (fifteen
by Eventy inches) and three tubes of cheap water color - vellow
achre, burnt sienna. and black. It is important that vou should
use inbe evlors and that vou should use only {he three colors
named. o pot use water colar paper, even il vou can afford to:
the tough manily paper Is better for this exerelve.  You will need
onie suble wuter cotur brush, which should be quite large (size 9)
and of the hest quality you can afford.  Use a eleap water color
pan to mix the codors in, a glass of water, and several soft ¢lean rags
about six inches square,
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This is esyentially the same exercizse as the maodelled deawing lo lithograph
cravon, but, naturally, whether vou press lightly or bard with a hrush-load
of eolor makes no difference in the lightness or darkness of the caloer that ap-
pears on the paper., Therefore, vou will use the dark eolors to give the sensa-
tion of pressing hack that you have gotten previously by actually pressing
with Lhe crayen or pen.

STUDBEHT FIORELLED DRAwING 1% WaTtEr LOLLR
Lite the dark color to gire the rensalion of preaying back.

TTae the lightest color [vellow achre) for the first step, the building up of
the form from the center to the outside surfaces. For the next step, touching
the vertical and horizental contours, mix hurnt sienna znd black until vou
get @ sort of chocolate color, with which you model the forms befure the yel-
low ochre is too dry.  Keep the whole thing going at once and, as before, pay
no attevtion to edges.

If & time comes when the paper is so wet that it refuses to take any more
color without spreading it meaninglessly, start another study and keep the
lwo going at once. Work on one while the other dries a little. Keep the
brush faitly dry by wiping it with the rag before dipping it into the color.
Tn the first stage, building up with vellow ochre, the brush will be wetter than
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in the second stage. Keep the color full and thick. Fill the brush with it,
using plenty of pigment. 1t should not be thin and watery.

Ti®E vse OF WATER COLOR IN THIS EXERCISE 143 NMOTIING TO DO WITH
WATER-COLOR TECHRIQUE On wite ‘"coron.” It is simply an exercise in
drawing for which we use a color roughly approximating that of flesh, in-
stead of black, It will not approximate the colur of many things you draw,
but that does not matter. You sheuld nob think now of trving te reproduce
any color thal you may see. Work exactly as vou did with the cravon and
the pen, bringing the form forward when it is nearcr you and pushing it Lack
a5 it goes away from vou. With the cravon you could push the surfaces
back away from you by pressing harder. Here you must do it by letting the
color get darker. That is the only difference.

Dirara for M Bours at dizecks? i Sebedude 6.7 and 6 R,

Srynest HorELLen Trawikc 18 WaTer Crvor
Do not be afraid of scerworking the draving.
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uneventful forms take a second place and the more eventful ur exciting
forms become intensibied.

Alwayvs draw the whole figure. In the beginming vou may have some
difficulty in getting exactly the right pace, but through practice you will
learn the relationsbip of the time vou have to the amount of study you have

tu mecomplish.
Draw for three Bours 08 divesrad in sehiednle T B,

Ly,

(¢

SrupeyT Ditawing: (Juick CoNTouR
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Exwwminse 19: Taue Heap

Becanse the head is one of the important parts of the hody — the maost
important for the purpose of idenhilication — devole one pose in each sched-
ule to n separate study of the head, including encugh of the neck and shouk-
ders Lo support it. The drawing should be wore than life size, Glling a large
picce of paper [fifteen by twenty). This exercise supplements the long study
in each schedule, Weork with the same materials and follow the same direc-
tions as in the long study, but use a different view of the head. Tn Schedule
7, for example, you will make a large contour drawing of Lhe head.

Some stodents beeome sell-conscious and confused as soom as they at-
tempt to draw a face. Don't think of the head or the face as something
different from any other part of the body. 1raw it as you would draw a
hand or an elbow or a knee.

Dan't try bo “get o likeness” of your model. The tendency of the beginner
is to separate lkencsses from drawing, Draw strangers if vou can heeause
you care less what they look like. Do not draw members of vour family —
or at least do not show them your drawings — becawse their onc reaction
will be to look for the likeness. Keep it clearly in mind that vou ake NoT
MAKING & PORTRALT. You are making & study of a head.

BroornT Dhawines OF Tas Hewn: Lirungrara, Covrrouk, aso [N
Praw Uhe head jhat @y you would draw any other part of the body.




Srewest Draweis or T Hean iy Warex Coton
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Exerclsk 20 Tne (FESTURE OF THE FravUkEs

Each drawing of the head may be aceompanied by a group of one-minute
gesture studices, also of heads. This may be done moest easily in places where
youp see sy faces in rapid suecession, as in & bus or a crowd. 1t may be
done from the model churing the usual one-minute poses if you use all views
of the head or il vou bave & model who 15 clever enough to change his ex-
pression. The study of the gesture of the head — and by that [ do not, of
course, mean a moverment of the head but its ehuracter makes lor Lthe best
appreciation of the shapes and proportions that yvou are tryving to deseribe.

There is just as much gesture in the features and the swm-tota) of the
features as there is in the body or any of its parts. You should not be con-
cerned with the shape of the farchead, the eve, the nose, or the mouth, but
become aware of 1t through the sense of movement. For example, one nose
may seem to reach forward and buen and go back up under, whereas another
may pusk baek and suddenly beb up and stop short. But even that sort of
deseription is madequate. You are to think of the character of the gesture
— Lhal one nose s guick and another slow, one retiving, another quite
posttive and forward.

The hair grows and is arranged with a peculiar gestore. L may move

,,x*"h——f"'__T_,f‘ back ecasily, quietly, or it may he
i /'-’/--'“\__!_ stubborn and resist the effart of the
i /—- - o \ comb and brush. Tt may grow
S ! " straight or it may eurve and twist
!' |~ s _:l:’ri B and sometimes cascade. Fven Lhe
I-.\ Vo k o L eves glow or droop or penetrate.

.| ';'-\Ti']_;' ".,_. i The eur either tucks back quietly

=, ~7 and wunobtrusively or fliures bock

.Ir, ' : 'n__ ! aggressively. The chin may square

off, move forward with fooee, or
pull back timidly, The evebrows
may be koit together, drooped, or
faring. The principle of gesture ap-
plies also ta the bone construction
of the face, as in the reachiog, in-
quisitive,  eulting  qualily  some
faces hawve.

Sreoent LRawire or Fxeress 2
frecame gicare aof the akape of M fralares
throepll the yenre of movemenlt.
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The words I have used to describe these faces are words suggesting move-
ment. Notice how often writers use terms like those to bring home to the
reader the actnal look of the person they are attempting to describe. These
pictures are more clear and imincdizte lban #hen the head or any part of
it is related to statie things.

forgen for thres dovry @ directed i Schedwla T 0,

Exencize 21 Rigar-AwcLs CoxTours

Begin this exercise by making a ten-minute right-angle drawing as de-
senbed in Exercise 16, Then spend about five minutes drawing cross con-
tours as you imagine they would appear from the right-angle pesition. ln
the check-up notice your errors, but do net Ly to carrect them.

Dhracto for thres Aours g direeted i1 Schegule & D

Coxtour axp Lixe. We think of the contour as composed of the appar-
ent lines around the struetural forras of the body. Of course, there are ao
actual lines on the figure unless you take & picce of crayon and draw some
on it. The edge of the figure, which you may beretofore have thonght of as
a line, is in reality simply the place where the figure ceases to exist. When-
ever you Munk of lines and when-
ever vou use them in drawing, you
should realize that the figure is in-
side vour lines and thal actually
there are no lines on the fgure
LrxEs, 17 YO TNINE OF THEM AT
ALL, ARE CAUSED HY THE FIGUHE
Tlet wee not separale from e
hgure bul # part of it.

A contour drawing means Lo voo
now a drawing that 13 made with-
aut looking at the paper. Natu-
rally, you are going to muke much
use of line in drawing and von w1l
not sivways refuse bo look al Hhe
paper while doing s0. You don't
have to go through the contour ex-

Srunexy Daswure oF Exercise 20
fel meors odvanced sfudy soitreg ane of sodor.)
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ercize gvery time you draw a line, but in every line you draw there should
ke priserved the things you learned from it One sees “line drawings” every-
where. Many of them are outlines. Tlonk of & lmie as 4 contour when (L
has the gquality of contour — the sense of toneh, the three-dimensional form,
the conviction that the line is caused by the figure,

A ling in drawing is ngt meant simply to record how long or how wide a
thing is. IF b were i4 might us well be drawn with & rule. The important
thing is for the line to say as much as possilile of all that vou know about
the thing.

Irraer fror fhree Eourt or divecled (m Sokadude T E.

Frobuim Colltenon. Prankium-on- Hay
Faglograph by osirutey nf dhe Mureuts 3f Nodrm At

FacalsMiLE aF & PREHI ORI
Rook Excpavine
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Start walh the conzidercdion af fhe areaghe

over, do not seuech for.the detuits but define mure aceyralely Lhe position
of Hee parts of the body. This will lead you to develop with mere clarity
ame] finesse the shupe of these forms.

Tk Drsrosserion ar raee Fowws 15 Seace. As we go on, you are to sirive
tore amd more 1o realize the mameer mowhich the focm Hlls the space.
There wouldn't be any real movement without space for the budy to mowve
i oangd Lhere wouldn™ be any Tormm witbeat speeee for the form to oceupy,

T'o understand this, Imagine, as vou druw 4 standimg figure, that you are
placing it more or less eentrally in a glass hox. Ome arm moves back away



Coryrfrdy F I M aropodiban ureum gf Aok

and try to gel Hhe displocemst of Ml weight v spoee,

from you until it touches the back of the box. The Knce iz bent forward
until it tonches the fronl of the hox, As vou draw, remember that the figure
extends into space, forward and back, up and down, Youw can apply the
same ides to o group of Agures. The figure at the extreme right touches ene
side of {the Lox and that at the |t touches another, The entice group
reaches from side Lo side and from back to front.

In this exereise you need not be especially conecrned with little separate
forms. They will come vusily enough. This is to be your coneeption of the
existence of those forms in space. At some place, here, there, the fgure
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projects into space — and inte your consciousness. The lorins are acting
in space and there musl be on your part a thrlling consciousness of thal,

Drrate for ot kawrs aa diveetsd in Sehadiic 5 O and & 5,

CoMPREHESDING THE Fory, Develaping the consciousness of the forin
is 8 glow, sensitive process. It is not something that con be comprebended
instantly, no mztter how intelligent vou are. The parts of the figure are
welded together in a perfectly logical and functinnal manner, Nu one can
teach you their truth, hut by a certain manver of approach you can bit by
bit come to know these forms and their relationship te one another. No
diagrams, no pat explanalions, will suffice, because Lhe Torm speaks to you
only s it does things.

Drae for thres Rours a2 divested In Sehrdie § K,

STUpENT Daawine oF Expacoae $3



Coliecdann ol Jobn Wickelas Drovn

I Asaonmon: BY BENuin
Prrers bk tefiers the form gocs back aud Lightly whees 67 {5 seer you, (Compare Srercines 13 and @4

movement, its depressions and elevotions, In other words, some af the feel-
ing of the gesture studies may begin to ercep into your hall-hour studies.
Kecp working over the whaole fiprtre 4t unce.

IT wem ave deawing obijects. you have probably hmidted yoursell to single
things up o now. Put several Uidngs together andl make a study of them
that will gecevps several hours. Callect any of the objerts you happen to
see around you. These are cxamples: (1) A large piece of paper tolded as if
it weree corrupated, & wagon wheel, & chain, a dish mop, a bit, {2} & pin
cushieet, o vieteola record, a shutler, the divider fenm an jee Pray, radio
tubes. Cro to ke workshop, the kitehen, or the junk pile and pick up any-
thing you happen to sce. The act of putting these things togelher may be
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are wean! to comprehend. You must make a tretnendous effort to overcome
that tendeney. If vou failed to do sa, it wonld be better to skip Lhis exercise
gllogether apd continye with crayon or mk.

Remember that you are not trying to paint with water color. You are
only trving to deaw. In order to get 1he sape feeling with the brush that
you had with the pen or ecrayon, (b5 necessary to keep the brush dev, In
the very beginning the brush may be quite wet, though the eolor should be
thick and not watery, bat from thet point ooward keep 1t dry.

To understand how to do this, make an experiment. Take 1 perfectly
dry brush, ome it hus not been inothe water al all, and dip it nte the paint
just as the paint comes from the tube, Make several marks on your paper.

. Courtery of tkg M otmpalilun s of 40
Cursese Waten-Covon Mastivg: THRER Bassima, attameTey o Kusg O
In urder da get the sure freling with the bruak this wor feact aceth the pen or ermgon, beep the
Erzpalt ofrpp,



Grigigal im Fha Firrpemt Horpan Lideary
Brvoy ar 4 Goar 430 a4 Do oy 4 Losraie AvTiar oF Tee 137H CExTuey

You will see that Lhe paind does not spread but stayvs where vou put it, This
is, ol course, a little too dey hecause the paint prebably stauds up on the
paper and the iwits of the brush spread, bot it will give vou an dea of how
dryness enahles you to control the paint. Now try this. Dlake a mixtere
of burnt sienna and black with a very little water in vour water-color pan.
Wash »our brush and wipe it quite dry on the paint rag. Then dip the
brush into the mixtuee and vou will find agmn Huat you can contral the
hrush belter because there i no excess water in ib. By working o s way
you should be alle Lo handle the brosh just as easily oz o crayon.
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The Smiece Provosrions. This is realiy o first lesson in anatomy, but
it is a very simple one. I will stact by giving in the simplest terms possible
the noomal propoetions of the human fgure. WNo one of these measures 15
exact, or could be exact, for no two figures have the same propeortions. Nor
is this planned to be an ideal figure but only a starting point for further
study. The diagrams whieh ilustrate these measurements are not draming
just as a map is not the trip. Your drawings are to be continuously meaning-
ful to the actuality of the fipure,

The borso is divided inte two equal parts, shaulders to waist and waist
to thigh, and = use a hall-section of Lhe torso as the anit of measere. From
the shoulders to the waist then we count as one. From the waist to the
thigh 15 also ere. From the collarbone to the top of the head is approxi-
mately one or somewhat less, Froan Lhe highest pont of the leg Lo the
middle of the knee is ane end anc-half. From the middle of the knee through
the Toot, if it iz plaged Hat on the Hoor, 15 also one and one-balf. U'he highest
point of e leg on the vutside 15 less than hall of the say up inke the lower
part of the torso.

The width of the shuglders equals ore and the neck oceapics & third of the
distance across Lhe top of the shoulders. The arms fit into the torse at the

shoulders just as slesves are sel into a coat. From the shoulder to the olbow
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Most of us are 20 constructed that we try Lo take care of ourselves and
save ourselves effort. But when you are too carcful and save yoursell too
muck, you cease Lo be creative because there cannot be creation without 2
terrific amount of energy. Energy is like the heat which (s required Lo weld
Lhings together, for ereation i3 2 welding of things that have not previously
heen united - making them fit together as a unit, making of them 2 new
thing, a fresh thing.

D for thred hawrs oa direstad in Sekedule 10 0,

If vou really want to learn to deaw, vou must be willing to huild the
underpinning. I kave had students whose imagimation fur exceeded what
mipht be called their student qualities, their capaeity for sustained and de-
tailed study. They want to run before they can walk. Unless they can dis-
cover the ather qualities they need to balance this errant imagination, they
oftery pive up drawing and try some other art. If vou are a student of this
tvpe, ¥ou may find some of these cxercises burdensome. That will not
matter, 2o long as you do them. No art is all made up of ooc thing. There are
many ingcedients, of which tmagination (s an important one but not the
enly one, and the ingredisnts must be balanced.

T have had other students who seemed to be more interested in “being
artists” than m drawing. They were enthralled by 2 btrain of mental ideas
rather than by the feeling of responding on paper to & vivid experience of
the senses, Such students are likely to be found, not sithing in front of the
model, but sitting over a cup of coffee in 2 neighboring eaté, talking about
art. The stwdent who really learns to draw will be the one who draws. As
Lesnardo said, the supreme misforluoe is when Lheory outstrips perform-
ance.

Dhaie for thres Rourt or direedad 1n defedule 10 £
Aepral Sekeduler [T
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Visipw oF Saxv GrovaccHive {Deral) sy oo
HWhererer the drapery i feld, mo of the bner and e elbouw, thol point Seconter @ fub
Jrowne weliich the folda radrase.

The foleds fow frome eone to the other, always of course, due to the foree ol
gravity, attewmpting to drop to the cartl and dropping in proportion to the
weight of the cloth,

ExEercisE 27 QUIck STUDIES oF DRAPERY
Maferinds: Tlse a piece of clolh something like bed sheeting, about

threc by five feet in size. It should te white or of a solid light
color, of medium weight, and without sheen.
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sume shade. The base iz to e made a moeh darker gray but net black,
The underent is to he indicaled by a blaek line which gracduates as it moves
away from the edge of the fold, giving the tinpression that the pencii bas
reathod under where the fold turned under and bas then come out again,
with lessening pressure. Bimilarly, the sculptor would lessen the pressure
of hiz toal as e crune out from under an undercut. Under no condition are
you to fee] that vou are putting a black line under the edge of the fold as it
turns under. You are following the fold as L goes under and comes out
apain,



Cluap Woprre, Faniy
Balnt Maoerese, 18tH Cestirey Woan Capvive

A drapery sindy skould be a6 clear that a woodcareer could carne
a piece of wood from it withoul any other orplonalinn,
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Narional Busrum. Foploe: Fhlggraph by courtory of Depanimeat of Aschoeology. San Mowr Collere
STAEET Momoians, & Mossic By Dinskonrioes
Crmpore Erercines 28 and 25,

museles, fat, and flesh as one thing, so you are new to eonsider the figure and
the drapery as one thing. The drapery follows the form aod the gestuare.
When the model ehanges to a new pose, the folds are determined nod only
by that pose, but by the previous one as well and by the movement the
ntode] made when she changed from the ane Lo the ather. The drapery
represents the residue of the action the maode] takes. It iz a path back to
the cause.

The following will indicate the tvpe of poses desired. (1) The madel holds
the long side of the drapery and pulls il over her shoulders like a cape,
letting it fall from the shoulders wherever it will. {2) The model holds the
short side of the drapery around her waish wihile standing, sitting, or stepping
forward, & pose that throws the drapery into some relic! against tlhe figure,
(#) The model places the drapery acenss her chest and catehes it in the baek
with her hand over her shoulder, {4) The model turns her back, holds the
drapery behing her, and with one Land brings & eomer of it over ber shoulder
Lo the pil of ber geck.

Drine for HE Bouzs as divecied in Spbedule IE A and 72 B
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ciscs a5 you were directed and lor as long as vou were divected, vou must
fail in doing this one. Al of these exerctses are tied up together in the effort
to unclerstand the fundamental teuth ouf thers — in the model or the event.
Fach effort, os fleeting a5 it may seem, s a link o the chiain of your progress.
If vou have missed any one, go Lack to it now. The persan who bries to get
ahead of himself is like a juggler trying to jugele eight balls oefore he has
learned f0 Juggle two. 1t takes him twice as long if he finally suscceds in
leaming It at all.

Exercise 81 Tue Extennenr GESTURE STrnY

This is the first sten o the sustained study, but it v ane which oo will
wse aleo for separale hall-bour drowings. Skart with a gesture study on a
large pHece of manila paper, using a 4B pencil, and go on from that to de-
linvate more carefully the forms and contours, including the outside con-
tours. Having made a real contact with the gesture in the first few minutes,
vou ean Lhan afford Lo develop the drawing az bo its otber details such as the
forms of the various parts. You may nelude some feeling of the contour
study, Lut continue to use the same pringiple of thinkimg what the thing is
doing, still feching the quality ol the gestore ¢ven when yvou are drawing 2
contour,

Tse an eraser if the number of
. lines used in the beginning confuses
this more clear delineatwon of the
farms. You may use any and =zll
methods at your command to arrive
at the corteet proporlions and the
posture, even to the extent of meas-
uring how much higher one point is
than another or the angles and dis-
tances that are created from point to
point, In such measuring there is
danger of making wour drawing sia-
Lic 50, after you have checked up
the proportions, return again to the
convigtion of the gesture. Do not
shade the drawing.

Courteny af bhe Hetropodilon 3 wrsnon of AR
Dancrsag Froure sy PovToRwo
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Ui cavorned abard whiere same other painter feffafl, Ve dare to starl whers be sbarted - -
al the beginmimy — and yeru Aave in sdeed wilk e same infrge ity aed the wanle Drercad,
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the beginning which is the top of the fold, schrel s side, and whick 1s base,
and draw those eloments just us elearly ns before. The base will be that part
of the clothing which touches the fipure and it must now be modelled as
the figure would be. The knee, 1he shoulder, and the elbow will play an im-
portant part as hubs,
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Tur first two steps in this study are identical with those of the sustained
study in pencil (Exercise 32) — an extented gesture study in penci] on
manila paper and a contour study made over it on tracing paper. it then
becomes necessary to Lransfer the contour to the gray paper. Do this by
bizcking the spece around the lines on the back of your sontour study with
g Wolfe carbon pencil. (Do nol use lead penctl for this purpose because the
graphite would repel the carbon which vou are to use later for modelling.)
Then place Lhe contour drawing right sitle up over the gray paper and go
over the contours with the HB pencil, pressing hard encugh for the lines

SrunksT GEATUNE Drawines

to show on the gray paper but not hard enough to make grooves in it
The tracing 1= apt to become mechanice] because, as you move ¥our peneil
over the lines, yvou lose conscicusness of what those lines mean and ave.
This mechanical and dizgrammatic ook can be avoided if while tracing you
huld Lo the feeling you had while making the ariginal contour study, maoving
your pencil in the same sensitive, secking, and slow manner. Even when
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tracing, vou can't make a swill line slnwly or a slow ling swiftly. The ex-
perience anust be simuoltaneous with the drawing, When the teacing is
finished. vou will find that you have a elean-cut contour on Lhe gray paper,
the linez of which are 10 carbon pencil. Soften these lines with a kneaded
eraser, or with art gum, so that it will be necessacy to re-study them as you
Build up this drawing.

[ have found thut some stucdents are more successful when they start
modelling with the black cravon or pencil and others with the white. It ia
immaterial which you use in the beginning, Assume that you start with

STUnENT GESTUME LRawixcs

the black. Alode! just as vou did w the modelled drawings except that now
vt maode] enly the dark parts, reovemiboering that yon think of those parts,
not as shadow, but as fonm moving v space. Then change to Lhe white
peneil or erayon and model those parts on which the light falls, with more
ferling of what they arc doing than of what the light i3 doing. Eliminate
cast shadows.

You cannet remove the contour when vou are through with it as vou did
in the pencil study. Therefore, it is continuaily necessary to pelate the cou-
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tour, which is already on the paper, to the modelling, and the contour as it
first existed will change. Somctimes von will find voursell pressing it back,
somebimes srasing it or parts of it. In other words, to 4 certain extent you
madel the contour. All of this is done with the sense of making an actual
physiral contact with the model,

I have often found students ta be self-conscious in the altempt to utilize

Srrpent GesTURE Derawixg
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Section 18
Studies of Structure

Exercise 38: GESTURE STUDIES OF ANATOMT

TuEse are one-minute gesture studies which fallow the directions for Exer-
ctse % with one new element. As you deaw, still attempling ta draw the
whole figure, include some feeling of the movement of the bones within the
fignre. Record loosely the gesture of the spine, the general basket shape of
the rilis, the hasin of the pelvis, the ball of the skull, the wedge of the foot.
Let the bones and the fipure move as one thing.

Exercise 39; Have axg Ary

Make & large filteen-minute contour drawing of & hand and arm, includ-
ing the elbow but not the shoulder. Put a piece of tracing paper over the
drawing and spend the remainder of an hour in studying the bones of (he

Frctode same foeling of et morement of Mee banes arithin dhe faure.
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Srunest Duawise oF Exencise 36
Look  for  ane  merewment  cither
atreighl wr coared Mied ricis Dhrough
the fqure.

one reason for making quick stucdies - ko muke o contact with Llwe gesture,
You are Lo pse straight and cueved Jines, But wse thent as a means of analee-
ing, even (uickly, the gesturs. “Chis study is done concurecently with ordi-
nary pesture deawing aud each fivds the other, T8 will be only 4 short time
hefore the popaslse vou receive froin Lhe natoral gestore of the model will
fuse with vour arbitrary use of the straight or curved line,

First reach gbent in your drawing for the movements that are biggest,
simplest, and most connected. thinking of then as either straight or curved.
As vou do this, strive Lo find one movement, eilher steaight or curved, that
goes Lhrough the entire figure, This line necd not e continuwously on the



gcontour but might start on Lhe conteur and then run inside of the body., It
nay sopwtimes melude only the main part of the body or seem to divide
into two lines, but vn the whole try to see it us one line that will carry
therough the Baure

Assuming that you have found a dominating curve, you should imme-
distely atterapt bo see sowe eomplementary straight lines. After these
lirst simple steaipht avd courved lines ane Tound, Lhey themselves may be
gpote over and broken up or subdivided Lot always with the impulse of the
gesture, Bear in mine that thens is ao one abseolute analysis to be madea.
Out of twenty studies of ane pose you might make twenty different selee-
thans in ils presentation. Thev could all be right provided your first im-

s

STonesT Paowess or ExBuciar 4G
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a starting point I sugpest Michelangelo, Rubens, Leonardo, Titian, Ra-
phael, Tintaretto, Signorelll, 1Hirer,

Drms for mir beare ws directed in Sekedple £O 0 and £3 0.

Exencisk 49 ANaLyais oF REFRODOCTIONS

Excroise 47 can be enfavged upon as time goes on [n the following ways.
{A) Takimg threc or fonr of these gesture compositions and the reproduc-
tions from which they were made, spot in very freely and in a somoewhat
gonnected manner the dark parts, Don’t draw static or separated shadows,
but feel their movement in a general way. {B) Take one of these gesture
compositions and turn it upside down. Without looking again at the re-
production, use Lhe gesture that 1s on the paper as a stacking point and make
over it a new drawing of souwlhing you have recently seen or done. Con-
tinue with ink f the pencil becomes too black. () In the same manner in
which vou attemnpted to experience the figure in Exercise 46, analyze the
composition in straight and curved lines. Allow the gesture of the repro-
duetion to act as the impulse.

Draw for dhrep futirs na directed s Sebedule £0 £,

BrUpEST DRrawin: ar Fxescmse 48 4
An anadysls of the * Lights and Davis" in Ef Grocs's
Saind Francix (in Mack ard while ol color)
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musele exlends to grip the hone of Whe upper leg. The lower tendon of the
calf muscele grips the heel, The arrangement of these muoseles en the back
of the leg is 4 perlect example of the vvetlapping which ocenrs throughout
the body,

Because of this averlapping vou should draw only a limited number of
puseles in ene study., For example, sinee the deltoid covers the place where
the biceps is attached to the bone, you might draw the biceps on ene arm and
{he deltoid on the other, showing the whole of each musele. Anv number of
studies may be made over the sanw drawing of the skeleton, each having 2
ditferent choice of muscles.

Om oo front view of the fipure you see. not only the museles of the fronl,
but parts of the muscles of the side and hack as well. An important example

. of this iz the trapezius mwuasele, a part of which

. s visible in the front view of the shoulder al-
though it is 2 musele of the Lack, Likewise, from
the side vou see museles of the front and back
and from the back wou see muscles of the side
and fronl, IL k5 necessary to remember this when
trying to correlate the Ggure and your drawing
with anatomical chartz because you see Jorms con
the figure that are iouscles from another stde,
You should not think of the front of the body as
B L wore clistinetly separated from the sides like
the front of a box,

MNeither should yeu think of the muscles as
separatid from the rest of the hody exeept for the
purpose of study, Indrawing the ligure the muscles
should never be 30 overplaved that the actual
tnamn Jorm s lost. For example, when sou study
the muscles of the neck, vou ohserve that thev are
veey differeat in the front and the back, In the
front the bonnet-string muscles of the neck (ster-
nomastaid) are seen to extend (rom behind the car
down to the pil of the neck, whereas the tra-
pezivg inuscle of the back reaches all the way up
. to the base of the skull. The study of these mus-
| cles may bave a tendency to break up the farm

HSTupksT lheawiNG oF EXERCISE S0
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of the neck in vonr mind, but the smportant way to think of the neck s
a& 2 eylinder that rises Erom the, shoulders Lo support the head like a ped-
estal. Tt is the unit that lecks intn the head and into the shoulders, and it
moves as 4 unit without ever losing this simple aylindrical Torn,

Dirawe for fifieett Rowrs o direcied 7n Schadula BL
If poseabie, +epert Sekeduls B

AropENT DRAwivg or EXERcTsE 50
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Feel that you touch every part of the form, Beeause the brush is broader
than the craoyon, you way feel that you are touching more of the surface
at once. This is [ike the difference hetween the modelled drawing in litho-
grapl, when you used the side of the crayon, and the modelled drawing in
k.

The paint becomes the besl medium for the study of drawing when used
carreclly, These directions are given only as a starting point to help you
feel that you are really drawing, not with any idea of teaching you a way
of ‘handling paint.” Tf you painled steadilv for eight months, 1 couldn't
keop you from learning to bandle paint even il T tried. The secret, if it is
one, 15 to be so completely interested in studying Lhe madel Ehat the paint
just follows. Forget that you are drawing or painting and feel that you are
wsing this medivm to reach ocut and touch the model,

Exrerese 52: Gestere Drawrneg v O

This i a five-minute study that is bke the gesture study 1n black and

STUnERT GEwTuULE DIRAwisG



ESTULENT GERTURE DrEawiscs

white crayon (Exevcise 36) except that you use black and white il color on
a large sheet of brown paper. Since you must work quickly, de not dry out
thie ¢olor helore using it.

Exercrse 53: Havr-Hour Stoor 19 O

Start with a geslure study {Exercise 52) and proceed to work for a half
hour with something of the fecling of the modelled drawing [(Exercise 7)
and the extended gesture study (Exercise 31).

Lraie for ffiesn forire aa direcled 1m Schedide #2,
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eal. Thew may be somewhat irregular, Beware of using a ciccle, lor it tends
to isolate or conclude itsell, und things should never be isolaled,

e for nr fawery o dirceted an Sehodwle 250 A und 23 11,

Exercise 850 Moosecing v0E 3TRaGnT ane Cunve

Thiz 15 & continualion of Exercise 46, 50 hepin b making o goestune deaw-
ing in straight and curved tnes, vsing lithograph crayon. Then model the
drawing. Use five-minute poses at first, lengthening them gradually to a
half-hour or miors.

The way of modelling is necvssarly indefinite. The most exuet direeiion
I can give is this — Just as your straight and curved lines do not follow the

——

ES\“ .

-

B e

fe sefeotiie - - e weld drae do meenfed ld of the form. (R eeeeine 33}
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eontour as it exists but hefghten ithe meaning of the contour in relation to
gesture and design, so your modelling does not follow the fonn exactly as
it exisls but seeks to heighten the meaning of the form. Do not try to mods
all af the form, just as with straight and curved lizes you e not try to draw
al] the contours, but be very selective. Chouse those surfaces to woded that
intensify the meaning of the pose. Mode] them wilh two aims. Onpe is to
deseribe or to emphasize the form and the other is to create on your paper

SroverT DRrawinc oF EXekcise 55

a well-balanced desipn based on the gesture of the model. Those were also
vour aims in putiing down the straight line or the curved line,

It would be a mistake for me to try to pin this down to a particular
method. You must be given a certain amount of lecway becanse your draw-
ing will develop out of your own fecling and understanding if you are not
too muck limiterd. Some of my students have more completely filled the
space between the autside edges of the figure and have done i suecessfully,
while others have left considerably more blank space. Efther could be cor-
rect. You may go through one way of werking and come to the ather.

Remember the existence of what 3 underncath the planes which appear.
The sense of substance should always be in your consciousness and, netu-
rally, in your drawing.
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If you are at a loss as to Lhow ko Begin wmodelling, T suggest that vou simply
draw a few cross—contours or vertics] eontours on the fgure and start filling
in the space near or between those lines. But du not fll in all the space,
Jump from one place to another, seaking to intensify the gesture, One way
to progress in tiis exercisce 1s not 4o look Loo aften at the model. When vou
do luak, Jook to see the gesture - hardly know that you are looking at the
parts. You will find yoursell selecting, saving, those forms which are mast
affected by the gesture. Add whatever lines seem necessary for the simple
emphasis of your {irst impulse. This sliculd be no cheap imitation arrived
at by conscious distortion, but an offort to compeehend the gesture i a

fresh way.
Drraw for avx hoirs as dirscted 1 Schedide 22 C ond 23 I,

Exgrcise 56 STraicuT avo Conve 1ix Frames

Drraw oo your paper several framoes of various shiapes and proportions —
square, rectangular, round, triangular, et cetera, Start in a somewhat hap-
huzard way with one of the sinaller detmls of the figure. For exminple, yon
may begin by selecting the inner line of the madel’s shirt enilar as a curve
which you decitle to place in the upper kefl-band corner of e aguare. Having
this arc moving dowe [rom the lefi-hand coroer in 2 square, you zre now

STURENT DRAwiING oy ExeErrme 45



SronesTt DRawing or ExErcize 33

presented with a dual preblem: {1) looking at the mode] and deciding what
can be turned into a curve and what mkao 2 straight line; (2) relating the
naxt line you choose to the square and to the curved line which 1s now in
the square,

You immediately see in relation to the second problem {that is, of con-
tinuing to fill the square) thak vou mst move at sorme bme or other diag-
onally across to the lower right-hand corner. It s instinetive to Gnd yourself
seleeting from the model the line that will most quickly carry the movement
in that direction, Therclore, vou may skip the shoulder and scleck next the
line of the arm from the shoulder down. The reason you do this is that the
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diagenal unifies. Any engineer wonld recognize this prineiple - you see
it in steel girders and o the simple architectuee of coundry barns, When you
start with a fowr-sided piece of paper, your Ast efort s Lo hold these four
gidea together, and this can be done with the least waste of effort by a
diagonal movement. A perpendienlar line down the middle of the paper
would divide it instead of pulling it together.

Having solved this problem, you must chonsge a third line whieh is related
ko the square and to the two lines that are now iv il. No matter how you
gee the space, the things in it are to fill it and fill it in 2 pictorial manner,
Continee selecting lines in this way during 2 filteen-minute or hall-hour
study. The drawing muy be made froin anything you happen to look at —
your own hand, a clump of bushes, any part of the Ggure, a group pose.
The subject will probably not be tecognizable in the drawing, YWhen you
become accustomed to the exercise, begin to make use of modelling.

Obviously, your selection of lines cannat he exaetly the same when you
begin to work Im & Lrisugle or circle instead of the square. This exercise ig
planned to help you see the figure or the event in what might be called
ita more abstract relationship to the paper. 1t enables you to see the model
o & new way, from a fresh point of view, as if you looked at it through a

SrroERT DRAwING OF Exeucine 55
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Tue Quatiry or Gestoee, From these first erude beginnings von begin
to become aware that the qualily of the wmodel shich suggested a fish was
fish-like, not because the model looked Like o Gsh cspecially, but because
he or she sugpested the capability of a fish, A Nal looks like & fish because
of 1tz cupalility for 2 certain kind of gesture or & certzin kind of life. The
artist’s constant effort s to absteact from the Bsh thal quality which is
mosl fish-like — its pesture. Therefare, you will find yoursell putting down,

" e S

purfepy af P W pirnpodivon W otpu st of £
Fran A7 Pray oy Cuao-KEn-nsione (O ese, Seve Drsastr)
The ertinty comatamt effart v to alstrect from the fish that qaeectitae
wfich b5 bhost fesd.fike.

not a fish, but a drawing which is the gesture of a fish and which wight
coineide with the gesture of other things. Stgmilarly, when you draw the
grove of pite brees, vo may Tind voursel [ deawing neither the trees nor the
umbrella but that gesture which maile vou think of the ane when you saw
the other
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