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Designed to meet the demand for lifelong learning, 
The Great Courses is a highly popular series of 
audio and video lectures led by top professors 
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is an intellectually engaging experience that will 
change how you think about the world. Since 
1990, over 10 million courses have been sold.

LI
MITED TIME OFFER

70%
off

ORDER BY JULY 13

SAVE $185

Fundamentals of Photography
Course no. 7901 | 24 lectures (30 minutes/lecture)

DVD $254.95�NOW $69.95 
+$10 Shipping, Processing, and Lifetime Satisfaction Guarantee
Priority Code: 78544

Fundamentals 
of Photography
Taught by Joel Sartore, 
Professional Photographer
national geographic magazine
lecture titles
1. Making Great Pictures
2. Camera Equipment—What You Need
3. Lenses and Focal Length
4. Shutter Speeds
5. Aperture and Depth of Field
6. Light I—Found or Ambient Light
7. Light II—Color and Intensity
8. Light III—Introduced Light
9. Composition I—Seeing Well
10.  Composition II—Background 

and Perspective
11. Composition III—Framing and Layering
12. Let’s Go to Work—Landscapes
13. Let’s Go to Work—Wildlife
14.  Let’s Go to Work—People and Relationships
15.  Let’s Go to Work—From 

Mundane to Extraordinary 
16. Let’s Go to Work—Special Occasions
17. Let’s Go to Work—Family Vacations
18.  Advanced Topics—Research 

and Preparation
19. Advanced Topics—Macro Photography
20. Advanced Topics—Low Light
21. Advanced Topics—Problem Solving
22.  After the Snap—Workfl ow 

and Organization
23. Editing—Choosing the Right Image
24.  Telling a Story with Pictures—

The Photo Essay

Learn the Inside Secrets of 
Professional Photographers
Photographs can preserve cherished memories, reveal the beauty 
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J o n  d e M a r t i n   (“Drawing Fundamentals: Introduction 
to Foreshortening—The Head”) is a New York City artist 
whose work can be found in many private collections. 
He teaches life drawing at Studio Incamminati, in Phila-
delphia, and at Parsons The New School For Design and 
the Grand Central Academy of Art, both in New York 
City. DeMartin is a contributing artist at Hirschl & Adler 
Modern, in New York City, and John Pence Gallery, in San 
Francisco. View his work at www.jondemartin.net. 

L a u r e n  K i r c h n e r  (“Drawing Materials 101”) is a graduate 
of the Columbia University School of Journalism, in New 
York City. Her work can be found in many print and online 
publications, including Wired, The L Magazine, and The Awl. 
For more information, visit www.laurenbkirchner.com. 

J o h n  a .  P a r K s  (“Charles Ritchie: Reflections”) is an artist 
who is represented by 532 Gallery Thomas Jaeckel, in New 
York City. He is also a teacher at the School of Visual Arts, 
in New York City, and is a frequent contributor to Drawing 
magazine. View his work at www.johnaparks.com.

Contributors
K e n n e t h  J .  P r o c t e r  (“Drawn From Nature”) is  
the dean of the College of Arts and Sciences at  
Georgia College and State University, in Milledgeville. 
He is known for his powdered charcoal drawings  
and is represented by Alan Avery Art Company, in  
Atlanta. His work is in museum, corporate, and  
numerous private collections. He can be contacted  
at ken.procter@gcsu.edu.

s c o t t  W a d d e L L  (“Demonstration: Modeling Through 
Form and Light”) received a B.F.A. from Florida State 
University, in Tallahassee, prior to studying classi-
cal painting under Jacob Collins. He currently divides 
his time between painting and teaching at the Grand 
Central Academy of Art, in New York City. For more 
information, visit www.scottwaddellfinearts.com.

a u s t i n  r .  W i L L i a M s  (“The View From Here” and  
“Colored Pencil Noir”) is the associate editor of Drawing.
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Fine Lines
american drawings
T h r o u g h  m a y  2 6 ,  2 0 1 3
The Brooklyn Museum 
Brooklyn, New York  
(718) 638-5000 
www.brooklynmuseum.org

Male Nude
by Edward Hopper, 

ca. 1903–1904, 
graphite and  

charcoal on cream 
paper, 24 x 9 5⁄8. 
All artwork this 

exhibition collection 
Brooklyn Museum, 

New Y ork,  
New York.

A major new exhibition, “Fine 
Lines: American Drawings From 
the Brooklyn Museum,” presents a 
selection of more than 100 drawings 
and sketchbooks produced between 
1768 and 1945, all taken from the 
museum’s collection. The roughly 
70 artists featured include many of 
the greatest luminaries from two 
centuries of American art. Singleton 
Copley, Thomas Eakins, Winslow 
Homer, John Singer Sargent, Edward 
Hopper, and Georgia 
O’Keeffe, among oth-
ers, are represented.

The exhibition pays 
special attention to 
artists’ sketchbooks, 
many of which have 
been photographed 
page by page, with 
the photographs 
printed and installed 
on the gallery walls. These sketch-
book facsimiles allow an almost 
incomparable view into the obser-
vational and imaginative processes 
of the artists, and the sketches 
impress with their vast ranges 
of styles and degrees of finish.
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The exhibition is divided into 
six main sections. The first of 
these is “Recording Anatomy,” 
which explores artists’ inter-
est in the human body. Among 
the drawings in this portion 
of the exhibition is Edward 
Hopper’s Male Nude, completed 
early in the artist’s career when 
Hopper was studying in Robert 
Henri’s life class at the New 
York School of Art. The exhibi-
tion’s second section is titled 
“Fashioning Character.” It 
includes works that depict the 
body clothed, often in prepara-
tion for a painting or sculpture.

The following section, 
“Portraying Personalities,” looks 
at portraiture, arguably the oldest 
established genre of American art. 
A standout work in this gallery is 
Minerva Josephine Chapman’s 

Woman in Profile
by Minerva  
Josephine Chapman,  
ca. 1858–1947, 
charcoal on cream laid 
paper, 22 1⁄8 x 16¾.
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Woman in Profile, a stunningly 
delicate tonal charcoal portrait of a 
woman seen from behind, with her 
head partially turned. Chapman 
was one of a growing number of 
professional female American artists 
in the late 19th century, when col-
leges and universities—along with 
other educational and professional 
opportunities—were becoming 
increasingly open to women.

The exhibition includes a 
delightful section named “Telling 
Tales,” comprising narrative draw-
ings, many of them illustrations 

for stories printed in magazines. 
Some, such as William Glackens’ 
Merry Christmas (not pictured), 
overf low with detail, energy, and 
numerous characters and storylines 
that together form a boisterous 
panorama. Others, such as Thomas 
Eakins’ Thar’s Such a Thing…, an 
illustration for Scribner’s Monthly, 
presents a more somber narrative. 
In this drawing Eakins, a master 
portrayer of human gesture and 
action, expressively uses the body 
language of his figures to convey a 
sense of anguish and exhaustion.

The final two sections of the 
exhibition focus on the natural and 
manmade landscape. “Exploring 
Nature” contains traditional land-
scapes ranging from sketches 
created with a single f lowing line to 
lush, finely rendered pastel scenes. 
“Observing the Built Environment” 
consists of views of cities, buildings, 
ships, and railroads—artistic subjects 

 “Thar’s Such a Thing as Calls in This World”
by Thomas Eakins, 1879, black ink with opaque 
white highlights on wove paper, 10 7⁄16 x 12 ¼. 
Illustration for Richard M. Johnston, “Mr. Neelus 
Peeler‘s Conditions,” Scribner’s Monthly, June 1879.
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that became increasingly prominent 
around the dawn of the 20th century.

Reginald Marsh was one art-
ist who took up the challenge of 
portraying the crowded, chaotic, 
changing life of America’s urban 
areas. Many of his paintings, prints, 
and drawings featured the grittier 
side of New York City—crowded 
beaches at Coney Island, homeless 
life on the Bowery, and bustling 
burlesque revues. His 1931 draw-
ing Wall Street uses a system of 
hatches to present the city seem-
ingly rising story by story out 
of the rivers that surround it.

An extensive illustrated catalogue 
of the exhibition is available, fea-
turing several essays and detailed 
descriptions of individual drawings. 

For more inFormation, visit the 
Brooklyn museum’s weBsite.

Wall Street
by Reginald 
Marsh, 1931, 
brown ink with 
graphite under-
drawing on cream 
wove paper,  
9 x 6 7⁄16.

DR_Sketchbook_Spr13.indd   13 4/10/13   1:04 PM

http://www.drawingtheportrait.com


14  Drawing / Spring 2013  t h e d r a w i n g m a g a z i n e . c o m

Extreme Drawing
T h r o u g h  a u g u s T  2 5 ,  2 0 1 3
The Aldrich Contemporary  
Art Museum 
Ridgefield, Connecticut 
(203) 438-4519 
www.aldrichart.org

Young Man, 
Seated, in a 
Velvet Beret
by Edgar Degas, 
1857, etching, 6½ 
x 44⁄5. Courtesy 
the Museum of 
Fine Arts, 
Boston; Boston, 
Massachusetts.

This spring and summer, the Aldrich 
Museum, in Connecticut, shines 
a spotlight on numerous shades of 
contemporary drawing, especially 
those of the abstract and experimen-
tal varieties. “Extreme Drawing” is 
a series of exhibitions and related 
programming that presents an array 
of approaches taken by contemporary 
artists who push the boundaries of 
drawing, including artists whose prac-
tices address issues of scale, material, 
gesture, and individual circumstance.

One highlight from this large 
slate is the exhibition “Ballpoint Pen 
Drawing Since 1950.” The origins 
of the ballpoint pen go back to the 
late 19th century, but it was only after 
World War II that the technology was 
perfected and the now-ubiquitous 

writing tool achieved widespread 
commercial success. With the rise of 
anti-art movements such as Fluxus in 
the 1950s, a number of notable artists 
made drawings using the instrument. 

The last two decades have witnessed 
a resurgence in artists drawing with 
ballpoint. In a catalogue essay, exhibi-
tion director Richard Klein explains, 
“For individuals born after the begin-
ning of the 1950s, the ballpoint has 
been like the ocean to fish; a reality 
that is ever present and practically 
invisible. … For many artists, this 
state of affairs has created a situation 
where the ballpoint has become the 
vernacular go-to tool that can be coaxed 
out of its supposedly limited nature 
to perform a seemingly unlimited 
range of aesthetic roles, becoming in 

BL-120
by Il Lee, 2011, ballpoint 
pen on canvas. Courtesy 
the artist and Art Projects 
International, New York, 
New York.
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many ways the pencil of our era. The 
past 30 years has seen the ballpoint 
taken up by an uncategorizable range 
of artists, with the results spanning 
the abject to the sublime.” Among 
the artists featured in “Ballpoint 
Pen Drawing” are Rita Ackermann, 
Alighiero Boetti, Alberto Giacometti, 
and Dawn Clements, who appeared 
in this magazine last year as part 
of our issue covering contemporary 

artists pushing the limits of drawing.
Among the other offerings in 

the Aldrich’s program are the solo 
exhibition “Amelie Chabannes: Double 
Portraits and a Fourth Hand,” contain-
ing two large site-specific drawings 
by the artist; and the two-person 
show “Creative Growth: Dan Miller 
and Judith Scott,” featuring a diverse 
set of works by the California-based 
artists. Also featured is “The Capitol 

Project,” a series of drawings of the 
US Capitol Building by Robert Longo.

Alongside these exhibitions, 
throughout April and May, the 
Aldrich is holding “Extreme Draw 
On,” a series of drawing workshops 
and activities, including several events 
intended for families.  

For more inFormation,  
visit the museum’s website.

PRImO® Euro Blend™ Charcoal Pencils, in black and pure white, 
are premium artist pencils. Created with a unique, creamy, rich 
formula, they can be used alone or in combination with other 
charcoal, pastel, or mixed media in your art.  Also can be used 
for quick layouts for oil painting.  Handcrafted in the USA with 
sustained yield cedar wood to ensure smooth
sharpening and strength.  

GeneralPencil.com

Pencil Makers in the USA Since 1889
GENERAL PENCIL COMPANY, INC.

Factory Jersey City, NJ USA
Info PO Box 5311 Redwood City, CA 94063

Tel 650.369.4889 · Fax 650.369.7169

Artist: JD Hillberry

MADE IN THE USA

right

Ononimo (detail)
by Alighiero Boetti, 1973, ballpoint 
pen on card, eleven parts.
Collection Gian Enzo Sperone, New 
York, New York. Courtesy Sperone 
Westwater, New York, New York. 

Far right

Watch the Dolphins Play
by Russell Crotty, 2007, ballpoint pen 
and watercolor on paper on fiber-
glass sphere. Courtesy the artist and 
CRG Gallery, New York, New York.
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director for McMaster Gallery, at 
the University of South Carolina.

“In selecting the award win-
ners I found that Foiled Again, by 
Eileen Sorg, was exceptional in 
process and content,” Hewitt says. 
“Sorg skillfully pushed beyond 
the expected to create a wonderful 
visual pun. Spirit Stones, by Deborah 
Friedman, manipulated transpar-
ency, light, and ref lection with 
exceptional skill and good humor. 
Could those rocks be smiling?”

CPSA holds two exhibitions 
annually: Explore This and the CPSA 
International Exhibition, which 
features works created exclusively in 
colored pencil, as opposed to Explore 
This’ focus on mixed media work. 
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Winners Announced
in colored pencil competition
The Colored Pencil Society of America 
(CPSA) recently presented its ninth 
annual Explore This online exhibi-
tion, the result of a juried competition 
of mixed media artwork combining 
colored pencil and other materials. 
The organization received hundreds of 
entries, out of which 53 were selected to 
appear in the exhibition, which can be 
seen on CPSA’s website, www.cpsa.org.

Thirteen of the selected images 
were chosen as award winners, with 
the best-of-show award going to 
Washington artist Eileen Sorg for her 
drawing Foiled Again. The second-
place winner was Deborah Friedman, 
of Wellesley, Massachusetts, for her 
piece Spirit Stones. The exhibition 
was juried by Mana Hewitt, the 

For more inFormation on current  
and Future cpSa exhibitionS,  
viSit www.cpSa.org.
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lef t 

Foiled Again
by Eileen Sorg, 
colored pencil, 
watercolor, and ink, 
12 x 27. Image cour-
tesy Colored Pencil 
Society of America.

below lef t

Spirit Stones
by Deborah Friedman, 
colored pencil and 
graphite, 17½ x 13. 
Image courtesy 
Colored Pencil Society 
of America.
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Drawing magazine has a new home on the 
web. TheDrawingMagazine.com is now 
your online destination for exclusive web 
content from the industry’s leading publica-
tion for working artists looking for infor-
mation about and outstanding examples 
of drawing. The new site, a component of 
ArtistsNetwork.com, provides access to 
online articles, galleries, and competitions 
from the magazine. You’ll also find deals on 
products available at the North Light Shop, 
as well as information from our sister pub-
lications The Artist’s Magazine, Watercolor 
Artist, and Pastel Journal.

Keep an eye out in this and future issues 
for notes indicating bonus content from 
select articles available online.

Visit Drawing’s new website:  
theDrawingMagazine.coM
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Michelangelo  sacred and profane

Madonna col 
Bambino
by Michelangelo 
Buonarroti, ca. 1525, 
black chalk, red chalk, 
lead white, and wash.
Firenze, Casa Buonar-
roti, inv. 71 F. Exhibi-
tion organized by the 
Muscarelle Museum 
of Art at The College 
of William & Mary in 
Virginia in partner-
ship with Fondazione 
Casa Buonarroti and 
Associazione Cul-
turale Metamorfosi. 
Courtesy Museum of 
Fine Arts, Boston.
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Michelangelo  sacred and profane T h r o u g h  j u n e  3 0 ,  2 0 1 3
Museum of Fine Arts, Boston 
Boston, Massachusetts 
(617) 267-9300 
www.mfa.org

Madonna col 
Bambino
by Michelangelo 
Buonarroti, ca. 1525, 
black chalk, red chalk, 
lead white, and wash.
Firenze, Casa Buonar-
roti, inv. 71 F. Exhibi-
tion organized by the 
Muscarelle Museum 
of Art at The College 
of William & Mary in 
Virginia in partner-
ship with Fondazione 
Casa Buonarroti and 
Associazione Cul-
turale Metamorfosi. 
Courtesy Museum of 
Fine Arts, Boston.

American museumgoers currently 
have the opportunity to witness a 
renowned collection of drawings 
by Renaissance master nonpareil 
Michelangelo Buonarroti (1475–1564) 
in the exhibition “Michelangelo: 
Sacred and Profane, Master Drawings 
from the Casa Buonarroti,” on view 
in Boston through the end of June.

The exhibition features a rich and 
varied selection of 26 drawings from 
the master’s collection, preserved 
by his descendants in the family 
home, Casa Buonarroti, in Florence. 

sponsored by

Visit www.southwestart.com for complete guidelines and to enter today!

The 13 winning artists will be published in the December 2013 issue of Southwest Art —  
one lucky winner’s work will be chosen for that issue’s cover art. They’ll also be showcased  
on www.southwestart.com. All winners will receive a certificate suitable for framing.

DEADLINE: JUNE 17, 2013

Get your artwork spotlighted in Southwest Art and win $2000!
Enter your best work in our competition and show us your

Artistic Excellence!
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Prizes:

10 Honorable Mentions: $100 gift certificate to North Light Shop

First Place: $2000 Second Place: $1000 Third Place: $500

The selected works are divided 
between figure and architectural 
studies. Together they illustrate how, 
throughout his career, Michelangelo 
alternated between interpretations of 
the divine and the worldly or profane.

Michelangelo’s powers to evoke 
the sacred are fully displayed in his 
large drawing Madonna col Bambino 
(“Virgin and Child”). One of his most 
admired images, the drawing depicts 
a moment of both tenderness and 
uncertainty. It is 
created primar-
ily with fresh, 
sketchy black chalk 
lines, but part of 
the infant Christ 
is rendered in 
beautifully modu-
lated tones created 
with red chalk 

Study for the 
Porta Pia in Rome

by Michelangelo 
Buonarroti, ca. 1560, 

black chalk, pen-
and-ink, brown 

wash, and white 
heightening.

Florence, Casa Bu-
onarroti, inv. 102 A. 
Courtesy Museum 

of Fine Arts, Boston.
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Through easy-to-follow techniques, tips and step-by-step 
demonstrations, Mark and Mary Willenbrink provide guidance 
and encouragement for drawing nature. Learn about materials, 
basic techniques and how to draw a variety of nature scenes with 
simple compositions and a realistic style.

 Exercises and mini demos on drawing technique give 
a strong foundation

 12 easy-to-follow step-by-step demonstrations (plus two 
bonus demos online) help you complete fi nished portraits

A Beginner’s Course on Drawing Nature

This and many more North Light products are available 
at your favorite art & craft retailer or bookstore. They 
can also be found online at northlightshop.com, or 
call 1-800-258-0929 to order.

an imprint of F+W Media, Inc.

ArtistsNetwork @artistsnetwork 

and white paint, which show to full 
effect Michelangelo’s celebrated 
ability to depict sculptural form 
on a two-dimensional surface.

A worldlier image is Michelangelo’s 
imaginary portrait of Cleopatra, a 
black-chalk presentation drawing 
he made as a gift for his friend 
Tommaso de’ Cavalieri. It is widely 
considered to be one of the art-
ist’s most poetic conceptions.

Although he achieved his greatest 
renown as a sculptor and painter, 
Michelangelo’s legacy as an architect 
is no less monumental. The Casa 
Buonarroti holds an extensive col-
lection of the master’s architectural 
drawings, from which a selection 
of highlights has been chosen for 
this exhibition, including plans for 
churches and military fortifications. 
Some of these feature fantastic draw-
ings of walls and portals equipped 

correction

Cleopatra 
(recto)

by Michelangelo 
Buonarroti, ca. 

1475–1564, black 
chalk.

Florence, Casa 
Buonarroti, inv. 
2 F. Organized 

by the Musarelle 
Museum of Art 

at The College of 
William & Mary in 
Virginia Courtesy 

Museum of Fine 
Arts, Boston.
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with pincers and shells like giant 
crabs. The important ecclesiastical 
designs chosen for display in the 
exhibition include several plans too 
ambitious and costly to be realized, 
such as the facade of the church 
of San Lorenzo, in Florence.

The exhibition is organized in col-
laboration with the Casa Buonarroti 
and the Muscarelle Museum of 
Art, in Williamsburg, Virginia.

correction
A recent article contained an inaccurate description of techniques 
used by Pat Averill for her colored pencil drawings (“Work With 
Whatever Works,” by Naomi Ekperigin, winter 2013). The following is 
a corrected description of two of the artist’s methods.

In one method, Averill creates a color swatch using heavy pressure 
on scratch paper. She rubs over the swatch with a used dryer sheet 
or rag, then rubs the dryer sheet on her paper in circles, gently at first 
and then harder, to create even color.

Another method the artist uses is to rub pencil color over a small 
square of rough sandpaper, tap it over her paper evenly, then rub it 
with a dryer sheet or rag into a smooth tint.

Plan for the Church 
of San Giovanni dei 
Fiorentini in Rome
by Michelangelo Buonar-
roti, ca. 1559–1560, black 
chalk, pen-and-ink, white 
heightening, and wash.
Florence, Casa Buonar-
roti, inv. 124 A. Organized 
by the Musarelle 
Museum of Art at The 
College of William 
& Mary in Virginia. 
Courtesy Museum of 
Fine Arts, Boston.
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Gesture Portraits II
by Jeffrey R. Watts

6.5 Hours $95

Watts Atelier
Online

Launching 
Summer 2013

Watts Atelier
Experience the Difference!

Watts Atelier of the Arts, llc
171 Calle Magdalena Ste. 103
Encinitas, CA 92024
760.753.5378
www.WattsAtelier.com

2013 Term Dates

For Class & Workshop Dates, 
Descriptions and Pricing

Visit:
www.WattsAtelier.com
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SPECIAL ADVERTISING SECTION

Building 
Materials

Although drawing frequently serves as a foundational art, used in 
preparation for elaborate works in other media, the materials employed  

to create drawings can be refreshingly simple: a piece of charcoal or 
graphite, maybe a colored pencil, and a piece of paper. But the choice of 

which specific instruments and surfaces to use is not always so simple, as 
there exists a wide a variety of manufacturers creating a multitude of 

valuable products, each of which is particularly well suited to the hands  
of certain artists.

In this sponsored guide, we offer a collection of drawing materials  
new and old from some of the best manufacturers out there. Try them  

out and watch your portfolio grow.
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SPECIAL ADVERTISING SECTION

New Arches® 
Drawing, 
Sketch Pads 
The 100% cotton com-
position enhances dura-
bility and gives a unique 
and beautiful appearance 
that is soft to the touch. 
These pads work excep-
tionally well with pencil, 
pen-and-ink, charcoal, 
and pastel. Erasable and 
smudge resistant, this 
beautiful paper is acid-
free and has no optical 
brighteners. For more 
information, visit  
www.cansonstudio.com.

t

Blick Studio Artists’ 
Colored Pencils
Professional quality at an af-
fordable Blick price! “I was tired 
of the leads breaking and the 
cores popping out of my other 
wax-based pencils,” says artist 
Rich Berry (www.richberryart.
com). “So I purchased a set of 
72 Blick Studio Artists’ Colored 
Pencils, some individual colors, 
and the fantastic set of 12 grays. 
The colors lay down very nicely 
without any wax bloom. I am 
sold on these pencils, and I’m 
not even talking about the low 
price!” For more information, 
visit www.dickblick.com.

t

Mars® Lumograph® Sketch Pencils
Staedtler pencils have super-bonded lead and a special 
lead formulation, making them unbelievably break-
resistant. Premium-quality wood is PEFC-certified from 
sustainably managed forests. Sixteen hard and soft 
degrees are sold in metal tins and sketch-set assortments. 
Manufactured in Germany, these pencils also have excel-
lent reproduction results. Visit www.staedtler.ca to see 
the full line of Staedtler artist supplies.

t
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SPECIAL ADVERTISING SECTION

Bruynzeel  
Design Pencils u
Back by popular demand, Bruynzeel 
Design pencils are now available in 
full colored pencil, watercolor, and 
graphite ranges. This highly lightfast 
range is crafted with light cedar 
casings from responsibly managed 
forests. Wide-gauge cores are glued 
all the way through the casing and 
perfectly centered, which means 
no more cores breaking and 
falling out of your pencils.  
For more information, 
visit www.bruynzeel.nl/en.

t Primo® Euro Blend™ Charcoal Pencils
Primo® Euro Blend™ Charcoal Pencils are made in small batches 
with rich, deep blacks to achieve intense dark tones. Primo® is a 
creamy, premium charcoal-drawing formula that can be used alone 
or in combination with other media, including charcoal, graphite, 
pastel, or mixed media. Made in the United States using the high-
est-quality sustained-yield cedar to ensure smooth sharpening and 
strength. Visit www.generalpencil.com for more information. 

Nitram Charcoal u
Extra large and extra soft, Nit-

ram Charcoal is ideal for artists 
doing figure work, large mural 
outlines, and even big sets for 

theatre and film. Nitram is 
unique—it does not crumble, 
fragment, or disintegrate like 

other charcoals. It is available 
in 6mm, 8mm, 12mm, 25mm, 

40mm, and bloc sizes.  
For more information, visit 
www.nitramcharcoal.com.
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When creating a portrait drawing, Scott Waddell pays constant 
attention to how light hits the changing surfaces of the model’s 
forms. In this demonstration, the artist, an instructor at the Grand 
Central Academy of Art, explains the steps he takes to truthfully 
depict that relationship and bring his drawing to a satisfactory 
conclusion.

b y  s c o t t  w a d d e l l

Modeling Through 
Form and Light

 D e m o n s t r at i o n 
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Step 1
I begin my drawings by looking for large tilts that 
make up the big shapes of the portrait. I find these 
tilts by holding my pencil up, at arm’s length, in 
front of my subject. I then try to replicate these 
same tilts with lines on my paper. Once I have 
two or more tilts down, I look at them in relation 
to one another on the paper. I do this until I have 
something that roughly suggests the proportions 
of the head. At this time I measure a halfway-
point on the model and notate that point on my 
drawing so that I can make everything line up 
properly as I begin to refine the forms.

Step 2
I next break down the large shapes into smaller 

shapes, which still consist of tilts that I can 
compare to one another. I try to achieve a like-

ness between each shape in my drawing and its 
corresponding shape on the model. I routinely 

recheck the halfway-point that I measured 
earlier, and I make some additional compara-

tive measurements to confirm the placement of 
different marks. These might include compar-
ing the width of the face to its height, measur-

ing from the chin to the nose and seeing how 
that length compares to other dimensions on 

the face, and so on. I also mass in some tone in 
the shadows. This creates an optical similarity 
to the light and dark relationships in life, which 

makes general optical comparisons easier.

Until this point I have only allowed myself to look 
at these forms as abstracted, two-dimensional 
shapes—this helps prevent me from symbol-

izing the features of the head. But at this point, I 
begin to allow myself to look at them as specific 

structures that make up the face. 
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Step 3
I’m now fully in conceptual, three-dimensional 
mode, and I can reinterpret and develop my 
shapes into structures. Rather than jumping into 
the details of any particular feature, I work toward 
them by counting through and building each 
structure, such as the orbit of the eye, the nasal 
bone, the orbicularis oris, and so on. I try to avoid 
including lines that aren’t visible in life, such as 
axes or anatomical outlines. Instead I form a men-
tal picture of these concepts as I move carefully to 
their visible aspects on the head.

Step 4
When I start modeling I like 

to begin in an interesting and 
challenging area. If I can model 
an eye or a nose well, that sets 
a standard that every following 

form needs to live up to. I also 
like the feeling of going forward 

without fear. Starting somewhere 
because it seems unimportant 

and less risky if you screw up 
is a way of anticipating failure. 

For this drawing, I chose to start 
modeling in the right eye.

I like to go into a drawing confident 
and calm—not reckless. I work at 

a pace that is realistic for me to 
achieve the detail and resolution 

in the modeling I desire. I think 
before every move I make, calcu-

lating the relationship between 
the light source and the form so 
that I can have a good explana-

tion in my mind as to why the 
value is getting lighter or darker. 
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Step 5
The driving conceptual force 

behind my modeling is the 
relationship between light 

and form. With every form I 
model—big and small—I study 
its surface’s relationship to the 

light. The more a form turns 
from the light, the less light 
it receives and the darker it 
becomes. The more it turns 

toward the light, the lighter it 
becomes. As I draw, I follow 

the form in a three-dimension-
al, sculptural way, building the 

light effect according to this 
logic, as you can see in the ini-
tial modeling on the forehead.

My approach remains the 
same as I move through the 

drawing. I finish each form as 
I go, thoroughly developing 

the light effect through form 
conception.

Step 6
My materials for this drawing are graphite and white 
Conté, which together set some parameters that I have 
to work within. When I begin modeling, I must choose 
a part of the model’s form that will be the value of the 
paper. The toned paper I am working with is a middle 
value, so it felt natural to choose some of the midtones 
around the model’s brow and temples to be the paper 
value. This means that other parts of form with that 
same surface orientation and local value will also be de-
scribed by the paper value. When a form curves further 
from the light than that orientation, I apply graphite to 
turn it toward shadow. For parts of the head that turn 
toward the light, I gradually apply white Conté. 
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The Finished demonsTr aTion:

Morgan
2013, graphite and white 
Conté on toned paper, 12 x 9. 
Collection the artist. 

Step 7
A large part of this discipline consists 
of finding interest in every form 
you model. I’ve noticed that I will 
sometimes lose interest and mental 
stamina as I move to larger forms 
with fewer details and less contrast. 
While I work, I have to remember 
what I’d like to see fully modeled as a 
viewer, not what I enjoy modeling as a 
draftsman. 

Step 8
Once every form is complete 
and I can see everything in a 

larger context, I pick out little 
areas that can be altered to 

better relate to the whole. 
The important thing for me in 

this stage is to be sure that I 
approach my corrections with 
the same careful, form-based 

approach that I used when  
beginning my drawing. It’s 

easy to speed up and make 
large sweeping changes to val-

ue when you have everything 
covered. Instead, I spend a 

long time trying to believe the 
illusion of the drawing, seeing 

it not as pencil on paper but 
as a three-dimensional head. 

When I can convince myself of 
a particular change, I imagine 
crawling over that form until I 

reach the problem area where I 
slowly and carefully correct it.
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The Finished demonsTr aTion:

Morgan
2013, graphite and white 
Conté on toned paper, 12 x 9. 
Collection the artist. 

AbouttheArtist
Scott Waddell received a B.F.A. from Florida State University, in Tallahassee, prior to studying 
classical painting at The Florence Academy of Art and the Water Street Atelier under Jacob  
Collins. He currently divides his time between painting and teaching at the Grand Central Acad-
emy of Art, in New York City. He also teaches workshops at various art institutions throughout 
the country, including in Edmond, Oklahoma, June 5 through June 9; in New York City, July 22 
through August 2; and in Austin, Texas, September 23 through 27. For more information, or to 
view instructional portrait videos by the artist, visit www.scottwaddellfinearts.com.
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the view  
from here

The Conté drawings and watercolor paintings of Matthew Daub 
depict real places, but the artist manipulates these scenes in any way 
necessary to communicate his emotional experience of the landscape.

b y  A u s t i n  R .  W i l l i A m s
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the view  
from here

The Conté drawings and watercolor paintings of Matthew Daub 
depict real places, but the artist manipulates these scenes in any way 
necessary to communicate his emotional experience of the landscape.

b y  A u s t i n  R .  W i l l i A m s

737 North: Kempton
2010, Conté, 26 x 59.  

Collection Louis-Dreyfus Family.
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A
Matthew Daub landscape 
feels specific but at the 
same time gives you the 
sense that you could be 
anywhere. The exactness 
comes, in part, from a 
wealth of details that mark 
place. Intersections, street 

signs, buildings, and telephone poles 
give the impression that you’re look-
ing at one spot on one Pennsylvania 
road at a certain time of day during 
a certain time of year. But these lo-
cations also seem to stand for some-
thing much broader. Maybe it’s be-
cause the landscapes feel so American: 
Views filled with railroad tracks, grain 
silos, and long country roads evoke 
Edward Hopper, Charles Sheeler, 
Robert Frank, and a century of oth-
er artists who investigated America 
through such motifs. Daub’s images 
resonate with this national tradition, 

been living way out in the country 
for about seven years now,” he says. 
“There aren’t that many people, but 
this is my community, and art is one 
way for me to feel like I’m a part of this 
environment.”

Ultimately, Daub’s subject is not 
only the landscape itself but the land-
scape as he experiences it. “Artists are 
always looking for subjects,” Daub ob-
serves, “but as Delacroix said, the sub-
ject is you. I can find interest in a rock 

in the water—that’s the 
excuse that allows me to 
play with my emotions. I 
treasure things that real-
ly move me, whether they 
make me happy or sad. 
When I’m up in my stu-

dio—on the top f loor of a log cabin that 
looks out over Maiden Creek—I try 
channeling those emotions. The way I 
feel is the way my drawing’s going to 
feel, and I’m very conscious of that.”

In his efforts to reproduce his expe-
rience of the landscape, Daub is open 
to manipulating anything—from col-
or, to perspective, to the placement of 
signs, trees, and even roads and build-
ings. “Even a realist is not really a realist 
if he’s doing his job right,” Daub says. 
“My work looks quite realistic to most 
people, and in my newer pieces there’s 
strong evidence that photography is in-
volved. But they’re all highly manipu-
lated—my paintings and drawings are 
complete fabrications. When people 
see the actual photographs that I work 
from, they’re stunned. I’m not looking 
for subjects that are interesting as sub-
jects; I’m looking for a vehicle that my 
emotion can be impressed upon.”

D
aub’s latest project is a series of 
nearly monochromatic watercol-
ors tracing the path of Maiden 
Creek, part of which flows 

through his property. “I wanted to make 
the paintings as objective as I could, in 
a sense,” he says. “They’re manipulated, 
but not as much as most of my work. I 

wanted to take a lot of the romance out 
of it, including the titles being just the 
coordinates.”

For these paintings, the artist uses 
a limited palette dominated by gray-
blues. This is a new approach to color 
for Daub, and he finds that it allows 
him to match his paints to the feel-
ings evoked by his subjects. “I love 
color, and back in the 1990s, the color 
in my watercolors was really height-
ened—I pushed it heavy,” he says. 
“But I think that most of the mood 
in my work is contemplative, may-
be with a little string of melancholy 
thrown in. The mood is what I find to 
be most compelling and interesting. 
And the color, when it’s too hot, can 
get in the way of that mood. I don’t 

“ You jus t need to saY w hat You’re 
going to saY w ith enough convic tion. 
PeoPle will see it  and belie ve it.”

but America isn’t necessarily their cen-
tral subject, for these lonely landscapes 
also function on a more intimate level. 
They’re elusive, evocative, and person-
al, providing compelling views into the 
artist’s feelings about the places that 
surround him.

Daub has focused on the landscape 
for the bulk of his career, and he be-
lieves the subject has given him a ve-
hicle for channeling his emotional and 
sensory experiences of the world. “My 
environment has always been very mov-
ing to me,” the artist says. “Certain lo-
cations and certain emotions at differ-
ent times of day—it’s the way that I feel 
that really interests me, more than the 
way a rock or a tree or a house looks.” 
Naturally enough, these connections 
occur most intensely with the area in 
eastern Pennsylvania where the artist 
lives. Daub draws and paints his imme-
diate, everyday surroundings. “We’ve 

Saturday, 
the 17th

2010, Conté,  
26 x 40. 
Collection 
the artist. 
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wanted to take a lot of the romance out 
of it, including the titles being just the 
coordinates.”

For these paintings, the artist uses 
a limited palette dominated by gray-
blues. This is a new approach to color 
for Daub, and he finds that it allows 
him to match his paints to the feel-
ings evoked by his subjects. “I love 
color, and back in the 1990s, the color 
in my watercolors was really height-
ened—I pushed it heavy,” he says. 
“But I think that most of the mood 
in my work is contemplative, may-
be with a little string of melancholy 
thrown in. The mood is what I find to 
be most compelling and interesting. 
And the color, when it’s too hot, can 
get in the way of that mood. I don’t 

think this is true for every painter, 
but it has been true for me.”

Another tool the artist uses to es-
tablish mood is his placement of fig-
ures—which is to say, his conspicuous 
lack of figures. Daub’s landscapes are 
filled with evidence of human activity 
yet consistently devoid of actual people. 
This gives his drawings a sense of iso-
lation but can also, somewhat ironical-
ly, provide a personal feel. “Years ago 
I included a lot of figures in my land-
scapes, although I was always very se-
lective about where I’d place them, their 

gestures, and how they carried them-
selves,” Daub says. “But in time, I came 
to believe that my work is not about 
other people. It’s autobiographical; it’s 
about how I’m responding. When view-
ers look at my drawings and paintings, I 
want them to stand in my shoes and ex-
perience the environment as I felt it—
not view it through someone else in the 
landscape who’s experiencing the envi-
ronment in their own way.”

Daub’s landscapes are filled with 
different sorts of pathways—roads, riv-
ers, and railroad tracks. He uses these 
as compositional devices but also as 
indicators of mystery. He explains, 
“When I teach my students about cre-
ating space in a traditional painting, 
we talk about leading lines—how the 

40° 31’ 32.1852” – 75° 52’ 27.1662” 
(Crystal Cave Road and Route 143, 

Virginville, Pennsylvania)
2012, watercolor, 22 x 30. Courtesy 
ACA Galleries, New York, New York.
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eye follows a diagonal into the picture 
plane and reads it as a receding line. So 
there’s that—roads work well spatially. 
But more than that, roads speak about 
transitions. What you don’t see, what’s 
just around the corner, is an important 
psychological trigger. One of my favor-
ite paintings is Hopper’s Gas, and the 
most wonderful thing about it is the 
dark space at the end of the road. It’s 
the unknown.”

D
aub’s drawing process is a mix of 
planning, spontaneity, instinct, 
and thoughtful revision. He 
starts work with only 

a sheet of hot-pressed water-
color paper, a pile of sanded 
Conté, and a collection of rags 
and paper towels “in various 
stages of decrepitude.” After 
looking at his reference and 
thinking about the composi-
tion, he picks up whichever 
towel feels right, dips it in the 
Conté, and begins rubbing in 
the composition’s big shapes.

As he forms the overall de-
sign of an image, Daub pays 

little heed to so-called rules of compo-
sition. “I never employ any sort of grid 
device, such as the golden section, the 
rule of thirds, or anything like that,” 
he says. “One of my heroes is Giorgio 
Morandi, and he breaks every sort of 
compositional rule any teacher will 
ever tell you. Sometimes a strange 
composition is the best composition.

“My drawings start much looser 
than anyone would imagine,” Daub 

continues. “At first, they look more 
like Franz Kline than Matthew Daub. 
I’m just trying to let the instinct out—
to get the shapes in and establish the 
patterns of light and dark. Then I’ll 
tweak and adjust things. I’ll take a tele-
phone pole, for example, and slide it 
slightly across the page. It gets to the 
point where you just know it’s right. 
You can’t prove it, but your sense just 
tells you that’s where it needs to be. It’s 
no different than the way an abstract 
formalist would put a mark on a page. 
And that process is very creative and 
very satisfying.”

Over the course of a draw-
ing, Daub incorporates nu-
merous varieties of Conté—
sticks in every available 
hardness, as well as powder 
that he applies with rags, 
paintbrushes, and his fingers. 
Conté is difficult to erase, so 
Daub works around any areas 
that he intends to leave white. 

Four Way
2010, Conté, 26 x 40. Courtesy  

ACA Galleries, New York, New York. 

The Fourth of July
2010, Conté, 22 x 30. Courtesy ACA 
Galleries, New York, New York.

DR_Daub_Spr13.indd   36 4/9/13   1:30 PM



36  Drawing / Spring 2013 t h e d r a w i n g m a g a z i n e . c o m t h e d r a w i n g m a g a z i n e . c o m   Drawing / Spring 2013  37

Kistler Creek
2010, Conté, 22 x 30. Courtesy ACA 

Galleries, New York, New York.

Yard Limits
2010, Conté, 26 x 40. Courtesy ACA 
Galleries, New York, New York.
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Rahn’s Concrete, Virginville, Pennsylvania
2012, watercolor, 30 x 40. Collection the artist. 
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AbouttheArtist
Matthew Daub is a professor of 
fine art at Kutztown University, in 
Pennsylvania. He has held more than 
20 solo shows at venues including the 
Reading Public Museum, in Pennsyl-
vania, and the Evansville Museum of 
Arts, History, and Science, in Indiana. 
His artwork has also been exhibited 
at the American Academy of Arts 
and Letters, the National Academy  
of Design, and The Metropolitan  
Museum of Art, all in New York, 
among many other locations. The art-
ist is represented by ACA Galleries, in 
New York City, where an exhibition of 
his Maiden Creek series will be held 
this fall. For more information, visit 
www.matthewdaub.com. 

He frequently employs erasers as 
drawing implements, using them to 
draw lights into dark areas.

Daub came to Conté as an under-
graduate at Southern Illinois University, 
where he was introduced to the medi-
um by another student. Daub knew that 
Hopper, one of his artistic heroes, had 
often used Conté, so he gave it a try. 
He’s been drawing with it ever since. 
“I like the slight stickiness of Conté,” 
he says. “Charcoal is dry, powdery, and 
stiff, but Conté is a little resinous. It ad-
heres to the page a little better, it can 
give you crisp edges, and you can build 
up rich darks a little more. I need that 
whole value range, from blackest black 
to pure white. The downside to Conté 
is that it’s so difficult to erase, but that’s 
perfect for a watercolor painter like me.”

Just as he manipulates composition, 
Daub also feels free to push and distort 
perspective and proportion. “If you say 
something with enough conviction, you 
can make people believe in anything—
Andrew Wyeth’s paintings show that,” 
he says. “I’m a big believer in the formal 
elements of a work of art. I believe that 
form communicates. I think a sensitive 
and intuitive use of proportion can com-
municate to the viewer in a subliminal 
way, the way a subject perhaps commu-
nicates in a more conscious way.”

A similar principle informs the art-
ist’s use of color—Daub does whatever 
best serves his vision. Rahn’s Concrete, 
Virginville, Pennsylvania, for example, 
contains such contrasting approach-
es to color that it looks almost like two 
paintings layered one over the other. In 
the foreground are a pair of stone walls 

“Some time S a S tr ange compoSition 
iS the beS t compoSition.”

and the shadows they cast, painted in 
dramatic oranges and blues, and remi-
niscent of the heightened color that for 
years was a hallmark of Daub’s work. But 
the background, in the manner of the 
artist’s more recent painting, is heavily 
subdued, almost monochromatic.

Despite this intense contrast between 
foreground and background, the paint-
ing works as a unified composition. “No 
one has complained that this looks like 
two different paintings,” Daub says. “It 
goes to show, you just need to say what 
you’re going to say with enough convic-
tion. People will see it and believe it.” The 
artist’s words hold true whether applied 
to color, perspective, composition, or his 
landscapes in general. Looking at them, 
we realize that they truthfully show the 
world as the artist sees and experiences 
it. We see it, and we believe it.  v
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Drawn    
       From 
Nature

Marvin Saltzman paints in his 
North Carolina studio, but for 
inspiration, he travels—and 
draws—all around the world.

b y  K e n n e t h  J .  P r o c t e r

M arvin Saltzman trav-
els for inspiration and 
sketches on-site. “I would 
rent a Gîte de France—

an apartment or house in the region—or 
in the case of Glacier Bay, a cruise ship,” 
he says. “My son and daughter-in-law live 
on the Trent River. They would take me 
up-river in a pontoon boat, and I would 
see a configuration to which I had a vi-
sual response. I would say ‘stop’ and do a 
sketch—some tone and some lines. Then 
further on, stop again.” 

Sketching en plein air is inspiring, ex-
hilarating, and exasperating. Nature is a 
shape-shifter. Trees sway in the breeze. 
Streams roil and foam. Clouds transmog-
rify. Light changes by the hour, sometimes 
by the minute; color changes with the 
light. In response to the vagaries of the mo-
ment, each of Saltzman’s drawings starts 
as a compositional note, a basic structure, 
a plan for further development. Editing 

Trent River No. 7
2009, graphite, 11 x 14.
All artwork this article collection the artist. Paintings 
courtesy The Mahler Fine Art, Raleigh, North Carolina.
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a drawing is a pains-
taking process, which 
Saltzman completes 
in the studio, wherev-

er that happens to be at the moment—
a cabin on a cruise ship, a hotel room, 
or back in Chapel Hill.

To be practical, Saltzman travels 
light. “I must travel with the materi-
al as hand luggage,” he says. “I can’t 
lose supplies going or sketches com-
ing home.” His system is simple: half 
sheets of Rives BFK buff paper and 
2B solid graphite pencils. “I consid-
er myself a mark maker,” Saltzman 
says. “I can draw for only about four 
to five minutes before needing a new 
point, so I travel with an electric pen-
cil sharpener and 120 pencils. I re-
sharpen them all at one time.” That’s 
it for the field. No lugging an easel 
and umbrella. No oils or watercolor 
pans. No color—that comes later.

In the 19th century, Frederic 
Church went west, north, and south to 

bring remote and exotic scenes to a cu-
rious public back east. Now, we know 
these places. The Grand Canyon is a car 
trip; Glacier Bay is a cruise. Tourism 
liberates art. “The great American mas-
ters painted the glaciers and icebergs 
so magnificently,” says Saltzman. “I 
knew I could not compete. So I paint 
Saltzman’s Glacier Bay.” 

A Saltzman painting isn’t a trav-
elogue. “My education was painting 
from the model and drawing from 
the model,” he says. “All those years, 
no one would look at landscape—too 
19th century. Then I painted figures in 
landscapes, and finally in the 1980s I 
got rid of the figure for good and have 

Trent River  
Summer No. 2
2009–2010, oil,  
33 x 46.

no need to go back.” And without the 
psychological dimension of the fig-
ure, landscape translates readily to 
abstraction.

Although Saltzman begins with a 
specific landscape, he systematically 
draws away from it. His compositions 
are abstract by design, conceptual maps 
built of line, pattern, and tone. Natural 
textures translate into scrubs and 
hatches, squiggles, dashes, and dots—
clean, fresh, and precise, responsive to 
the soft tooth of the buff paper. Rocks 
and clouds, outlined and shaded—the 
forms are similar but the substance 
apart. Tree lines rise and branch to de-
fine, divide, and energize the space. 

Salt zman’S compoSitionS are abS tr ac t 
by de Sign,  concep tual m apS built 
of line,  pat tern,  and tone.
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Grand Canyon
1999, graphite, 14 x 11.

Salt zman’S compoSitionS are abS tr ac t 
by deSign,  concep tual mapS built 
of line,  pat tern,  and tone.
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scape, Saltzman came to understand 
the abstract truth of Oriental art. Much 
of the pictorial space in his work is 
Oriental—open and empty yet ground-
ed by gravity, nature’s baseline.

Half name, half number, Saltzman’s 
titles reinforce the dual nature of his 
art. Suite names recall the place of ori-
gin; numbers order the series and point 
to the abstract, pictorial structures.

Back in Chapel Hill with 
sheaves of finished drawings, Saltzman 
prepares his painting campaign. He 
prepares 60 canvases the old-fashioned 

way, with two coats of 
rabbit-skin glue and two 
coats of primer. The pro-
cess takes two weeks. 

Always practical, he paints easel-scale, 
no larger than his car can carry.

Drawings inspire the paintings. 
Saltzman plans 10 to 12 canvases at a 
time. As I write, he has finished a se-
ries of San Juan drawings and is now 
painting the waterfalls of the National 
Forest. “The finished drawings are 
hung in my studio next to the canvas-
es,” he says. “I do not copy the draw-
ings, but they tie in, some more close-

Trent River 
(Winter)
2009, graphite, 
11 x 14.

Invented patterns multiply across the 
page.

Nature isn’t f lat, framed, or squared-
off, but drawings are. Saltzman’s com-
positions respond to the format of the 
paper. His patterns define their own 
off-kilter perimeters, activating the 
space all the way to its edge, alerting 
the eye to the fundamental abstraction 
and convention of the rectangle.

Layers of the landscape overlap to 
suggest depth, but the geometric lan-
guage of perspective is largely absent. 
Fundamentally, the drawings are f lat. 
As a soldier in Korea, seeing the land-
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ly than others. I lay down 
a composition in yellow 
ochre, reinforce the com-
position with a mixed 
dark—a linear action—
and then fill the white can-
vas with color.”

Saltzman’s approach to  
color—sketching form on  
location and creating color  
in the studio—was rejected  
in the late-19th century by 
the Barbizon and Impressio- 
nist painters. To suggest 
light and shadow, stu-
dio artists relied on value  
contrasts. To suggest the  
vividness of light as it is 
perceived, the Impression-
ists created vibrant optical 
mixtures with relatively  
pure hues. The Impression- 
ist palette and technique 
inspired the broken and 
flattened color of the Post-
Impressionists, which in-
fluenced the wild outbursts 
of color in early-20th-cen-
tury art. An heir to these 
and later color revolutions, 
Saltzman paints a spec-
trum of saturated hues 
conceived in his mind and  
developed on his canvas— 
no need for color studies 
from the field or sketched 
in the studio.

He follows advice that 
for years he gave his stu-
dents. Mix a color. Apply 
it to the canvas. Mix an-

other color. Create a relationship. 
Build the color scheme from the first 
brushstroke. “The rest is difficult, be-
cause every time you put one color on, 
you’re affecting every other color,” he 
says. “And it gets harder and harder 
as you put more and more into the 
painting.”

In the drawings, warm light em-
anates from the buff paper and soft 
graphite tones. The effect is like the 
hazy focus and fading contrasts of 
traditional atmospheric perspec-
tive. Re-envisioned in paint, the col-
or is bold and vibrant. One graphite 

AbouttheArtist
Marvin Saltzman’s distinguished 
career spans more than 50 years.  
Among his accolades is a North 
Carolina Award in the fine arts, 
which he received in 1998. From 
1967 to 1996, he was a member 
of the faculty of the University of 
North Carolina, at Chapel Hill.  
He is represented by several  
galleries, including The Mahler,  
in Raleigh, North Carolina.  
For more information, visit  
www.marvinsaltzman.com.

Trent River 
Winter No. 8
2011–2012, oil, 
40 x 50.

tone might inspire several different 
colors. Saltzman sketched the Trent 
River in summer and winter. “The col-
or is based on remembering a place,” 
he says. “Of course the paintings are 
not literal color, but I want a sense of 
place.” The summer paintings, he con-
tinues, are “very green. They are about 
heat and humidity and green. The win-
ter is very yellow, orange, and gray, be-
cause that’s what it’s like looking at 
the side of a river.” Saltzman’s bright-
er hues have plenty of white mixed 
in, but they never dull or gray. Earth 
tones and black are banished from the 
artist’s palette. Admixtures of ultra-
marine blue or viridian with alizarin 
crimson create darks with depth and 
complexity.

Throughout the year or two that it 
takes Saltzman to create a suite of paint-
ings, dozens of drawings cover his stu-
dio walls. They serve as his reference for 

structure, place, memo-
ry, and color. Drawings 
are the constant. Form 
becomes abstract col-

For additional images of 
Saltzman’s work, visit TheDrawingMagazine.com.
s e e mor e onl ine >>

or laid flat and broad. Patterns thicken 
into impasto, but each composition re-
mains as it began, its core structure un-
changed. Bits and flecks of early color 
pop through the changing layers. In the 
end, each canvas is “a history of layers, 
a palimpsest,” Saltzman says. “When I 
can see no more to paint, I’m finished. 
The painting will tell me when it is 
done.”  v
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This Maryland artist uses his home and neighborhood as the starting 
point for deeply personal drawings, journals, and prints.

b y  j o h n  a .  p a r k s

Reflections
Charles ritChie
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or nearly 30 years Charles Ritchie 
has created art that concentrates ex-
clusively on his suburban home and 
its surrounds. Working at his front 
window he faces a view of the most 

mundane variety: trees, streetlights, and a few 
nondescript houses. Turning to the interior, he 
is confronted by the usual accouterments of mid-
dle-class life: sofas, chairs, tables, ornaments, 
and lamps. On his walls he sees a few treasured 
reproductions and an old star map he purchased 
years ago from a school supplier.

From this commonplace material Ritchie has 
rendered up a world of extraordinary richness. 
Working within an extended series of handmade 
sketchbooks and modestly scaled drawings, he 
investigates the mysteries of twilight and reflec-
tion, the strange correspondences that occur be-
tween ordinary household objects, and his own 
relationship to both his physical and mental 
world. He has delved deeply into the romance of 
light and shadow, involved himself in the power 
of suggestion, and played games with the way the 
night can both conceal objects and reveal them in 
new and sometimes unnerving ways.

Ritchie’s finished drawings, although metic-
ulous, are far from photorealistic renderings. He 
carefully selects details and forms that will con-
tribute to the overall feel of the partic-
ular work. Other information is sup-
pressed, and the viewer is often aware 
that erasures have taken place, that 
things have been rethought, moved, 
or redrawn. The images also incor-

porate writings in a tiny, barely legible hand, 
which in fact are descriptions of the artist’s 
dreams. A work by Ritchie is a meditation that 
can take years to complete as he sits at his win-
dow with all the patience and restraint of a scien-
tist conducting a long and intricate experiment. 
Unmoved by the lure of the noisome world be-
yond, he watches and records as the slow accre-
tion of data builds into a vision of great subtlety, 
quietude, and depth.

“Although we moved into my home in 1985, 
I’ve been working with my surroundings as a 
subject for as long as I can remember,” Ritchie 
says. “Drawing allows the understanding of a 
subject or field of vision that can be acquired no 
other way. Whenever I draw something, I un-
cover essentials unnoticed when the drawing be-
gan. In addition, when I draw the same subject 
repeatedly, my memories of the subject engage 
me, as do my imaginings about the subject’s fu-
ture states. Through drawing, I seek to record 
essences as they shift over time.”

Sometimes this shift can be very real, as is 
the case with an oak tree across the street that 
was a sapling when the artist moved in and is 
now very large. “When I see that tree, I envision 
it through growth stages and seasons,” Ritchie 
says. “I see all my subjects this way. This expe-

rience has an emotional resonance, as 
well as physical effect on my drawing. 
These states and alterations permeate 
my work. It seems to me that the best 
way to search for hidden truths about 
the world is to map my way through 

F

opposite page

Composition With 
Summer Foliage

2010–2011, watercolor 
and graphite, 3 1⁄8 x 3¾. 
all artwork this article 

copyright charles ritchie.

Book 135: Study of a House at Night
2011, watercolor, graphite, and pen-and-ink 
on paper in linen-bound volume, 41⁄4 x 61⁄4. 

96 pages. 
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my territory. I invest years in front of 
my subjects in attempt to dig deep, re-
interpreting my terrain to the best of 
my abilities.”

Ritchie’s early work was mostly black 
and white, but he now deploys a highly 
selective color palette in a way that con-
tributes greatly to the atmosphere and 
feeling of each piece. “My drawings are 
based around underwashes of yellow, 
red, and blue,” he says. “I layer darks 
over these primaries to subtly affect 
the color of the composition. If you look 
closely at J.M.W. Turner’s paintings, 
they are usually broken into sections of 
the three primary colors; that’s why his 
color seems so brilliant. My method 
evolved as a variation on Turner’s, but 
of course, I’m primarily creating night 
images, so my color is essentially nu-
anced shadow. During my early years, I 
commenced with lamp black watercol-
or, but as I matured the black began to 
feel like a limitation, and I’ve expand-
ed into color. Now, I avoid black, work-
ing instead with mixtures of warm and 
cool in the form of two base watercol-
ors: raw umber violet, which is a warm 
reddish-dark, and indigo, which a cool 
near-black. My overwashes f lex be-
tween these warm and cool poles, in-
fused with touches of other colors. 

The artist’s sketchbooks are fun-
damental to his practice. In them 
he roughs in compositions, plays 
with ideas, and records dreams. 
Occasionally we find in the sketch-
books an elaborate study of a paint-
ing by a master Ritchie admires, per-
haps Caspar David Friedrich, Millet, 
or Hopper. The work in these pages 
is clearly private, but the artist choos-
es to exhibit it. “My sketchbook is open 
to anyone who wants to look at it,” he 
says. “I am engaged in the creative pro-
cess, enjoy ref lecting on my activities, 

Streetlight: 11–30 
November 2011
2011, watercolor  
and graphite,  
12 x 5½.
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November
1999–2011, 
Conté, graphite, 
and watercolor, 
18 x 22¼.

Book 136: Study for Streelight
2011, watercolor, graphite, and pen-and-ink on 
paper in linen-bound volume, 41⁄4 x 61⁄4. 96 pages. 
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Self-Portrait With Night XI
2011–2012, watercolor, graphite, 
and Conté, 5½ x 12.
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and happy to share the results with others— 
although my books didn’t start as a something 
for exhibition. They began as a mechanism for 
questioning and remain so: What is the sig-
nificance of this landscape, this room I inhab-
it? How can I understand the transformations 
that are all around me? How can I become more 
aware of them? Can I confront these subjects in 
a significant way by drawing them? What do my 
dreams mean? What can they be saying about 
my life? The title of Gauguin’s painting Where 
Do We Come From? What Are We? Where Are We 
Going? is never far from my thoughts.”

Ritchie’s sketchbooks have naturally evolved 
over the years. “They began rather roughly,” says 
the artist. “I would write down my activities and 
sketch anything for practice. It was a regimen 
that I engaged in daily as a means of 
improving my skills. I quickly tired 
of writing events down and eventu-
ally discovered dreams, a subject that 
seemed to have more potential for in-
quiry. At the same time my sketchbook 

images developed into serial adventures around 
a limited group of subjects. The best reward is 
that 137 and counting journals represent an un-
broken line of thought from 1977 to the present. 
I find their inclusiveness and orderliness a very 
powerful tool.”

For Ritchie the genesis of an individual work 
begins with a single moment of inspiration. “I’m 
always sifting my visual environment,” he says, 
“and occasionally, a flash of insight into one of my 
subjects hits. A certain light presents itself or some 
variation in a motif that I feel compelled to further 
investigate. I often make a sketch in my journal, 
noting the most important elements, usually out-
lining in graphite and then articulating in water-
color. I might meditate on this study for a while or 
make more studies in my book. I’m working on 

lots of ideas at any one time, so you won’t 
necessarily find related studies juxta-
posed but rather spread out over multi-
ple pages or even across several books.” 

Once an idea has matured enough 
to be taken on, Ritchie begins work on 

Landscape:  
Dust and Shade 

(work in progress)
1986–2013, graphite 

and pen-and-ink,  
9 x 30¼.
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Kitchen Windows With 
Reflections II
2012, watercolor and graphite, 
4 x 6.

Bright House
2010–2012, watercolor, 

graphite, and Conté, 
6 x 4.
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a single sheet of paper by drawing the 
composition in pencil. “Very often, af-
ter the composition is laid out, I realize 
that it is incrementally larger or smaller 
than it should be,” he says. “In this case 
I often photocopy the preliminary graphite draw-
ing, shifting it some percentage up or down, and 
then trace it onto another sheet of paper over a 
light box, essentially beginning again.” Once 
Ritchie is satisfied that he has found the ap-
propriate scale and proportion for his image he 
tears the paper to size and begins work.

The artist’s painting process simply involves 
layering watercolor washes and sometimes lift-
ing them out, until the work is done. “In my stu-
dio I have stacks of mounted unfinished draw-
ings in this state,” he says, “and I rotate through 
groups of them, rarely working on the same 
drawing more than a day or two in a row. My 
strategy is to keep myself fresh, minimizing 
time for perceived roadblocks to materialize.” 
Ritchie keeps a select group of works in progress 
pinned to a bulletin board. “I’m looking at them 
out of the corner of my eye as I move around my 
home studio,” he says, “and I leave it up to my 
intuition as to when I pick them up and work 

on them. It can take months or years to 
complete a work.”

Ritchie is a meticulous craftsman 
who has given considerable thought to 
the materials he employs. “I’ve used 

Fabriano 140-lb hot-pressed watercolor paper 
for many years,” he says. “I like how the water-
color dries quickly on this paper and the way I 
can draw and erase on its smooth surface. I’ve 
learned to predict its states and how wet or dry it 
needs to be before I can move to the next wash. 
Also, Fabriano is very sturdy and I have learned 
to scrub away color by saturating areas with 
pools of water and then releasing the pigment 
with acrylic bristle brushes. It takes finesse not 
to destroy the paper, but I’ve made it work with 
the Fabriano.”

For his journals, Ritchie uses Arches 90-lb hot-
pressed paper, a weight that allows him to fold the 
paper easily into pages. “The sizing of the Arches 
is wonderful—it holds the color up to the surface 
and does not allow the pigments to sink in and 
become lighter and dull,” he says. “My watercol-
ors are usually Daniel Smith, and I use a limit-
ed palette of about 12 colors that mix to cover the 
spectrum. Virtually all are transparent colors, as  

House and Drawings
2012, watercolor and graphite, 2 3⁄8 x 3¼.

The Star Map
2005–2012,  

watercolor and 
graphite, 4 x 6.

For more 
images of Ritchie’s work, visit 
TheDrawingMagazine.com

DR_Ritchie_Spr13.indd   54 4/9/13   1:42 PM



54  Drawing / Spring 2013 t h e d r a w i n g m a g a z i n e . c o m t h e d r a w i n g m a g a z i n e . c o m   Drawing / Spring 2013  55

House and Drawings
2012, watercolor and graphite, 23⁄8 x 3¼.

Doorway and Chair
2010–2012, watercolor,  

Conté, and graphite, 6 x 4. 

Graphite Night II
2010–2011, graphite 
and watercolor,  
41⁄8 x 61⁄8. 

For more 
images of Ritchie’s work, visit 
TheDrawingMagazine.com

s e e mor e onl ine >>
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opposed to semi-transparent; I 
find integrating the white of the 
paper gives the greatest possible 
luminosity. I always reserve ar-
eas of the white paper for high-
lights, refraining from using 
additive whites to paint bright 

areas.” For brushes the artist uses ko-
linsky sables made by Daniel Smith or 
Utrecht. The handwriting is done with 
a Rapidograph drafting pen with a mix 
of black and brown ink diluted with dis-
tilled water. 

Like all artists Ritchie has a panthe-
on of forebears whose work continues 
to inspire him. “To me, Michelangelo’s 
drawings are the pinnacle,” he says. 
“He carves away at the page like the 
sculptor he is, uncovering the most lu-
minous, open, and breathing form. 
Eugène Delacroix’s North African jour-
nals remind me to cultivate spontane-
ity and to seek out subjects that electrify 
me. Giorgio Morandi’s persistence of vi-
sion and commitment to his subject are 
inspirational. Edward Hopper infuses 

the most mundane subjects with his distinctive 
character.” Ritchie also cites Charles Burchfield, 
Fairfield Porter, Brice Marden, and Richard 
Diebenkorn as influences. 

As for the future, Ritchie has more plans 
afoot than the quietness of his practice might 
suggest. “In the immediate future, I’ll return to  

Book 135: Study 
for The Star Map
2011, watercolor, 
graphite, and pen-
and-ink on paper 
in linen-bound 
volume, 41⁄4 x 61⁄4. 
96 pages. 

House: 1 October 2011
2011–2012, watercolor, graphite, and pen-and-ink, 4 1⁄8 x 6.

House: 1 October 2012
2012, watercolor, graphite, and pen-and-ink, 4 1⁄8 x 6.
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AbouttheArtist
Charles Ritchie received a B.F.A.  
from the University of Georgia, in 
Athens, and an M.F.A. from Carnegie 
Mellon University, in Pittsburgh. His 
artwork can be found in the collec-
tions of the Baltimore Museum of 
Art, Harvard Art Museums, and the 
Philadelphia Museum of Art, among 
many others. He has exhibited his work 
across the country, with recent venues 
including BravinLee Programs, in  
New York City, and Gallery Joe, in 
Philadelphia. For more information, 
visit www.charlesritchie.com.

printmaking,” he says. “I’m taking mezzotint 
plates to Ireland this spring as part of a Ballinglen 
Arts Foundation fellowship. When I return I will 
collaborate with my printer and publisher, James 
Stroud, of Center Street Studio, on a series of 
prints. I expect this Ireland journey will be a real 
outward-bound experience as I will be leaving my 

window and my subjects to work in completely un-
known terrain. I’m sure the voyage will return me 
with fresh eyes to my home landscape. As far as 
other expectations go, I will continue to try vari-
ous media. I’m crazy about gouache but haven’t 
discovered how to use it yet. Other than that I have 
no plans. I want to let the work take me.”  v

House: 1 October 2012
2012, watercolor, graphite, and pen-and-ink, 41⁄8 x 6.
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Drawing  
Materials 101

Our survey course spells out the essential facts about  
graphite, charcoal, and colored pencil. 

b y  L a u r e n  K i r c h n e r

As the foundation of most artistic endeavors, drawing takes many forms—and 
it uses just as many materials. All drawing media, from the simplest graphite pencil 
to the most specialized inks and metals, have their own virtues and limitations. To 
choose the right tools for your drawing you of course need to follow your own vision, 
but you can do this more effectively with a working knowledge of the many available 
materials and the ways they have been employed by past artists.

Here, we present a crash course in three of the most common drawing materi-
als: graphite, charcoal, and colored pencil (and we’ll be back in the next issue to look 
at pastel, ink, marker, and more). We’ll discuss what these materials are made of, 
what varieties are available, and what makes each unique. We’ll also present some 
conventional wisdom regarding their strengths and weaknesses. But remember that 
these are merely guidelines; great artists break the “rules” of drawing left and right. 
Through practice and imagination, you can put any medium to almost any end.

Whether you’re an accomplished artist or a beginner who doesn’t know Sharpie 
from sanguine, we encourage you to research, branch out, experiment, practice, and 
broaden your abilities until you find the exact combination of materials and methods 
that best suits your artwork. Now hit the books!
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Graphite
A Pencil for All Seasons

The Old Well House
by Terry Miller, 2012, graphite on Bristol board, 

9¼ x 17¾.

If drawing is the artist’s fundamental act 
of expression, a graphite pencil is the draw-
er’s fundamental tool. “It’s the backbone 
of everything, even for artists like me, who 
work digitally,” says Chris Muller, who teach-
es drawing to students of costume and set 
design at New York University’s Tisch School 
of the Arts. “My work is often in Photoshop, 
but it always begins with a pencil sketch, a 
fantastically old-fashioned HB pencil on pa-
per. Facility with a pencil will reward literally 
any direction you end up going in any sort of 
image-making or art-making career.”

Graphite pencils can be used in an end-
less number of ways, but much of their time-
less appeal lies in their familiarity. Everyone 
knows almost instinctively how to manipu-
late a pencil. A rounded tip used with light 
pressure, for instance, creates a soft mark, 
whereas a sharper tip and harder pressure 
creates a darker, more well-defined line. 
How and where you hold your pencil also af-

fects the varieties of marks and shades you 
can create: Holding your pencil closer to the 
tip can lead to weightier marks; holding the 
far end helps create lighter lines.

Graphite is categorized by its hardness. 
Harder graphite is more brittle and can pro-
duce cleaner, fainter, and more precise lines. 
A softer lead can produce a bolder, deeper, 
and darker mark. Pencils are graded on a 
scale from 9H (the hardest) to 9B (the soft-
est). An HB pencil falls in the middle.

Graphite pencils can be sharp-
ened with traditional pen-
cil sharpeners, but for 
more precise control 
over the pencil’s tip, 
use a sandpaper 
pad. And in ad-
dition to classic 
wooden pencils, 
graphite is sold 
in plastic casings 
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and as round leads to be inserted into a holder. 
Graphite sticks, which come in bars without 
any casing, are especially useful for shading 
large areas.

A major benefit of graphite is its perma-
nence. “It’s erasable, but it’s lightfast, so it’s 
absolutely archival,” says Joseph A. Smith, a 
veteran teacher of drawing at Pratt Institute, 
in Brooklyn. “So if you happen to do some-
thing early on in your drawing that you want 
to save, as long as you’re not working on a 

self-destructing material such as newsprint, 
you can save it.”

An oft-mentioned limitation of graph-
ite is that, unlike darker materials such 
as charcoal, it cannot quite produce a true 
black. However, although some see this as a 
drawback, it’s also an opportunity for inven-
tion, as graphite’s limited value range has 
led centuries of artists to develop innovative 
and elegant approaches to depicting value 
and form.

The Balloon
by Jos. A. Smith, graphite.
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Charcoal 
Delve Into Darkness

Charcoal is an enduringly popular 
material and a staple in any figure-
drawing class. Beginners, in particu-
lar, love it for its affordability and f lex-
ibility, but it also boasts tremendous 
strengths for more advanced artists. 
“Charcoal has a fantastic range of value, 
in that you can be very, very light and 
very, very dark with just the one mate-
rial,” says Muller. He notes the appeal 
of charcoal’s immediacy and straight-
forwardness. “It’s a scary thing to draw, 
particularly when you’re first starting 
out. But with charcoal, you’re making 
these big old lines, and you’re commit-
ting and diving in.”

Like graphite, charcoal is extremely 
versatile and can be applied innumerable 
ways. It allows artists to correct marks 
and soften edges using rags, fingers, 
or erasers. One widely utilized meth-
od is to sketch the outlines of a draw-
ing lightly and quickly with the tip of a 
charcoal stick. Then rub the stick length-
wise along the darkest parts of the form 
to create contrast between dark and light. 
Blend and shade as you go with a hand 
or a rag, and use an eraser to draw out 
highlights.

Numerous varieties of charcoal are 
available, each of which offers its own ad-
vantages. Vine charcoal, created by slowly 

Priest of Dark Flight
by Jos. A. Smith, charcoal, 60 x 45.
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burning sticks of soft wood, is lightweight and 
available in soft, medium, and hard consisten-
cies. It is excellent for blending and rubbing on 
paper. Compressed charcoal, available in pen-
cil and stick form, is made from a combination 
of pulverized charcoal and binding agent that 
keeps it firm. This consistency means a darker 
black line that sticks to the paper. It is harder to 
blend but often a little less wily than vine char-
coal. Charcoal can also be purchased in powder 
form, useful for shading large areas of paper 
with a piece of cotton, among other applica-
tions. All these varieties can be used alone or 
combined with one another.

Because most charcoal is dry, with mini-
mal binding agent, it does not adhere strong-
ly to the drawing surface, and an eraser can  

often thoroughly remove it from the paper. 
That dryness makes a finished charcoal draw-
ing both messy and fragile; many artists spray 
finished charcoal drawings with fixative. It 
should be noted that the paper you use is im-
portant to the finished look of your drawing 
no matter what medium you’re working with, 
but this is especially true for charcoal, as the 
brittle medium can make the texture of the 
underlying paper quite prominent.

As powdery and smudgy as charcoal is 
during your drawing process, you shouldn’t 
think that it is therefore imprecise. “I remem-
ber I had a teacher who had us sharpen the 
charcoal with a pencil sharpener into a tiny lit-
tle point,” Muller says. “It can be very precise. 
But yes, it can also be fantastically messy.”

St. Andrew
by Jason Polins, 2010, charcoal and white chalk on 

toned paper 21 x 14. Collection the artist. 
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Colored Pencil 
Patience Pays Off

Colored pencils are made from pigment, clay, 
wax, and other binding agents. Between the 
many brands on the market, thousands of col-
ors are available, none of them exactly the same.

Colored pencil is celebrated for the subtlety, 
depth, and detail that is possible through pa-
tient layering of the different pigments. The 
pencils do not smudge or blend as easily as 
some other media, although it is possible to 
rub a white or colorless colored pencil over oth-
er colors in order to blend them together, a pro-
cess known as burnishing.

Colored pencils have a reputation for be-
ing somewhat intimidating and specialized. 
“Colored pencil has not traditionally been a 

medium for beginner students,” says Smith. 
“I think that before working with colored pen-
cils, artists should have some experience work-
ing with color in another medium and have 
a sense of what they want to do with color.” 
Among the challenges presented 
by colored pencils is the fact that 
they are not easily correctable, al-
though recent manufacturing 
advances have mitigated this. 
Muller recommends Col-Erase 
pencils, made by Prismacolor, 
which are easy to use and much 
easier to erase than traditional 
colored pencils. 

Juicy Fruit
by Cecile Baird, 2005, colored pencil, 11 x 14.  

Private collection.
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Colored pencil artists should pay spe-
cial attention to the hardness of their pen-
cils. Many are quite hard, but others, such 
as the Prismacolor Soft-Core pencils that 
Cecile Baird uses for her luminous still 
lifes, are soft and buttery. “One of the prob-
lems people used to have with colored pen-
cil was that if you bore down hard to get a 

good, rich, juicy color, it would break,” says 
Nanette Carter, the coordinator for draw-
ing at Pratt Institute. “But now there are 
hard colored pencils that do not shatter, 
such as Prismacolor Verithins. And there 
are other kinds that are water-resistant, if 
you want a clean line and don’t want it to 
smear at all.”  v

Cascade
by Shawn Falchetti, 2008, colored pencil on toned 

paper, 27 x 18.
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In the Next Issue
Come back next semester for Drawing Materials 102. The summer  
issue will continue our tour through essential drawing media, turn-

ing our attention to pastel, Conté, ink, marker, and metalpoint.

AbouttheArtists
To see more work by the artists featured in this article, please visit their websites.

Cecile Baird: www.cecilebairdart.com
Shawn Falchetti: www.shawnfalchetti.com

Terry Miller: www.terrymillerstudio.com
Jason Polins: www.jasonpolins.com

Joseph A. Smith: www.josasmith.com

Twisted Lemon
by Cecile Baird, 2011, colored pencil, 20 x 16. 

Private collection.
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The Head

dr awing
fundamentals

Foreshortening is  
challenging, but by 
paying attention to 
the basic shapes that 
underlie complex 
forms, you can learn 
to believably represent 
these subjects as 
they twist and turn  
in space.

b y  j o n  D e M a r T i n

Introduction to Foreshortening
Above

Drawing of a Head 
by Guido Reni, ca. 1575–1642. 
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I t is easy to be intimidated by 
foreshortening—the task of de-
picting forms that lie at an 
angle to the picture plane—
as it requires artists to make 

skilled use of perspective for these 
forms to read as believable. However, 
by simplifying our subjects and break-
ing down the problem, we can ap-
proach foreshortening in an effective 
and manageable way. In this article, 
we’ll focus our efforts on drawing the 
head in a foreshortened position.

The Underlying Shape 
of The he ad

If you develop the ability to reduce 
complex forms to simple ones, you will 
give power and accuracy to your art. 
Learning to draw the head—or any-
thing for that matter—begins with un-
derstanding the basic, simplified es-
sence of what you are depicting.

Drawing a head, especially in per-
spective, is not a mimetic endeavor. An 
artist cannot merely copy a head and 
expect it to appear convincing as a vol-
ume in space; it will be f lat and all too 
often cockeyed. Rather, an artist must 
understand the head as a solidly con-
structed three-dimensional volume. 
After achieving this understanding, 
you can draw heads from any angle 
that seem to truly exist in the space 

surrounding them—as in the draw-
ings by Reni and Carracci shown here.

Children usually draw the head as a 
circle or a shape that resembles an egg. 
They’re on to something. The head 
does, in fact, resemble an egg shape, or 
ovoid. And in order to draw the head, 
you must first master this simple form.

The key to drawing an egg in three 
dimensions is to pay close attention 
to its centerlines, the imaginary lines 
that run down and across the shape. 
Depicting the centerlines on an ovoid 
helps you see and depict the form’s ori-
entation in space. Illustration 1 demon-
strates how you can use horizontal and 
vertical centerlines to help depict an 
egg tilting and turning. In Illustration 
1a, the egg faces straight forward, at no 
angle to the picture plane. As a result, 
it appears f lat and two-dimensional.

As the egg turns (as in Illustration 
1b), the vertical line no longer runs 
straight down through the mid-
dle of the shape—it begins to curve. 
And as the egg tips up or down (as in 
Illustrations 1c and 1d), the horizontal 
centerline also curves. Illustrations 1e 
and 1f show that the more the egg tips, 
turns, and tilts, the more the illusion of 
three dimensions is increased, because 
the centers are seen to curve in multi-
ple directions.

For centuries, artists have used 
centerlines to help convey the three-
dimensional appearance of the head. 
In Illustration 2, you can see that the 
Renaissance artist Hans Holbein prac-

below

Detail of Head of a 
Wind God
by Agostino Car-
racci, ca. 1557–1602, 
red chalk on tan 
paper, 125⁄8 x 1415⁄16. 
Collection Harvard Art 
Museums, Cambridge, 
Massachusetts.

Above

Drawing of a Head 
by Guido Reni, ca. 1575–1642. 

Illustr atIon 1
The ovoid/egg form 
in perspective dem-
onstrates how center 
construction lines 
express the illusion 
of a volume rotating 
in space. As the form 
turns, tips and tilts, the 
illusion of the third di-
mension increases. Of 
course, these tipped 
and tilted angles are 
also more difficult to 
draw. Mastering these 
difficult views can 
serve as testimony to 
an artist’s virtuosity—
as in the cases of many 
Baroque artists, who 
reveled in this illusion 
when depicting saints 
looking heavenward.
All illustrations this 
article by Jon deMar-
tin, unless otherwise 
indicated.

1a 1b 1C

1D 1E 1F
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ticed by drawing the underlying egg 
shape of the head and inscribing it 
with centerlines to help convey its 
orientation. Historical instructors, 
such as the 17th-century artist Willem 
Goeree, advised students to paint a 
wooden egg with lines indicating the 
location of the features. He recom-
mended drawing this egg in various 
positions first from life and later from 
memory.

ProPortions of the he ad

Before you attempt the head in fore-
shortening, it’s important to know 
the basic classical proportions of 
the head in a simple frontal view. 
Understanding these ideal propor-
tions will better allow you to both 
draw a head in any position and appre-
ciate the subtle ways that every person 
varies from these classical norms. It 
is through these variations that you 
can capture the likenesses of specif-
ic people.

As shown in Illustration 3, the ver-
tical centerline goes right down the 
middle of the head, bisecting the nose 
and mouth. This line will prove help-
ful during drawing, enabling the art-

ist to correctly place features in rela-
tion to it. The horizontal centerline, 
meanwhile, runs through the tear 
ducts or inner corners of the eyes.

There are several useful conven-
tions regarding the height of the head 
that can help you place features correct-
ly. As a basic rule, the vertical length of 
most of the head can be divided into 
equal thirds. These three matching 
segments span the distances from the 
hairline to the eyebrow; from the eye-
brow to the base of the nose; and from 
the base of the nose to the chin. 

The lower third of the face—from 
the base of the nose to the point of the 

Illustr atIon 2
by Hans Holbein the 
Younger, 16th century, 
pen-and-ink.
These views are 
drawn from Holbein’s 
imagination and clearly 
demonstrate his secure 
knowledge of the head 
in perspective. Note 
his use of construction 
lines, which convey 
the head’s position in 
space.

Illustr atIon 3

Centers Sections Ideal Proportions
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Illustr atIon 4
18th century, engraving.
Note that when the head tips backward, the 
proportional “thirds” diminish near the top of 
the head, and the nose appears above the lower 
extremity of the ear (4A). Inversely, when the 
head tips forward, the top “third” appears larger 
and the nose is drawn below the lower extremity 
of the ear (4B). The other views display the 
head’s tipped, tilted and turned orientations 
along with their construction lines.

4A

4B

1⁄3

1⁄3

1⁄3
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chin—can itself be divided into thirds. 
The upper third runs from the bottom 
of the nose to the center of the mouth. 
The middle third runs from the center 
of the mouth to the beginning of the 
upper chin. The lowest third runs from 
the top to the bottom of the chin.

The width of the human head can 
also be divided into equal parts. These 
are generally based on the width of the 
eye, with the head being five eyes wide. 
The distance between the two eyes is it-
self the width of one eye.

These proportions will be more-or-

less consistent in a frontal view of the 
head—although they vary slightly de-
pending on the exact proportions of 
the model. But when the head tilts for-
ward or back, foreshortening occurs. 
Farther-away distances become small-
er, indicating the forms receding in 
space, as shown in Illustration 4. For 
instance, when the head tilts back, the 
distance between the top “third” of 
the head (from the hairline to the eye-
brows) appears smaller than the bot-
tom segment (from the base of the 
nose to the chin).

The Skull

In addition to knowing the ideal propor-
tions of the head, a draftsman should 
know some basic information about 
the skull. It is especially important to 
pay attention to the skull’s proportions, 
because they determine the spacing of 
the head’s features and the lengths of 
features in relation to one another. It is 
this spacing—even more than the de-
tails of features themselves—that most 
determines a likeness.

The great draftsman and teacher 
Deane Keller said, “Construction of 
the head depends on determining the 
relation of the parts to each other by 
constant comparison, especially since 
the head is constructed bilaterally. …
It is necessary to develop the drawing 
of the head with constant comparison 
side to side, and by using the important 
reference of the median line.”

To conduct these critical side-to-
side comparisons, you must pay atten-
tion to landmark points on the head. 
Illustration 6 shows the skull in front, 
side, and back views, marked with 
what I’ve found to be the most signifi-
cant points that help anchor the head 
in space. Once you are familiar with 
these points you can—by relating them 
to the skull’s centerlines—correspond 
them to their partners on the opposite 
side of the head. Then, no matter what 
position the head is in, you can accu-
rately draw the correct relationship of 
part to part. (See Illustration 7.)

Simplified he ad STudieS

The correct placement of the head’s 
features hinges on how well you set up 
the head as a three-dimensional vol-
ume with its centers and sections. In 
other words, the mass of the head is 
what you hang the features on. 

Illustration 9 demonstrates a va-
riety of head movements by a model, 
along with my corresponding drawings, 

Illustr atIon 5
by Adolf Yvon, ca. 
1867, engraving.
When the head is 
tipped downward, use 
the base of the nose as 
your structural line to 
help guide you, not the 
tip of the nose. This 
principle applies to all 
views. Note Yvon’s use 
of construction lines in 
the left drawing.

Illustr atIon 6
In this illustration you 
can see how the skull 
in a frontal view close-
ly resembles an egg. 
A well-constructed 
head depends in part 
upon on knowing the 
important landmarks 
on the skull, indicated 
with bold points in all 
three views.

Base of nasal bone

Top of nasal bone

Widest part of skull

Brow ridge

Point of chin

Angle of jawbone

Tear duct

Base of nasal bone
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The Skull

In addition to knowing the ideal propor-
tions of the head, a draftsman should 
know some basic information about 
the skull. It is especially important to 
pay attention to the skull’s proportions, 
because they determine the spacing of 
the head’s features and the lengths of 
features in relation to one another. It is 
this spacing—even more than the de-
tails of features themselves—that most 
determines a likeness.

The great draftsman and teacher 
Deane Keller said, “Construction of 
the head depends on determining the 
relation of the parts to each other by 
constant comparison, especially since 
the head is constructed bilaterally. …
It is necessary to develop the drawing 
of the head with constant comparison 
side to side, and by using the important 
reference of the median line.”

To conduct these critical side-to-
side comparisons, you must pay atten-
tion to landmark points on the head. 
Illustration 6 shows the skull in front, 
side, and back views, marked with 
what I’ve found to be the most signifi-
cant points that help anchor the head 
in space. Once you are familiar with 
these points you can—by relating them 
to the skull’s centerlines—correspond 
them to their partners on the opposite 
side of the head. Then, no matter what 
position the head is in, you can accu-
rately draw the correct relationship of 
part to part. (See Illustration 7.)

Simplified he ad STudieS

The correct placement of the head’s 
features hinges on how well you set up 
the head as a three-dimensional vol-
ume with its centers and sections. In 
other words, the mass of the head is 
what you hang the features on. 

Illustration 9 demonstrates a va-
riety of head movements by a model, 
along with my corresponding drawings, 

Illustr atIon 8
By comparing the skull at left to the head at right, you can see how 
the landmarks of the skull influence the features of the head. Note 
that the bottom of the mastoid bone, the bottom of the cheekbone, 
and the bottom of the nasal bone are all about the same level. This 
line (shown in blue at left and in white at right) becomes an impor-
tant construction line when indicating the head in perspective.

Illustr atIon 7
After learning the skull’s landmark points in straight-on views, use 
these points to help construct the skull while drawing it in every 
imaginable view.

Axis
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jawbone

Tear duct
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line of base of 
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DR_Fundamentals_Spr13.indd   71 4/9/13   2:20 PM



72  Drawing / Spring 2013 T h e D r a w i n g M a g a z i n e . c o M T h e D r a w i n g M a g a z i n e . c o M   Drawing / Spring 2013  73

which depict the basic tilting form of 
the head, with centerlines curving to 
further illustrate the head’s orienta-
tion in space. The object of this exer-
cise is not to achieve a likeness or even 
add the features, but simply to correctly 
orient the head and its construction in 
three dimensions. 

Try drawing these simplified forms 
until you can reliably convey the basic 
shape and orientation of the head as it 
turns and tilts. Note that as the head 
turns to a profile, it resembles less of an 
egg than it does in a frontal view. And 
as with any drawing, remember that 
the action, or gesture, is all-important. 
In this case, that action is seen in the 
line that unites the head with the neck.

Even though the centerlines and 
sections are imaginary, they are as im-
portant as any other lines in the draw-
ing. They help you determine the prop-
er position and balance of the features, 
and they are invaluable when draw-
ing children or restless models. These 
views are not easy for a model to hold, 
so it’s beneficial to capture the pose in 
as little time as possible. 

Beginning With Line

Light is transient; form and structure 
are permanent. When drawing a fig-
ure from life, modeling with values 
is secondary to the task of construct-
ing a three-dimensional drawing of 
the head in line. This is a formidable 
challenge in any view, let alone a fore-
shortened one. But when the head is 
constructed well in line, modeling 
with values is relatively easy.

Even when drawing profession-
al models, I find that the head—
especially when in a tilted position 
requiring foreshortening—seldom 
stays in the same position through-
out the pose or when resuming the 
pose after breaks. This makes it all 
the more important that you begin 
by constructing the basic form of the 
head with line, which can be accom-
plished before the head’s position 
changes much. Once that line draw-
ing is set and you progress to mod-
eling values, you can use the model 
more as a reference than as some-
thing to be copied.

Illustr atIon 9
When drawing the 
head, begin by drawing 
the form’s underlying 
ovoid shape and using 
construction lines to 
convey how the form is 
positioned in space.

Illustr atIon 10
by Filippino Lippi, ca. 1457–1504.
The features of the head are like “bumps” 
on the larger egg-shaped mass. Lippi’s 
drawing shows a good approach to depict-
ing a head in perspective, with the arcing 
centerlines preceding the features, which 
are added to the larger egg form.
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Illustr atIon 10
by Filippino Lippi, ca. 1457–1504.
The features of the head are like “bumps” 
on the larger egg-shaped mass. Lippi’s 
drawing shows a good approach to depict-
ing a head in perspective, with the arcing 
centerlines preceding the features, which 
are added to the larger egg form.
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Construction lines are like train-
ing wheels. When you’ve developed 
enough confidence, you can hold 
them in your mind but leave them off 
of your paper. But never be bashful—
if you think they will help you, draw 
them! Don’t worry about construction 
lines ruining or interfering with the 
look of your drawing. Be more con-
cerned with getting the head right. A 
polished drawing means nothing if it’s 
poorly constructed. The famous teach-
er Robert Beverly Hale noted that in 
the process of learning to draw, an art-
ist will mess up thousands of drawings 
with construction lines. And even mas-
ter draftsmen drew construction lines, 
as can be seen in Holbein’s sketches 
(Illustration 2) or in the drawing by 
Filippino Lippi (Illustration 10).

Illustr atIon 11
11a: the model. 11b: the line of 

action. 11c: the simple shape 
of the head and the shoulder 
axis. 11d: surface centerlines 

and sections. 11e: feature 
development. 

Dr awing a 
ForeshorteneD he aD

Before drawing the head, look for the 
line of action that connects the head to 
the rest of the body. This gestural line 
should be the first thing you look for 
regardless of what your subject is—if 
you don’t consider the action, you’re 
just piling on one form (the head) on 
top of another (the neck). The head and 
neck should always f low gracefully in 
relationship to one another.

I began my drawing of the model 
with a curved line of action showing the 
overall sweep of her pose (Illustration 
11b). I also stated the lines of contrast in 
the beautiful opposition of the shoul-
ders to the head’s tipped, turned, and 
tilted action (Illustration 11c). 

I next drew in the head’s basic shape, 
key centerlines, and important points 
on the skull (Illustration 11d). Once the 
simple abstraction of the head’s shape is 
drawn, you can transition to a more nu-
anced characterization. After setting up 
the head in my drawing with the con-
struction lines of the centers and sec-
tions, I turned my attention to the place-
ment of features (Illustration 11e). 

Try following this sequence in your 
own drawing. Begin with the action 
line, move to big shapes and lines of 
contrast, then to key points and cen-
terlines, and from there to refined fea-
tures. By reducing the head to its un-
derlying forms in this way, you can 
create lifelike drawings that convinc-
ingly depict even the most challenging 
foreshortened poses.  v

11B11A 11C

11D 11E
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In order to master drawing the head in 
any perspective, lots of practice is need-
ed. A great exercise for beginners and 
experienced artists alike is to draw from 
a plaster cast of a head that is marked 
with the construction lines demonstrated 
in this article. After you’ve gained some 
proficiency, draw from the cast without 

the markings, and then progress to the 
live model.

Remember that when drawing the 
head in a foreshortened pose, not only 
is the head in perspective but so is every 
feature. Because of this, it can be good 
practice to try drawing each feature in 
every conceivable position.

To help keep my skills sharp, I love 
drawing from classical sculpture, which 
provides figures and heads in very excit-
ing views. Drawing from sculpture also 
has the benefit of allowing one to study 
for a prolonged amount of time without 
worrying about a model moving and 
needing breaks.

further practice

Head Study for Faith 
in the Wilderness
by Jon deMartin, 2006, 
black and white chalk 
on toned paper, 21 x 14. 
Private collection.

DR_Fundamentals_Spr13.indd   75 4/9/13   2:21 PM



t h e d r a w i n g m a g a z i n e . c o m   Drawing / Spring 2013  7776  Drawing / Spring 2013 t h e d r a w i n g m a g a z i n e . c o m

s h a de s  
of  gr ay 
c o m p e t i t i o n
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COLORED  
PENCIL  
NOIR
Joseph Crone, the  
winner of Drawing’s 
Shades of Gray  
Competition, uses  
black colored pencil  
to create cinematic 
drawings infused with  
mystery, madness,  
and melancholy.

b y  A u s t I N  R .  W I L L I A m s

Off the Beaten Path
2012, colored pencil on frosted acetate,  
7 x 10. Collection Gregory Dale.
Winner of the Grand Prize in Drawing’s 
Shades of Gray 2012 Competition.
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W We see two men in a wooded area. The 
figure in the foreground presses his 
hand against a tree and leans forward. 
His clothes are slightly crumpled and 
a bit old-fashioned. He is looking at 
the second figure, a little way off, who 
seems concerned with something on 
the ground. It’s unclear what is happen-
ing—not least because half the image is 
somewhat blurry. Is the man in the dis-
tance up to no good? Maybe the figure 
in the foreground is an innocent passer-
by who has stumbled onto the aftermath 
of a horrible crime. Could that be a body 
he is standing over? Or is the foreground 
figure himself malevolent, sneaking up 
on an unsuspecting victim?

This is the scene depicted in Off the 
Beaten Path, a black-and-white colored 
pencil drawing by Indianapolis art-
ist Joseph Crone, which we are proud 
to reveal as the grand-prize winning 
work in Drawing’s 2012 Shades of Gray 
Competition. The jury reviewed hun-
dreds of entries, and Mr. Crone faced 
numerous worthy competitors—for a 
look at the other finalists, see our full 
roundup on page 84. But in the end, 
Off the Beaten Path’s intriguing narra-
tive, engaging design, varied textures, 
and creative use of materials secured it 
the top spot.

Crone’s work is heavily inf luenced 
by both the narrative content and vi-
sual appearance of film noir, a mov-
ie genre that thrived in the 1940s 
and 1950s. It includes such classics 
as The Maltese Falcon, The Big Sleep, 
The Postman Always Rings Twice, and 
The Killing—all of which Crone cites 
as personal favorites. The look of film 
noir is characterized by deep shadows, 
chiaroscuro lighting, and off-kilter an-
gles. The stories are populated by pri-
vate eyes, small-time hoods, and, of 

course, femme fatales. Underlying it 
all is a deep sense of pessimism and 
corruption. Off the Beaten Path is only 
one of many colored pencil drawings 
by this artist that invite us into this 
black-and-white world of psychological 
tension and criminal activity. 

In film noir, Crone has found a sub-
ject that affords him unlimited cre-
ative opportunities and also helps him 
to stand out among colored pencil art-
ists, who, as a whole, are probably more 
inclined to draw blossoming orchids 
than knife-wielding psychopaths. “I’ve 
been attracted to film noir and to that 
era in general for quite some time,” he 
says. “Those movies are very strong 
visually. I enjoy working in black and 
white. And I’ve always been one for 
storytelling.”

Crone admits that his drawings are 
not always to everyone’s taste. “People 
either love it or just do not like it— 
especially the pieces that are a little 
more psychotic in nature,” he says. He 
notes that many of his earlier works—
such as Inside Job, which shows a mad-
man slashing through baby dolls—
were heavily inf luenced by the violent 
and surreal films of David Lynch. “But 
now I’m trying to focus on a more 
suspenseful feeling,” the artist says. 
“I’m going for less Lynchian, more 
Hitchcockian.”

To convey suspense, Crone takes sev-
eral different approaches. Some draw-

Inside Job
2011, colored pencil on 
frosted acetate, 10 x 7. 

Collection the artist.

DR_Crone_Spr13.indd   78 4/9/13   2:29 PM



78  Drawing / Spring 2013 t h e d r a w i n g m a g a z i n e . c o m t h e d r a w i n g m a g a z i n e . c o m   Drawing / Spring 2013  79

DR_Crone_Spr13.indd   79 4/9/13   2:29 PM



80  Drawing / Spring 2013 t h e d r a w i n g m a g a z i n e . c o m t h e d r a w i n g m a g a z i n e . c o m   Drawing / Spring 2013  81

ings, such as Cain and Abel, throw us 
into the middle of a violent confronta-
tion. The recent drawing Salut, in con-
trast, places us in the uncomfortable 
position of watching an act of violence 
take shape; the man in the background 
doesn’t know what’s coming, but we 
do. Other images, such as Decaying 
Consciousness, depict both psycho-
logical anguish and criminal activity 
without making it entirely clear what 
is happening. And drawings such as 
Rhythmic Commodity and While the 
Cold Night Waiting contain little overt 
narrative but are nevertheless suffused 
with atmosphere and tension.

The narrative of Off the Beaten Path 
is compelling but ambiguous, plac-
ing it somewhere in the middle of 
this axis of suspense. The artist cre-
ated the piece in 2012 for a group ex-
hibition timed to coincide with the 
Super Bowl, which was being played 
in Indianapolis. “With all the people 
travelling to the city, quite a few gal-
leries were having openings and spe-
cial shows,” he says. “The theme of this 
show was ‘10 Yards,’ with every artist 
choosing one area of Indianapolis to 
inspire a piece of art. I picked the area 
around the Monon Trail, which used 
to contain a railway running from 
Indianapolis to Chicago.

“The idea for Off the Beaten Path was 
that back in the 1930s and 1940s when 
the trail was still a railway, there would 
have been gang activity in the area,” 

the artist continues. “I wanted to draw 
something of this sort—a little myste-
rious, a little suspenseful.” Crone has 
his own ideas about who the figures 
are and what they are doing, but by not 
spelling this out, he gives the viewer a 
richer experience. “For me, an image 
can be much stronger when the nar-
rative is left a little open-ended, as it 
is in much film noir,” he says. “I like 
to leave a lot up to the viewer. I want 
you walking away still wondering what 
happened, what’s going on now, and 
what’s going to happen next.” 

One way Crone achieves this linger-
ing sense of mystery is through blur-
ring, which he skillfully uses to guide 
the viewer’s eye, add mystery, and en-
hance the cinematographic feeling of 
his drawings. “In film noir, often the 
camera is not focused on an actual fig-
ure, and everything is a little blurry,” 
the artist says. “By incorporating this 
same look in my drawings, I can cre-
ate a mysterious feel and make sure 
you’re paying attention to whatever is 
in focus.”

Crone’s materials are key to the re-
fined look of his finished images, en-
abling him to create his distinctive 
blurs, as well as the rich darks that fill 

 “ I  l Ike to le ave 
a lot up to the 
vIe w er.  I  want you 
walkIng away s tIll 
wonderIng w hat 
happened,  w h at ’s 
goIng on now, and 
w hat ’s goIng to 
happen ne x t.”
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lef t

Salut
2012, colored pencil 
on frosted acetate, 
12 x 8½. Collection 
the artist. 

opposite page , 
above

While the Cold 
Night Waiting
2007, colored pencil 
on layered frosted 
acetate, 18 x 11.  
Collection the artist. 

opposite page , 
below

Cain and Abel
2008, colored 
pencil on frosted  
acetate, 7 x 9. 
Private collection.
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much of his work. His tools are simple: 
a black Prismacolor Verithin pencil and 
Grafix Dura-Lar, an acetate-like surface. 
“The Verithin pencil is able to achieve 
so much detail, and it leaves it up to me 
the kind of crispness I can get,” Crone 
says. “It also is able to draw intense 
blacks, so I prefer it over graphite.”

The artist has found that Grafix’s 
double-sided Dura-Lar is sturdier than 
some other acetates and responds well to 
his colored pencil of choice. Acetate is ex-
tremely impressionable and sensitive to 
whatever is placed beneath it, so when he 
wants to draw crisp detail, Crone takes 
care to lay his surface on something com-
pletely smooth, such as clean Plexiglas. 
But if he wants an area to be blurred, he 
can lay his drawing on something with 
more texture, such as printer paper. As 
he works, the tooth of that underlying pa-
per becomes embossed in the surface of 
his drawing, blurring the image.

Crone’s process begins when he 
catches a glimpse of something that in-
trigues him, which happens often. “I 
constantly have too many ideas in my 
head for the pace at which I work,” he 
says. Flashes of inspiration can come 
from watching movies or from seeing 
an interesting play of light and shad-
ow. The artist records these moments 
as thumbnail sketches, which he tin-
kers with over time, playing with com-
positions and  the placement of lights 
and darks.

Once Crone is ready to turn a sketch 
into a full drawing, he shifts his focus 
to models and costumes. He has often 
served as his own model, but in more 
recent works he has brought in close 
friends to act out parts. Costuming is 
a critical part of his process, and he 
works with his models to find appro-
priate period outfits, either from the 
artist’s own collection or at a vintage 

above

Rhythmic Commodity
2012, colored pencil on frosted acetate, 7 x 9. 
Collection the artist.

top

Decaying Consciousness
2010, colored pencil on frosted acetate, 14 x 25. 
Collection the artist.
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store. The ensemble then moves to lo-
cation, where Crone directs the mod-
els into his desired composition, ad-
justs the lighting, and photographs 
the scene using a Nikon D5100 cam-
era. During a photo shoot the overall 
setup doesn’t change much, but he re-
fines the body language of his models 
and the finer points of the scene. “It 
takes hundreds of photos to get it per-
fect,” he says. After the shoot, Crone 
uses Photoshop to review and manipu-
late his reference photographs, adjust-
ing images’ contrast and brightness. 
He prints the resulting image, which 
then serves as his guide throughout 
the drawing process.

The artist progresses gradually, 
sometimes focusing on single areas and 
at other times working all over a draw-
ing. Generally he moves from light areas 
into the darks, and as he works he con-
stantly re-evaluates the image. He keeps 
several erasers on hand with which to 
create highlights, including a Sakura 
electric eraser and a Sanford Peel-Off 
eraser designed for Mylar. These tools 
enable Crone to erase almost any trace 
of his pencil, but he has to be careful, as 
once an area of the Dura-Lar has been 

AbouttheArtist
Joseph Crone began drawing as a 
child and went on to receive a B.F.A. 
at Herron School of Art and Design, 
in Indianapolis. He has shown his 
work in numerous exhibitions, 
including several solo exhibitions in 
his home state of Indiana. His work 
has won several awards, including an 
Award for Excellence in the Colored 
Pencil Society of America’s 20th 
Annual International Exhibition and a 
Best in Show award from Artist Port-
folio Magazine. For more information, 
visit www.josephcroneart.com.

erased, it cannot be drawn in again.
For Crone, these relatively simple 

materials are a perfect vehicle for com-
municating his cinematic vision. The 
combination of acetate and black col-
ored pencil allows him to shift seam-
lessly from photographic precision to 
soft-focus blurs, furthering the draw-
ings’ narrative and emotional impact. 
We may never know what happens next 
in a Joseph Crone drawing, but the 
mysteries they present keep us coming 
back, enjoying these dark dramas, and  
hoping to see more.  v

Crone’s process begins when he 
catches a glimpse of something that in-
trigues him, which happens often. “I 
constantly have too many ideas in my 
head for the pace at which I work,” he 
says. Flashes of inspiration can come 
from watching movies or from seeing 
an interesting play of light and shad-
ow. The artist records these moments 
as thumbnail sketches, which he tin-
kers with over time, playing with com-
positions and  the placement of lights 
and darks.

Once Crone is ready to turn a sketch 
into a full drawing, he shifts his focus 
to models and costumes. He has often 
served as his own model, but in more 
recent works he has brought in close 
friends to act out parts. Costuming is 
a critical part of his process, and he 
works with his models to find appro-
priate period outfits, either from the 
artist’s own collection or at a vintage 

top

Decaying Consciousness
2010, colored pencil on frosted acetate, 14 x 25. 
Collection the artist.

Untitled Work in Progress
2013, colored pencil on frosted acetate, 9 x 12.  
Collection the artist. 
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O
ur recent Shades of Gray Open Competi-
tion challenged artists to submit their best 
drawings created entirely in black, white, 
and gray. It seems at fi rst like a simple 
assignment, but the hundreds of submis-

sions we received proved revelatory. Lovers of 
drawing already know the endless variations and 
subtleties possible with these tones, but we were 
amazed by the dozens of media artists chose for 
their works—everything from graphite and ink to 
wax, wire, and ash. 

The entries were overall of extremely high 
caliber, making judging all the more difficult. 
The competition was juried by Peter Drake, 
the dean of the New York Academy of Art; Jon 
deMartin, an artist, instructor, and author of 

this magazine’s Drawing Fundamentals se-
ries; and the editorial staff of Drawing.

The grand-prize winning drawing was O�  the 
Beaten Path, by Joseph Crone, which you can see 
in our feature article about the artist, on page 76. 
Here, we are proud to present the 13 other winners 
of the competition, including the three runners-up 
for the grand prize: Joseph Dillon, of Nanticoke, 
Pennsylvania; Robin Cole Smith, of Littleton, 
Colorado; and Terry Kelly, of Pasadena, California. 
Congratulations to all these accomplished artists, 
and a great thanks to everyone who submitted 
artwork to the competition. We’re also thrilled to 
announce that the 2013 Shades of Gray Competi-
tion is now underway. The deadline for entries is 
September 9. For more information, see page 93. 

S H A D E S 
O F  G R A Y

Winners of Drawing’s 2012 Competition

T H E  W O R L D  I N
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Joseph Dillon’s winning drawing, The Invisible Man, was inspired by 
H. G. Wells’ 1897 novel. The still life is composed from objects central to 
the story of a scientist who turns himself invisible, including the man’s 
hat, gloves, and glasses, which have been made iconic by movie adapta-
tions and illustrations of the character.

“I developed the composition through a deliberate layering of contrasts 
and complements while still allowing the design to grow naturally,” says the 
artist, who studied at the Ani Art Academy Waichulis, in Pennsylvania. He 
created the drawing using 6B and HB General’s black charcoal pencils, along 
with General’s white pastel pencil, on toned Canson Mi-Teintes paper. 

For more inFormation, visit www.josephdillon.tumblr.com.

s h a d e s  
o f  g r a y

Joseph Dillon 
The Invisible Man
2012, black charcoal and white 
pastel on toned paper, 10 x 16.  
Collection Howard and Amy Rehs.
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Isle of Poets shows both a physical location 
and a psychological landscape. “It depicts 
an inlet on Norton Island, off the coast of 
Maine, where I was an artist in residence 
a few years ago,” Smith explains. “The is-
land was small enough that I could spend 
my afternoons following game trails into 
the forest until hopelessly lost. When 
ready to return home, I could simply walk 
straight until I reached the ocean, then 
follow the perimeter of the island to our 
small collection of buildings.

“As someone deeply interested in 
mystery, exploration, and wandering, I 
found this situation alluring,” the artist 
continues. “The feeling of disorientation 
in the forest was quite real, but know-
ing I could always rely on a fail-safe 
navigation tactic eliminated some of the 
reality—and some of the wonder—of 
truly being lost. At the same time, there 
was a great comfort in being cradled by 
this landscape, always aware of a feeling 
of hovering between the domestic and 
the wild, the known and the unknown.  I 

wished for this piece to convey that 
sense of a threshold, of both the land and 
the psyche.”

Isle of Poets is an example of what the 
artist calls “encaustic drawing,” a non-
traditional method she developed em-
ploying the ancient art of painting with 
wax. Isle of Poets comprises four separate 
layers of drawing, suspended between 
layers of wax. “I wanted this image to 
include prominent, detailed foreground 
elements to ground the viewer in the 
wooded area, and I knew that part of 
the composition should include the far 
distance,” Smith says. “Most importantly, 
I wanted a strong division in the middle 
of the piece, where it moves from the 
known, inhabited space into the un-
known. This is part of the reason I chose 
to make this an encaustic drawing—my 
method lends itself to illusions of depth 
and distance.” 

For more inFormation,
visit www.robincolesmith.com.

Robin Cole Smith 
Isle of Poets

2012, encaustic and charcoal on 
panel, 24 x 36. Courtesy Walker 

Fine Art, Denver, Colorado.
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wished for this piece to convey that 
sense of a threshold, of both the land and 
the psyche.”

Isle of Poets is an example of what the 
artist calls “encaustic drawing,” a non-
traditional method she developed em-
ploying the ancient art of painting with 
wax. Isle of Poets comprises four separate 
layers of drawing, suspended between 
layers of wax. “I wanted this image to 
include prominent, detailed foreground 
elements to ground the viewer in the 
wooded area, and I knew that part of 
the composition should include the far 
distance,” Smith says. “Most importantly, 
I wanted a strong division in the middle 
of the piece, where it moves from the 
known, inhabited space into the un-
known. This is part of the reason I chose 
to make this an encaustic drawing—my 
method lends itself to illusions of depth 
and distance.” 

For more inFormation,
visit www.robincolesmith.com.

“This drawing was done from life in a 
group drawing session,” reports Terry 
Kelly, a California-based artist. He creat-
ed the drawing using charcoal in several 
forms—vine, compressed, and powdered. 
“Occasionally in these workshops it’s 
difficult to draw inspiration from a model 
seated under a hot spotlight in a room 
with gray walls. To help overcome this, 
and to eke out a little more inspiration 
from the colorful backdrop, I have several 
different approaches. Here, I started out 
by drawing some loose marks. Looking 
back and forth between the model and 
these marks, I tried to visualize an image 
of the two together. This suggests what is 

possible with the composition and helps 
me avoid having another drawing titled 
‘Seated Model’ or ‘Head on a Page.’

“When I can see the picture I want 
to create, my work evolves from an 
interplay of accurate draftsmanship and 
aleatoric marks,” Kelly continues. “If 
after careful rendering the drawing is not 
working as a picture, I summon up the 
courage to throw something unpredict-
able at it. This may well end in disaster, 
but for me, another ‘Head on a Page’ 
would be more disastrous.”

For more inFormation,  
visit www.terrykellystudios.com.

Terry Kelly 
Louise
2012, charcoal, 12 x 16.  
Collection the artist.
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Wendy Jones Donahoe
Olivia

2010, colored pencil, 21 x 16.  
Collection the artist.

“Since she was very young, my now-teenage 
daughter, Avery, has been a reliable source of 
inspiration depicted in many of my drawings,” 

says Wendy Jones Donahoe. “However, it is her 
high school friend and lacrosse teammate who 

is the subject of Olivia. While I was struck by her 
beauty, as with so many of the drawings of my own 

daughter, what I most hoped to capture was that 
innocence of youth and its transient nature.”

 For more inFormation, contact the artist  
at wjdonahoe@gmail.com.

“This is a drawing of a model at Spring Studio, 
in New York City,” Robin Kappy says. “I chose 
to place my easel to capture the beauty of the 
model’s strong character and the light caressing 
her round forms. I made every effort to focus on 
the large masses, prior to attending to details, 
and I’m pleased with the likeness and the rela-
tionships of the lights and shadows.” 

For more inFormation,  
visit www.robinkappy.blogspot.com.

Robin Kappy
Friday Morning at Spring Studio
2012, charcoal, 18 x 12.  
Collection the artist.
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Roger C. Long
The Baptism of Christ

2009, charcoal and white chalk, 15 x 7.  
Private collection. 

“I decided to tackle a drawing of Jesus 
for the many challenges the subject 
matter brings,” says Roger C. Long. 

“One of the biggest challenges is 
overfamiliarity—the sheer number of 

drawings and paintings there are of 
the life of Christ. I also wanted to bring 

in the beauty of the human figure. I 
chose to make the image one of quiet 
contemplation—I wanted to draw the 

viewer into a private moment.”

For more inFormation, visit  
www.aniartacademies.org, or 

email rogerlong780@gmail.com.

“This is a self-portrait inspired by the interaction 
between water and the facial countenance,” says 
Danli Liang. “Water has many nuances of shad-
ows, and drawing it dripping down the face and 
hair posed a new challenge for me as a 17-year-
old aspiring hyperrealistic artist. Making the hairs 
look wet was especially difficult.”

Danli Liang
Water
2012, graphite, 10 x 6 1⁄2. Collection the artist.
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“With this drawing I wanted to create something with 
very strong modeling so that the effect between the 
light and shadow portions would be dramatic and a 

bit mysterious,” says Connie Lynn Reilly, an artist and 
teacher in the Atlanta area. “The subject for the piece 
is my granddaughter Megan. She is one of my favorite 
subjects and has been the inspiration for many of my 

paintings. The photo I used and modified for the draw-
ing was taken early one morning after Megan had spent 

the night at my house. When she got up, the morning 
sun beaming through the window caught her tossed 

blonde hair. Unaware to Megan, I quickly grabbed my 
camera to capture the moment.”

For more inFormation, visit www.conniereilly.com, 
 or email portraits4u@me.com.

Connie Lynn Reilly
Dawn

2012, black and white charcoal, 16 x 12.  
Collection the artist.

Idaho artist Teri Hiatt saw a 
group of birds and decided she 
wanted to draw them, but they 
flew away before she had time to 
gather reference material. Still, 
she remained inspired by the idea 
of birds and decided to draw one 
that wouldn’t escape so easily. “I 
thought it would make a dramatic 
drawing,” she says of her stained-
glass subject.

For more inFormation,  
visit www.terihiattart.com.

Teri Hiatt
Birdsong
2012, graphite, 211⁄2 x 17 3⁄4.  
Collection the artist.
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“I was inspired to do this drawing after seeing a small 
silverpoint portrait by Holbein in the National Gallery of 
Art,” says Andrew Parris. “ The woman had on a white 

headdress, and I liked the idea of using some kind of white 
headwear in a drawing on white paper—but something 

more unusual than a hat. I originally drew this as part of a 
group show that required the piece to be exactly 12" x 12" 

when matted and framed. I usually struggle with where to 
cut off an image, but in this case the decision had already 

been made, and I found that somehow liberating.”

For more inFormation, visit www.drewparris.com.

Andrew Parris
Woman Leaving a Shower

2009, graphite, 8 x 8.  
Collection the artist.

“In psychology, the word ‘persona’ is 
used to describe the mask or ap-
pearance one presents to the world,” 
explains J. D. Hillberry. “It is also used to 
describe the many versions of self that 
all individuals possess. This drawing 
shows three versions of myself: the one 
I present to the world, the way I think I 
am perceived, and, under it all, who I re-
ally am. The challenge with this drawing 
was to present three different levels of 
reality. To achieve this, I created the illu-
sion of three levels on my drawing pa-
per: the surface of the paper, above the 
surface of the paper (the photo), and 
below the surface (the eye). To separate 
them, I varied the drawing techniques 
and the contrast in each level—for 
instance, you can see crosshatching on 
the surface level, which gives it the look 
of a drawing, whereas the other levels 
appear more realistic. But the entire 
work is drawn—including the masking 
tape and the background.” 

For more inFormation,  
visit www.jdhillberry.com.

J. D. Hillberry
Persona
2011, charcoal, graphite, and carbon pencil,  
16 x 20. Collection the artist.
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“Unlike graphite or charcoal, metalpoint cannot be 
smudged or erased, thus the process is very unforgiving 
and labor intensive,” explains Dennis Angel. “Tones are 

developed by carefully layering silver, gold, or copper 
with a sharpened stylus on a primed paper. Metalpoint 
drawings are typically light and delicate in tone, so the 

dark plastic pipe at the top of the image was especially 
difficult to develop and required extensive layering with 

soft silver. My desire is that by carefully arranging and 
drawing mundane objects with precious metals, their 

identities can be transformed and elevated.”

For more inFormation,  
visit www.dennisangelstudio.com.

Dennis Angel
Ovolo 

2012, metalpoint on primed paper, 20 x 16. Collection the artist.

“I did this drawing in conjunction 
with a painting I was working on,” 
says Robert Jay Silverman. “John is 
an actor who is also one of the best 
models in New York, and I wanted 
to study his character and features. 
The painting was a period piece, so I 
wanted to present John in one of the 
poses that reflect the 19th-century 
Western plainsmen. I believe the 
quality of his beard and hair carry a 
special note in this piece.” v 

For more inFormation,  
visit www.robertjaysilverman.com.

Robert Jay Silverman
John
2011, graphite and white chalk on toned paper, 
20 x 18 1⁄2.  Collection the artist. 
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Workshops
CALIFORNIA
RUTH BLOCK
5/11/13, SF Bay Area. Expressive 
Watercolor, 1-3PM at WCRC. 
The above workshop is Free with materials 
provided and held at the Women’s Cancer 
Resource Center, 5741 Telegraph Ave, 
Oakland CA 94609. To Register or for more 
information please contact the WCRC 
directly: www.wcrc.org 
6/17-7/24/13, SF Bay Area. Figure 
Drawing. MTW 9-12 at Berkeley City 
College. Must register through BCC: 
CCCApply Online Application. 
Contact: 510/225-1123, rblock@sonic.net 
www.ruthblock.com or www.aivideo.com

IdyLLwILd ARTs
Located in the beautiful mountains of Southern 
California. Over 50 workshops for adults, 
including Painting, Drawing, Mixed Media, 
Ceramics, Metals/Jewelry, Native American 
Arts, Printmaking, Book Arts, Sculpture. 
Painting & Drawing Workshops. 
6/16-6/18/13, Idyllwild. 
Scott W. Prior, Still Life & Figure. $495. 
6/16-6/18/13, Idyllwild. 
Barbara Nechis, Watercolor. $495. 
6/17-6/21/13, Idyllwild. 
Ron Pokrasso, Beyond Monotype. $715. 
6/20-6/22/13, Idyllwild. David Clark, 
Encaustic Monoprinting. $495. 
6/21-6/22/13, Idyllwild. Robert Dvorak, 
Travel Drawing & Painting. $330. 
6/23/13, Idyllwild. Robert Dvorak, 
Figure in Watercolor-Quick Studies. $165. 
6/24-6/28/13, Idyllwild. 
Iva Guerguieva, Contemporary 
Painting-Using Acrylics. $715. 
6/24-6/28/13, Idyllwild. 
Cari Hernandez, Encaustic Painting. $715. 
6/24-6/28/13, Idyllwild. Dan Welden, 
Solarplate Printmaking. $715. 
7/1-7/5/13, Idyllwild. 
Bill Perkins, Color Boot Camp. $715. 
7/1-7/5/13, Idyllwild. Margaret Scanlan, 
Drawing Intensive. $715. 

7/8-7/10/13, Idyllwild. 
Nicholas Simmons, Watercolor Unleashed: 
Waterbased Media. $495. 
7/8-7/12/13, Idyllwild. Rebecca Campbell, 
Contemporary Painting-Figurative. $715. 
7/8-7/12/13, Idyllwild. Laura Wait, 
Manuscript Books: Writing as Image, 
Exposed Sewing. $715. 
Contact: 951/659-2171, ext. 2365 
summer@idyllwildarts.org or 
www.idyllwildarts.org

sHeLdOn’s ART ACAdemy
Pencil, pen, pastel, acrylic, oil, watercolor, 
fundamentals of drawing, painting, design, 
animation and illustration, all levels.
Check out our New Online School at
www.portfolioartschool.com
Contact: Sheldon Borenstein,
818/706-9444, 626 Lindero Canyon Road, 
Oak Park, CA 91377
sheldonsartacademy@sbcglobal.net or
www.sheldonsartacademy.com

wATTs ATeLIeR OF THe ARTs, LLC
9/16-9/23/13, Encinitas. Watts Atelier 
Boot Camp with Jeffrey Watts assisted by 
instructors of Watts Atelier. $1,350.
Contact: 760/753-5378
www.wattsatelier.com

New MexICO
wATTs ATeLIeR OF THe ARTs, LLC
9/26-9/30/13, Taos.
Jeffrey R. Watts, Oil Painting. $875.
Contact: Fechin Art Workshops
575/751-0647

 internAtionAl
 
FRANCe 
sTUdIO esCALIeR
8/29-10/12/13, Autumn Intensive Painting.
10/20-11/29/13, Autumn at the Louvre.
12/1-12/20/13, December in Paris.
1/12-3/14/14, Winter at the Louvre.
Contact: www.studioescalier.com

CAll For entries
deAdLINe: JuLy 8, 2013
New York, New York: Catharine Lorillard 
Wolfe Art Club, Inc. 117th Annual Open
Juried Exhibition at the National Arts Club, 
NY. October 1-25, 2013. Open to women 
artists. Media: Oil, Acrylic, Watercolor,
Pastel, Graphics, and Sculpture. Over 
$10,000 in awards. Entry Fee: $35/
Members and Associates, $40/Non-
Members. Submit your entries at
www.onlinejuriedshows.com. For
prospectus, send SASE to Okki Whang,
431 Woodbury Road, Cold Spring Harbor, 
NY 11724 or download prospectus at
www.clwac.org Award Winning Art Classes

On DVD by RUTH BLOCK ★★★★

Classic Life Drawing - Full Course
Painting the Figure in Watercolor

All instructional workshops include dynamic

 20%

discount

All instructional workshops include dynamic
split-screen demos, exercises, and practice

time with male and female models

WWW.AIVIDEO.COM
Current Classes & Workshops:
www.ruthblock.com

Artists InterActive Video Dept. WSP11
5722 Huntington Avenue, Richmond, CA 94804
ph: 510-526-4604  send for free brochure

Artists InterActive Video
5722 Huntington Avenue, Richmond, CA 94804
ph: 510-225-1123    send for free brochure

Classic Life Drawing - Full Course
Painting the Figure in Watercolor

By Ruth Block - DVD’s & Downloads
New

Prices!

Enroll Now!
To Ensure a Space 
summer@idyllwildarts.org
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new & notable

w h y  n e w ?  
In the five years since he earned 
an M.F.A. from the University of 
Pennsylvania School of Design, 
Ivanco Talevski has exhibited 
his artwork across the world. 
The Philadelphia-based artist 
has held solo exhibitions in 
New York, Pennsylvania, and 
the Republic of Macedonia; and 
his paintings, drawings, and 
other works on paper have been 
featured in group exhibitions 
in Germany, South Korea, and 
Taiwan, among other locations. 

Ivanco 
Talevski

w h y  n o t a b l e ? 
Talevski combines drawing and printmaking materials and techniques 
to produce surreal visions—some humorous, others downright 
frightening—in which his figures often appear to be in states of 
peril or flux. The artist’s bold but believable treatment of light and 
shadow grabs the eye and grounds his subjects in a somewhat realistic 
context, making the images even more puzzling and disconcerting.

I f  y o u  l I k e  I t… 
Visit the artist’s website, at www.ivancotalevski.com.

Lef t

Grandma 
Is Combing 
Her Hair 
While the 
Village Is 
on Fire
2011, etching, 
sugar lift, 
aquatint,  
and drypoint, 
30 x 16.  
Collection  
the artist.

far Lef t

Bukvi
2010, etching, 
aquatint, soft 
ground, and 
sugar lift,  
36 x 30. 
Collection the 
artist.

For additional images of finished 
work from Talevski, visit TheDrawingMagazine.com.
s e e mor e onl ine >>
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""Blick's low prices for high-quality supplies instantly caught my 
attention. Their customer service specialists always listen patiently 

to my requests and follow through with my exact shipping needs. 
On the Blick website, I can reference supplies I've ordered in the past, 

which simplifies the ordering process and saves me time."
— Brianna Marie Angelakis
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