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EDITOR’S 
NOTE

I n this issue we take to the streets, focusing on artists who
draw cities and buildings. We begin by speaking with
Susan Grossman, who combines charcoal and pastel

to create vibrant, large-scale scenes of everyday life in New
York (page 32). Elizabeth Ockwell focuses on buildings
themselves, and one building in particular: Palais Garnier, the
old Paris opera house (page 38). A broader view is taken by
Douglas Cooper, who in his densely packed drawings reveals
vast networks of roads, bridges and buildings that he depicts
using a flexible approach to perspective (page 54). We explore
another unconventional perspective system in an article about
constructing panoramic drawings, mind-bending scenes well-
suited to depicting cityscapes and architecture (page 46).

We are proud to present the winners of our fourth annual
Shades of Gray Competition, which shows once again that
Drawing’s readers are a terrifically talented group of artists
(page 76). In our Drawing Fundamentals series we learn
how to show volume through line, using strategies such as
centerlines, space curves and base boundaries (page 64). We
also look at some of the many materials encompassed by the
term “crayon” (page 22), and we consider how positioning
your light source can affect the mood of a still life (page 28).

Here’s to finding inspiration in your own city, neighborhood
or home. Happy sketching,

AUSTIN R. WILLIAMS
Senior Editor
Drawing@fwcommunity.com
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FRONTISPIECE
A Street in Jisp on 
a Winter’s Day
by Abraham Rutgers
before 1664, pen-and-brown-and-
black-ink and brown and gray 
wash, 7 5/8 x 12 1/16. Collection J. 
Paul Getty Museum, Los Angeles, 
California. 

The artists of the Dutch Golden 
Age were among the fi rst to 
portray scenes of everyday life 
in cities and towns. In addition 
to being delightful works 
of art, their drawings and 
paintings serve as important 
documentary evidence of 
the architecture, fashion s 
and pastimes of 17th-century 
Holland. This era also saw 
a fl ourishing of amateur 
artists—men such as Abraham 
Rutgers (1632–1699), a textile 
merchant with a passion 
for drawing landscapes. In 
this scene Rutgers takes us 
to Jisp, a whaling town on 
the outskirts of Amsterdam. 
He achieves an impressive 
variety of textures and eff ects 
with his pen and brush, in 
particular the slick surface 
of the frozen canal and the 
crisply drawn buildings at left. 
The drawing’s exact date of 
composition is unknown, but 
historians can place it with 
some confi dence as before 
1664, when a fi re destroyed 
Jisp’s last thatched-roofed
houses.
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Dispatches From the
Psychiatric Ward

T H E  E L E C T R I C  P E N C I L :  D R A W I N G S 
F R O M  I N S I D E  S T A T E  H O S P I T A L  N O .  3
Drawings by James Edward Deeds Jr.
Introduction by Richard Goodman
Foreword by Harris Diamant
Princeton Architectural Press
272 pages
$29.95

The. Black. Snake.

by James Edward Deeds Jr., pen, 
graphite and crayon, 9¼ x 8¼. 
Courtesy Princeton Architectural 
Press.

Drawing has long provided an 
outlet for people undergoing hardship 
of one sort or another, and a new book 
introduces us to a fascinating series 
of drawings created by an artist whose 
circumstances were very hard indeed. 
The Electric Pencil: Drawings From 
Inside State Hospital No. 3 (Princeton 
Architectural Press, New York) relates 
the story and artwork of James Edward 
Deeds Jr. (1908–1987), a man who 
spent almost his entire adult life in 

mental institutions and 
whose enigmatic drawings 
have only recently begun to 
attract attention. The text of 
the book is short, consist-
ing of only an introduction 
by Richard Goodman and a 
preface by Harris Diamant, 
an artist and dealer who 
acquired the entire suite of 
Deeds’ drawings after dis-
covering them on eBay. The 
rest of the book is devoted 
to reproductions of Deeds’ 
simultaneously haunting 
and charming artwork.

Deeds was raised on a 
farm in southwestern Mis-
souri, and he had learning 
diffi  culties from a young 
age. He was abused by his 
father, and at times he was 
made to live apart from the 
rest of his family in a nearby 
cabin. At 25 he was sent 
to the State School for the 
Feeble Minded, in Marshall, 
Missouri. After three years 

the school labeled Deeds insane, and 
he was moved to State Hospital Num-
ber 3, in Nevada, Missouri. He would 
remain there for 36 years.

State Hospital Number 3 was an 
enormous facility, built in 1887 during 
a nationwide boom in the construction 
of institutions intended to humanely 
treat mental disorders. During the 
decades Deeds spent at the hospital, the 
conditions and treatment regimen were 
well removed from the progressive ide-
als under which it had been conceived. 
The institution housed around 1,700 
inmates—more than six times the pop-
ulation it had originally been intended 
for. Patients were given aggressive 
drug regimens and regularly subjected 
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to forms of electric-shock therapy. 
The letters “ECT,” an abbreviation 
for “electroconvulsive therapy,” recur 
throughout Deeds’ drawings.

At some point during his long 
confi nement, Deeds began to draw. 
As far as we know he hadn’t previ-
ously shown any inclination for art, 
and we are left to speculate about his 
inspiration and most of the circum-
stances of his art making. The draw-
ings were created using pens, pencils 
and crayons. The artist appears 
to have favored soft yellows and 
greens—although as Goodman notes 
in his introduction, this may simply 
refl ect Deeds’ limited selection of 
materials rather than any aesthetic 
preference.

The artist drew on ledger paper, 
the front side of which is lined and 
headed with State Hospital station-
ary. In some cases Deeds seems to 
have tailored his composition to re-
side within or otherwise relate to the 
lining and letterhead; other times he 
disregards these constrictions. Deeds 
usually drew on both sides of a sheet, 
often drawing a landscape, structure 
or vehicle on the front side and a 
portrait on the back, blank side. 

Deeds’ portraits all stare out at us 
with large, circular, nearly identical 
owl-like eyes, which may be the most 
immediately striking aspect of the 
artist’s work. Certainly they’re a little 
spooky. But in other respects the 
portraits are more diff erentiated and 
at times quite sensitively rendered, 
with special attention often given to 
intricate articles of clothing.

One of the most curious aspects 
of Deeds’ drawings is that they seem 
to be set in the past, before the artist 
was born. Scholars have pegged the 
fashions and automobiles as hailing 
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from the fi rst decade of the 20th cen-
tury, give or take. It’s anyone’s guess 
as to why Deeds fi xed his artistic 
eff orts on this period.

The drawings are puzzling in 
other ways. For instance, quite a few 
depict steamboats, of which there 
were none anywhere near Deeds’ 
institution or the area where he 
had grown up. The drawings are all 
numbered, but there is no obvious 
order or narrative to the sequence. 
Most drawings include carefully 
penciled text, which may be titles, 
although of course we don’t know 
for sure. Sometimes these words are 
straightforward, but other times they 
are more cryptic. Electric Pencil, the 
title of the book, is adapted from the 
text of drawing number 197.

Despite its strangeness, the world 
shown in Deeds’ drawings is distinct-
ly pleasant, at least on the surface. 
Everything is clean and bright, with 
men and women always dressed in 
their Sunday best. “It is a picturesque, 
orderly world,” Goodman writes. “If 
this is a manifestation of [Deeds’] sub-
conscious, then he must have been a 
kindhearted man. He was someone 
who, despite his bleak surroundings 
and his hard background, created a 
serene, sweet world.”

Deeds was visited regularly by 
family members throughout his 
time at State Hospital, and at some 
point in the 1960s he gave the 
drawings—which he had bound 
into a handmade portfolio—to his 
mother. They stayed in the family 
for several years but in 1970 were 
misplaced during a move. The story 
at this point becomes almost incred-
ible: An anonymous person found 
the portfolio lying in a pile of trash, 
rescued it and kept it until 2006. At 
that point he put the drawings on the 
market, and they quickly generated 
interest from dealers and collectors 
of outsider art.

“As an artist, I was intrigued by the 
skillful, one could say obsessively, 

Live!
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detailed draftsmanship of the work, each brick rendered with 
precision,” writes Harris Diamant, who eventually acquired 
the collection. “The artist lovingly captured his subjects with 
a subtle use of color and shading, using the side of his pencil 
to create the smutty noses that enhance the modeling of the 
faces. The clothing and intimate objects of daily life are pre-
sented with solemnity and respect. As a folk-art and outsider-
art dealer and collector, I was thrilled by the discovery.”

As fascinating as the circumstances of their creation 
are, the drawings are worthy of attention on their own 
merits. With their publication we now have access to a 
unique vision of an imagined 
past, and we can immerse 
ourselves in the world of an 
artist who, in extremely diffi  -
cult circumstances, produced 
a tender and mysterious body 
of work.

FOR MORE INFORMATION, VISIT 
PAPRESS.COM, AND SEARCH 
FOR “ELECTRIC PENCIL.”

Ectlectrc Pencil

by James Edward Deeds Jr., pen, graphite and crayon, 9¼ x 8¼. 
Courtesy Princeton Architectural Press.
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Prints in Full Bloom

T H R O U G H J U L Y 3
The Cleveland Museum of Art
Cleveland, Ohio
(216) 421–7350
clevelandart.org

Flowers and plants have been a 
focus for artists working in all media 
throughout the centuries, and “The 
Flowering of the Botanical Print,” an 
exhibition at the Cleveland Museum 
of Art, in Ohio, celebrates the long, 
colorful history of botanical printmak-
ing.

“The Flowering of the Botanical 
Print” guides us through the history 
of fruit and fl ower prints, taking us 
from 15th-century woodcuts to sump-
tuous 19th-century prints by botanists 

A Group of Auriculas 

by Frederick Lewis and James I. Hopwood, 
after Peter Charles Henderson, 1803, 
color aquatint, stipple and etching with 
watercolor, 213⁄4 x 18. All artwork this 
exhibition collection Cleveland Museum of 
Art, Cleveland, Ohio. 
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such as Doctor Robert Thornton 
and Pierre Joseph Redouté. The 
exhibition boasts more than 70 
prints, drawings and books, center-
ing on works from the museum’s 
Donald Gray Memorial Collection of 
fruit and fl ower prints and related 
drawings—a collection established 
by the Print Club of Cleveland in 
memory of a former president who 
was a landscape architect. 

According to the museum, the 
exhibition illustrates “the masterful 
draftsmanship and scientifi c ac-
curacy of botanical artists who also 
explored the rhythmic patterns in 
each blossom, fruit, leaf and stalk. 
The works refl ect developments in 
horticultural practice from late me-
dieval gardens of native wildfl owers 
and formal Renaissance gardens of 
carefully cultivated plants imported 
from the Near East and the New 
World to famous English landscap-
ing of the 17th and 18th centuries 
when ‘a whole nation went mad 
about fl owers.’”

Amaryllis Lutea

by De Gouy, after Pierre Joseph Redouté, 
1802–1816, color stipple with watercolor, 
20½ x 14.
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Measure, Gesture, 
Form

T H R O U G H  J U L Y  3 1
Portland Art Museum
Portland, Oregon
(503) 226-2811
portlandartmuseum.org

In 2013 the Portland Art Museum, in 
Oregon, received a collection of works 
that focus on various aspects of artistic 
practices. Selections from that gift are 
now on display in “Measure, Gesture, 
Form: Modern and Contemporary Draw-
ings From a Recent Gift,” an exhibition 

that showcases the many roles drawing has played in the art of the last 
half-century. 

More than 200 drawings, paintings, sculptures and prints came to 
the museum from an anonymous donor. “Measure, Gesture, Form” 
features work in graphite, brush-and-ink, charcoal and mixed media
from American and European artists over the 
course of 50 years from the 1950s to the 2000s. 
Artists on view include the painter and print-
maker Sean Scully, the Pop artist Joe Goode, the 
minimalist Brice Marden and the sculptors David 
Smith and Anthony Caro.

In Hospital

by Lucian Freud, 
1942–2010, graphite, 

15½ x 12.

Collection Portland 
Art Museum, 

Portland, Oregon.
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The Abstractions of
Nasreen Mohamedi

T H R O U G H J U N E 5
The Met Breuer
New York, New York
(212) 731-1675
metmuseum.org

Join the online North Light VIP Program
today for exclusive savings on the tools
and inspiration you need to create
successful art! You’ll save on books,
videos, magazines and so much more!

Learn more at
www.NorthLightShop.com

get ART
SMART
and SAVE

Post-Independence India saw 
a surge of artistic expression, and 
one prominent abstract artist who 
came of age during this era was 
Nasreen Mohamedi (1937–1990). 
Born in present-day Karachi, Paki-
stan—then part of British India—

Mohamedi’s unique use of line made her an important 
visionary and storyteller of her time. Her work, which feels 
both classic and contemporary more than 20 years after 
her death, is currently on view in the exhibition “Nasreen 
Mohamedi,” at The Met Breuer, in New York City.

The exhibition spans the artist’s four-decade career, with 
more than 130 of Mohamedi’s paintings, drawings, pho-
tographs and diaries on display. Many of the drawings are 
hypnotic geometrical arrangements drawn in her preferred 
media of graphite and ink on paper. 

The exhibition is jointly organized by The Metropolitan 
Museum of Art, in New York, and the Museo Nacional 
Centro de Arte Reina Sofía, in Madrid, in collaboration with 
the Kiran Nadar Museum of Art, in New Delhi. It is one of 
the inaugural exhibitions at The Met Breuer, a new branch 



of The Metropolitan Museum of 
Art, located in the Marcel Breuer-
designed building that housed the 
Whitney Museum of American Art 
until last year. 

“We are proud to present ‘Nas-
reen Mohamedi’ in our fi rst wave of 
exhibitions at The Met Breuer,” said 
Thomas P. Campbell, the director 
and CEO of The Met. “Mohamedi’s 
work calls on us to expand our 
understanding of graphic minimal-
ism in a transnational context. It is 
a project that speaks to our interest 
in introducing a broad range of audi-
ences to the innovative work created 
by artists across borders.”

LEFT

Untitled

ca. 1975, ink and graphite, 20 x 28. Sikander and Hydari Collection.

BELOW

Untitled

ca. 1970, ink and graphite, 7½ x 7½. Private collection; courtesy 
Talwar Gallery. 
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W
hat are crayons? It’s 
not surprising if what 
immediately pops into 
your mind is the memory 
of the crayons you had as a 

child. What is surprising to learn is 
how long crayons have been around 
and how early ones evolved into 
the sophisticated archival drawing 
and painting media that exist today. 
Crayons are not only for kids.

Crayon is more of a category than 
a medium proper. We can defi ne 
crayon as any dry medium (including
charcoal, graphite, clay, chalk or pig-
ment) combined with a binder (such
as gum Arabic, resin, paraffi  n, soy or
beeswax, oil or grease) molded into 

MATERIAL WORLD Getting the most out of drawing media
B Y  S H E R R Y  C A M H Y

stone may or may not have been warm 
or splattered with animal fat, but the 
burnt charcoal made dark marks that 
adhered to cave walls. The results were 
crayon-like images. 

Millenia later, in the 1400s, solidi-
fi ed cylinder-shaped sticks made of 
charcoal and oil began to be used by 
artists, and crayons have existed as 
a drawing tool in various forms ever 
since. Museum visitors are often 
somewhat taken aback when they 
look at drawings by artists ranging 
from Raphael to Mary Cassatt to Pablo 
Picasso and fi nd “crayon” noted as the 
medium. You might at fi rst think they 
were created with charcoal or chalk, 
but on closer inspection the marks ap-
pear to be darker, bolder, sharper and 
less matte than expected because of 
the oil, wax or hardened grease added 
to the essential elements of the draw-
ing implements. It’s those additional 
ingredients that cause the medium to 
slip into the crayon category alongside 
Conté, grease pencils and lithographic 
crayons.

Early in the 20th century, wax-based 
crayons started being produced and 

Crayons for Your 
Consideration

a solid form to be applied directly 
to a surface. In this installment of 
“Material World” we’ll discuss the 
distinctions between several types 
of crayons and their uses for fi ne 
artists. 

H I S T O R Y 
Although the word “crayon” began to 
appear in literature around the mid-
1600s, no one is quite sure how far 
back in history crayon-like materials 
were used. Charred sticks lifted from 
a cave dweller’s cooking fi re can be 
thought of as the fi rst crayons. The 
scorched wood used for drawing on 

My Sunshine House 

by Sherry Camhy, 2015, Crayola crayons, 20 x 16. 

DR_FOB_Materials_Spr16.indd   22 4/5/16   10:34 AM



D R A W I N G M A G A Z I N E . C O M   Drawing / Spring 2016  23

marketed for children. In 1903 the 
fi rst box of Crayola crayons, contain-
ing eight colors, could be purchased 
for a nickel. The crayons came 
sharpened, ready to be used on a blank 
sheet of paper or in a coloring book. 
Over the years Crayola’s line expanded 
to include more than 100 colors with 
names like “Blizzard Blue” and “Out-
rageous Orange,” and Crayola’s iconic 
paper-wrapped crayons still dominate 
popular perception of the medium. 
Today more than 8,000 crayons are 
manufactured every minute, with 
Crayola alone producing around 3 bil-
lion crayons a year. Many adults who 
grew up with crayons are revisiting the 
medium through the wildly popular 
phenomenon of adult coloring books.

But for artists who want to look 
beyond those fl ip-top Crayola boxes for 
something more archival and suitable 
for use with other fi ne-art media, there 
is a world of possibilities to explore. 
Options include Cray-Pas, crayon pen-
cils, encaustics, water-soluble crayons 
and oil pastels.

W A X  C R A Y O N S
Children’s crayons were designed to 
be safe, neat and inexpensive. They 
are made more of wax than pigment, 
and the pigment used is not of the 
best quality. Wax crayons’ colors are 
often pale, and mistakes are not easily 
corrected.

Art-materials manufacturers have 
realized there is a market for high-
quality, archival crayons suitable for 
fi ne artists. One such product is Cray-
Pas, a line of crayons that combines 
characteristics of pastels and tradi-
tional wax crayons. They’re composed 
of better pigments than children’s 
crayons and use a combination of oil 
and wax as binder.

Other high-quality crayons have 
arrived on the scene in recent years, 
although many of the inherent 
limitations of wax crayons remain 

unchanged. It’s easy to make clean 
lines, but shading smoothly is a 
challenge. Mistakes are easy to make 
and diffi  cult to correct. Crayon colors 
are generally not mixed but rather 
just chosen—mixing additional hues 
and tints, so essential with paint, is 
problematic with crayons—and no 
matter how many colors are provid-
ed, the right one sometimes cannot 
be found. Layering is also diffi  cult, 
because the rapid buildup of wax 
makes it hard for colors to be placed 
one on top of the other. 

Fortunately, artists excel at turn-
ing apparently limiting features of 

art materials to creative ends. In 
this tradition, some artists utilize 
a resist technique combining crayon 
and watermedia, taking advantage 
of the fact that wax is water-repel-
lent and that wet media will slide 
over a waxy area but soak into any 
part of an absorbent surface left 
uncoated. To try this technique, 
draw with wax crayons on water-
color paper, then apply any water-
based medium over the drawing. 
The fluid will not adhere to the 
areas protected with wax but will fill 
in the unsealed absorbent spaces, 
creating striking results.

Secret Garden

by Sherry Camhy, 2015, wax crayon, 10 x 8.
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MATERIAL WORLD
C R A Y O N  P E N C I L S
Pencils can be considered crayons of 
sorts—colored pencils and black pen-
cils with oil or wax binders are actu-
ally called “crayon pencils” in Canada 
and Europe. (The terminology can 
be confusing. For example, a Stabilo 
pencil, meant for use on surfaces 
such as metal or glass, is sometimes 
called a “crayon.”) These types of 
crayon-pencils are often found in 
the craft sections of art stores. They 
can be sharpened to fi ne points for 
details, and they make remarkable 
darks, perfect for the pupils of eyes 
and strands of hair. But be careful, 
and introduce dark accents with cau-
tion. They can unexpectedly unbal-
ance a carefully established range of 
values, and their marks are not easy 
to blend or erase.

E N C A U S T I C S
Although wax binders add strength, 
gloss and glow to pigments, they 
also make the results stiff  and hard 
to manipulate. In order to turn this 
potentially negative feature into a 
positive, artists since ancient times 
have experimented with heated wax. 
Around the 5th century B.C. Greek 
artists warmed the cold beeswax 
binder they added to their pigments, 
using heat to make the results soft 
and fl uid. Encaustic techniques—in 
which melted wax is applied and 
then fused to form a solid surface—
were used as early as the 1st century 
A.D. by Greek and Roman artists 
to create funeral portraits that have 
remained remarkably fresh and bril-
liant throughout the ages.

During the 20th century several 
factors combined to renew interest 
in encaustic. One was the availability 
of safe, portable heating devices. An-
other was high-quality, commercially 
manufactured crayon-like blocks 

ABOVE

Study in watercolor 
crayon. 

RIGHT

Encaustic crayon blocks. 
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designed specifi cally for the encaus-
tic process. Jasper Johns, among 
others, became enchanted with the 
thick, rich, translucent simmer of 
encaustic crayon color, and his work 
inspired many others. 

To experiment with the encaustic 
process in a simple, inexpensive way, 
unwrap any wax crayons you have on 
hand and melt them with a candle, 
or separate the diff erent colors into 
metal containers and warm them 
on a heat-controlled grill. You can 
apply the melted crayons onto an 
infl exible absorbent surface with 
palette knives, brushes or by pour-
ing them straight onto the surface. A 
hairdryer can sometimes be used to 
rewarm wax to manipulate it further. 
Experiment, but remember to take 
care when working with a fl ame and 
hot wax.

Kirstin in 
Knit Gown

by Steven 
Assael, 2012, 
crayon with 
graphite, 
14 x 11½.
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W A T E R - S O L U B L E 
C R A Y O N S
In water-soluble or watercolor crayons, 
emulsifi ers are added so that the cray-
ons behave like regular wax crayons 
when dry but yield intense transpar-
ent colors that can match even the 
best traditional watercolors when wet. 
You can apply them on a dry surface 
then brush them with water, or you 
can draw straight onto a wet surface 
for quite diff erent eff ects. Pigment can 
also be gathered off  a crayon’s tip with 
a brush and applied like traditional 
watercolor.

O I L  P A S T E L S
Watercolor crayons are one way to 
merge drawing and painting, and 

Picasso envisioned another—a 
crayon made of oil paint. In 
1947 Picasso declared, “I want a 
colored pastel that I can paint on 
anything, wood, paper, canvas, 
metal, et cetera, without having 
to prepare or prime the canvas.” 
Two years later, in answer to his 
request, “oil pastel crayons” ar-
rived on supplier’s shelves in an 
impressive range of colors.

Oil pastels have a glossy 
painterly look, with a luminous 
glow all their own, but they do 
not smell like oil paint, are not 
messy and leave no brushes to clean 
or wasted paint to be thrown away. 
Artists can simply stop and start 
again when inspired. Unlike regular 
matte pastels, they are not dusty and 
need no fi xative. 

Give crayons a try. By drawing 

Henry

by Sherry Camhy, 1990, 
oil pastel, 20 x 16. 

with clean sticks of pigment, you 
may fi nd yourself re-discovering a 
pleasure you fi rst knew when you 
were very young.  
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Visit www.southwestart.com for complete guidelines and to enter today!

The 13 winning artists will be published in the December 2016 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. 

EARLY-BIRD DEADLINE: JUNE 15, 2016

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

Artistic Excellence!

Prizes:

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

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

sponsored by
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FIRST MARKS Introductory lessons in drawing
B Y  M A R G A R E T  D A V I D S O N

Light is amazing. It’s essential to all 
that we do: Our days are directed by 
its coming and going; our moods 
are infl uenced by its brightness or 
softness; and our eyes judge shapes, 
distances, speeds and textures—in a 
word, everything—by its angles and 
shadows.

Light is so fundamental to art 
that hardly any art form is possible 
without it. Artists work with the play 
of light over the surface of sculptures 
and paintings, with the nature of 
light itself through color and value, 

Light Source and Direction
and with the description of form and 
mood through the positioning of light 
and shadow. In black-and-white draw-
ing, light combined with shadow is 
vital for showing absolutely every-
thing: form, position in space, time of 
day and the emotions of the artist.

In this article we’ll learn how to 
control and position light for vari-
ous eff ects. We’ll limit ourselves to 
working with a solitary light source, a 
lamp indoors. This helps keep things 
simple and direct, and it’s the way I 
often work.

Gourds

2013, graphite. 

This is a quiet drawing 
with standard lighting 
coming from the side 

and above, which 
contributes to the 

calm mood.
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LIGHT DIRECTION
One of the first things to think 
about when starting a drawing is 
the direction the light is coming 
from. Is the light entering the draw-
ing from the left or the right? Is it
coming from above or below, from
behind or in front? Each of these
directions helps to create a certain
look and mood and can either help
or hinder our understanding of the
forms. Choosing your light direc-
tion also means choosing whether
or not your drawing will include
cast shadows, as well as their size
and angle.

LIGHT FROM THE SIDE
Positioning the light source above
and to one side of your subject is a
standard approach that helps a sub-
ject be clearly understood. Lighting
from this angle brings out all five
basic tonalities on the form: high-
light, body color (or middle tones),
form shadow, reflected light and cast
shadow. Light coming from the side
creates cast shadows that extend out
away from the light source, which
helps to show how the form is sitting
on its surface. Lighting in this stan-
dard way often communicates a calm
and comfortable mood.

Lighting from the side but position-
ing the lamp further down can give
a sense of late afternoon and of time
passing. This can be used to create a
mood of anxiety or the opposite, the
feeling of a job well done at the end of
the day.

LIGHT FROM ABOVE
Having the light shine directly down
from above the form in a sort of “high

LEFT

Cabbage and Cloth

2007, graphite.

Lighting from the 
upper-left, as seen in this 
drawing, helps make the 
form understandable.

BELOW

Pencil Cabbage

2016, graphite.

You can tell this subject 
is lit from above because 
the cast shadow does not 
extend in any direction, 
instead sitting directly 
underneath the cabbage.

noon” way is intriguing to draw. The 
fi ve basic tonalities shift into a vertical 
alignment. The highlight is at the top 
of the form, and the form shadow 
melts into the cast shadow, with no 
refl ected light coming between them. 
The mood created here can be either 
midday cheerfulness or the threaten-
ing sense of being interrogated under 
a single overhead light bulb.

Illustration 1 

The direction of the light determines the location 
of the five basic tonalities: highlight (1), body color 
(2), form shadow (3), reflected light (4) and cast 
shadow (5). These diagrams show how the tonali-
ties might look when light is coming from above 
(top), from the side (middle) and from behind 
(bottom). 
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FIRST MARKS
LIGHT FROM BELOW
It can be tricky to position a desk lamp 
directly under a subject, so artists who 
want light coming from below often 
move their subject to some shelf or 
platform above their tables (and above 
eye level), and then shine the light 
upward. The fi ve tonalities move into 
a vertical alignment again, this time 
with the highlight at the bottom and 
the form shadow at the top—but with 
no cast shadow beyond. The clas-
sic example of this is what we all did 
as kids when telling a scary story at 
night: We held a fl ashlight below our 
chins and shone it upward, lighting 
our faces from below for an ominous 
appearance.

LIGHT FROM THE FRONT
Shining your light directly at your 
subject produces little shadow, which 
results in a relatively fl at appearance. 
This is the least successful way to make 
your subject look rounded and three-
dimensional, so I don’t recommend it if 
you want to show the form. However, it 
is useful for showing certain emotions, 
such as stunned fear (think of a deer in 
headlights), or for experimenting with 
the fl attening of form and space com-
mon to Modern and abstract art.

LIGHT FROM BEHIND
This is another one that is diffi  cult 
to set up but quite fun to draw. Rear 
lighting can be positioned high, 
middle or low. The front of the subject 
is in full shadow, with body color seen 
at the outer edges. There’s not really a 
highlight, nor is there refl ected light. 
It’s mostly form shadow, with slightly 
lighter edges and the whole thing 
melting into a vertical cast shadow. 
The mood created by this heavily shad-
owed form can be threatening. It can 
also be transitional, with the darkened 
form leading the eye past it to the 
lighter area beyond.

RIGHT, FROM TOP

Creepy Fluffy

2014, graphite.

Even a cute stuffed animal 
can look menacing when lit 
from below.

Frontal Fluffy 

2014, graphite.

Lighting your subject from 
the front results in less 
definition of form, but it’s 
also a chance to show shock 
and bewilderment.
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EXAMPLES TO EMULATE
To see light manipulated brilliantly by 
a master, I would recommend studying 
Rembrandt. He could do it all, from self-
portraits with his face in shadow to the 
frontally lit stunned man in The Supper 
at Emmaus.

For contemporary examples, one of 
the best places to see light direction and 
shadows used for dramatic eff ect is in 
superhero comics. The artists working in 
this fi eld are absolute masters of draw-
ing forms in strong light shining from 
extreme angles that create intense shad-
ows and huge emotional ranges—not to 
mention their impressive command of 
perspective. Those folks can really draw.

In all these examples the artists use 
a single dominant light source and 
deliberately plan the light’s direction to 
create an emotional eff ect. You will fi nd 
that your drawings improve hugely when 
you begin to deliberately use light and 
shadow to get the eff ects and emotions 
you intend. Planning where the light is 
coming from and where the shadows go 
is a good way to begin any drawing.  

Pear 

2016, graphite.

The cast shadow 
becomes 
especially 
important when 
light is coming 
from behind a 
form.
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Intersecting

2015, charcoal and 
pastel, 50 x 60. 
Courtesy Jerald 
Melberg Gallery, 
Charlotte, North 
Carolina. 
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Come Back 

2016, charcoal and 
pastel, 50 x 60. 
Collection the artist. 
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DRAWING: How did the city become 
your main subject? Have you 
always been fascinated with 
urban spaces? 

SUSAN GROSSMAN: I’ve been fascinated 
with them since I moved to New 
York—wherever I am is sort of what I 
draw. Because I’ve been in New York 
City for a long time I know it well, and 
I use it in many ways as a metaphor, 
as we all do. It’s my muse, I could say. 
And since I know it well I don’t have 
to work as hard to find the imagery. 
I know what I’m looking for, and I 
just shoot images. I then use several 
images to make one drawing—I don’t 
work out of one specific photograph.

DR: What are some of the things 
you’re looking for when taking 
photographs? 

SG: Usually a time of day or a type of 
weather. For instance I like nocturnal 
scenes, and I like when it’s raining 
or blustery out. Eight o’clock in the 
morning in the fall has beautiful 
shadows. It’s as simple as that. In 
many ways it’s a formal need. 

I surprise myself when I develop 
these photos into drawings. In some 
ways these moments are kind of banal, 
but when I draw them and blow them 
up, those banal moments become 
something quite diff erent, and it be-
comes an interesting narrative.

DR: Many artists present cities as 
seemingly deserted places, but in 
your drawings the city is always 
alive, filled with people of all ages. 
Do you think this is essential to 
the look of a city? 

SG: I don’t think I’ve ever done a New 
York City piece without people in it, al-
though as some observers have noticed 
there are no faces in my drawings—I 
don’t want the viewer locked in on a 
person’s eyes. I like to use the figure in 
an almost iconic way. A woman whose 
head is bent carrying a bag or a child 
running a certain way—we know who 
they are, I hope, from how they move 
and from recognizing our own gestures.

DR: Do you have favorite corners of 
the city for finding material?

SG: I don’t search for a particular spot. 
When I started doing these drawings I 
was raising twin boys, and to be honest 
I would just go where they had to go. I 
took my camera everywhere, but it was 
driven by me having to go there. It could 
be on the way to the theater or dinner 
or a doctor’s office. It’s amazing—if you 
go down one or two different streets 
to walk to a park, you can see infinite 
things on different days.

There are a few times when I try to 
fi nd something specifi c. I might want, 
say, someone walking to the left, and 
I’ll go out with my camera and fi nd 
someone. But for the most part I don’t 
plan trips to get images—I have enough 
images just from my walk home. 

DR: How did you come to work 
primarily in drawing? And 
what about your combination 
of charcoal and pastel—why do 
you think they work so well in 
tandem? 

SG: What I love about drawing is that 
we’ve all done it. As little kids we pick 
up a pencil or a piece of chalk and we 
draw. It isn’t precious. I can spend the 
time creating these objects, but I love 
that everyone can relate to them. I also 
love that the sweep of my hand can 
change the image. There’s movement 
in drawing for me, there’s a physicality 
to it, and the gesture of my hand is 
always involved. 

As for the charcoal and pastel, over 
time I’ve been able to work them 
almost like paint. I love the notion of a 
painterly drawing.

“ W HAT I  LOVE ABOUT 
DR AW ING IS THAT W E’ VE 
ALL DONE IT.  A S LIT TLE 
KIDS W E PICK UP A 
PENCIL OR A PIECE OF 
CHALK AND W E DR AW. 
IT  ISN’ T PRECIOUS.”
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DR: Talk about scale—what do you 
like about working big? 

SG: I think it started because his-
torically, drawings and works on paper 
have been thought of as studies and as 
a certain size. So one reason is the idea 
of taking a drawing and blowing it up 
so that it’s a work unto itself—so that 
people don’t see it as a drawing but as 
a work of art comparable to painting. A 
second reason is that there’s a different 
drama to a piece when it’s large, when 
it’s physical. A large drawing invites 
the viewer into a very different world. 
This isn’t to say I don’t love intimate 
drawings, but large is where I’m more 
comfortable. And going large lets me 
get physical—I love using my body to 
create the image.

DR: Once you’ve gathered your 
source material, do you do much 
sketching or preliminary work, or 
do you dive right in to working on 
the finished drawing? 

SG: I dive right in. When I say that 

there’s no preciousness, I mean it, and 
that’s what I love about drawing. If I 
think something is not going some-
where, I rip it up and throw it away, 
and that allows me a freedom.

My process starts with taking 
photographs. Then I go to a phar-
macy and have maybe 100 of them 
printed. I take those to my studio and 
fi nd things in some of the photos that 
excite me, and I pin 10 or so of them 
up on my studio wall. Suppose I want 
to make three 50"-x-60" drawings. I 
put those three boards up. I put in my 
earbuds, turn on the music, and I just 
start. 

That’s not to say it will all work. The 
next day I might come in and scrap 
what I’ve done. If my photographs 
aren’t allowing me to fi nd a storyline, 
I’ll go get more photos. I’ll change it.

DR: Do you have a pattern to how 
you work? How do you begin?

SG: I like to do a very fast drawing. I 
will get everything in, at least initially, 

in about a five-hour period. Then I 
like to bring it together all at once, not 
to finish one part at a time. 

I begin by putting in what I call my 
“stage setting,” or my environment. 
If I’m drawing a view of Lexington 
Avenue, that stage setting will stay 
the same, but I’ll keep changing the 
people in it until they work for me.
The color just happens—it works 
itself in during the process. I don’t 
plan that, but I do like to have an 
allover sense of composition on the 
paper. It’s more of an abstract expres-
sionist way of taking in the whole 
paper—not the apple fi rst, then the 
vase, then the table. 

DR: What materials do you use? 

SG: For charcoal I use jumbo soft 
dark charcoal that I get at New York 
Central Art Supply. Eventually those 
charcoals form sort of an underpaint-
ing. The pastels I love most are Diane 
Townsend—I order them straight 
from her; they’re glorious. I also use 
some Sennelier pastels, the jumbo 
ones. I can’t work with small drawing 
implements. I use my fingers a lot, 
but I can’t get tied down in little move-
ments or sharp tools.

My surface used to simply be paper, 
but the large pieces were diffi  cult to 
frame, so now I work on paper mount-
ed to board. I also spray the drawings 
a lot, which lets me build up the lay-
ers. If you take a paper towel and rub 

ABOUTTHEARTIST
Susan Grossman graduated from 
Bennington College, in Vermont, and 
received an M.F.A. from Brooklyn 
College, in New York. She has held nu-
merous solo exhibitions, and her work 
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Museum, in Charlotte, North Carolina; 
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Shadow 
Passages

2014, charcoal 
and pastel, 
50 x 35. Private 
collection. 
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Stay

2015, charcoal and pastel, 50 x 60. 
Courtesy Jerald Melberg Gallery, 

Charlotte, North Carolina.

a highlight out, then spray it and put a 
white back on, it’s more luminous.

DR: Did you have any teachers who 
were especially influential?

SG: I studied at Bennington College, 
which had an incredible art world 
that I became immersed in. I got my 
master’s degree at Brooklyn College, 
where Lois Dodd and Leonard 
Anderson taught. From Bennington 
to Brooklyn I was fortunate to have 
extraordinary artists guide the way I 
thought and teach me a new language, 
a new way of thinking. 

Getting out of graduate school I was 
lucky to have people interested in my 
work. I was mostly painting then, but I 
had some drawings sitting in a corner 
of my studio, and Rick Davidman, who 
ran DFN Gallery, in Chelsea, saw them 

and said “Those are good drawings!” I 
realized there were better painters out 
there, and drawing came easier to me. 
Why force yourself to do something 
that’s more diffi  cult? I don’t want any 
more barriers.

DR: Do you have any advice for 
a young artist or for someone 
wanting to get serious about 
drawing?

SG: I’m a great believer in artists going 
to graduate school. You get a studio, 
a place to work, and you connect with 
other artists. It’s very important to get 
criticism. There’s a language to learn.

I also think you have to have an 
absolute passion for this thing. There’s 
business and creativity, and they have 
to go together. And then—go for it. It’s 
tough.  
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In her  mixed-media drawings of Beaux-Arts buildings, 
Elizabeth Ockwell combines an architect’s precision with an 

artist’s passion for line, proportion, color and emotion. 

B Y  M I C H A E L  W O O D S O N

Grand Palais

Auditorium, Paris Opera

2009, graphite, ink and watercolor, 30 x 44. 
Collection the artist.
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or the past 25 years, the
artistic efforts of Elizabeth
Ockwell have focused
heavily on a single build-

ing: Palais Garnier, the old Paris opera
house. “It’s full of splendid marble,
mythological creatures and shapes
that have left classical conventions and
push toward something new,” the art-
ist says of the building, which opened
in 1875. “It’s not quite Art Nouveau. It
is of the fleshier, more experimental
phase of the 1870s between neo-
classical and modern sensibilities.”
Ockwell’s drawings abound with
precisely rendered details, from floor
tiles receding in perfect perspective to
sumptuous Baroque decorations. But
the drawings are far from being mere
catalogues of beautiful architecture,
possessing a distinct lyrical sensibility.

In Palais Garnier Ockwell found a
subject that combines her interests in
architecture, music and the power of
line and color to communicate a sense
of history and place. “There aren’t very
many buildings that sustain this de-
gree of involvement, which is almost
a feeling that you are the place,” she
says. “Just as there are not very many
buildings that you would want to try to
inwardly embody!”

Drawing was not Ockwell’s first
artistic pursuit. She studied the flute
until she was 21, with aspirations of
playing professionally. The trajectory
of her career changed, however, with
one trip to a museum. “I visited the
Museum of Fine Arts, Boston in 1964
and had the extraordinary, life-shaking
delusion that I could paint not only as
well as but even better than Sargent,
Gaugin, Van Gogh and various other
Old Masters,” she says.

Having found that impressive
degree of confidence, she bid farewell
to the conservatory and began her fine

art education. She studied art at the
University of Washington, in Seattle,
after which she studied a further four
years in Germany—two in Cologne
and two in Hamburg. She then
returned to the states and earned an
M.F.A. at Northwestern University, in

F

Evanston, Illinois.
In the beginning of her artistic ca-

reer, Ockwell was most interested in 
portrait and fi gure painting. “Eventu-
ally, a nude model standing in a bar-
ren studio began to feel dull and cold, 
void of atmosphere or emotion,” she 

The Empress’ Box, Paris Opera

2007, graphite, ink and watercolor, 27 x 19. Courtesy Prographica/KDR Gallery, Seattle, Washington.
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says. “I tried painting people in their
living spaces to get more of a sense
of what their lives were like. After a
short time, the people vanished and I
began to draw uninhabited places. It
felt as if the empty spaces told more
of a story than a naked body.”

Gradually the artist shifted from
drawing and painting everyday living
spaces to grand Beaux-Arts buildings,
which she says involve her imagina-
tion more deeply than any other style.
“It’s satisfyingly complicated,” she
says. “It’s based on Greek and Roman
models and has reference to the hu-
man form—windows like eyes and
mouths, columns like legs, surfaces

Garnier convey a strong sense of his-
tory and seem to brim with life, even 
though they are devoid of fi gures—an 
intentional strategy. “I leave out people 
so that the viewer—and I—can enter 
the stage of the drawing, move into 
the space and exit through a door or 
corridor,” she explains.

ckwell’s primary media are 
pencil, ink and watercolor, 
with most of her drawings 

incorporating all three. “My preferred 
papers are Fabriano Roma, a hand-
made drawing paper, and Arches 
cream, a printmaking paper,” she says. 
“Traditional watercolor paper is too 
lumpy for me to draw on with clarity, 
and the color sits on the well-sized 
surface too starkly.”

Her process diff ers somewhat from 
project to project. “When I’m draw-
ing realistically, my ideas come from 
the place or the person,” she says. 
“When I’m drawing from imagination, 
a dream, myth or image from past 
artwork might inspire me.” She begins 
by making quick, rough sketches to 
see how she might adapt her idea, but 
she doesn’t dwell too long in this part 
of the process. “If I make too many 
preliminary sketches, I use up all my 
energy on them rather than the fi nal 
drawing,” she says.

Rather than leaving these studies 
aside as separate references, Ockwell 
uses them as the basis of the fi nished 
work, which she completes on the 
same surface, leaving abundant traces 
of her process of creation. “By show-
ing the whole process, the painting 
can include the pleasure of discovery, 
the long process of measuring and 
the mysterious moments when things 
begin to be more than the sum of their 
parts,” she says.

Before she has fi nished her initial 
sketching, Ockwell lightly moves the 
pencil over the page, planning how 
much of the scene to include and de-
termining the relative sizes of objects. 
“This is when I might start over a few 
times,” she says. “Things need to shift 
around a bit to fi nd the proper balance. 

like skin and bone. Usually there are 
ornamental heads, busts and statues 
of humans and animals to add drama, 
providing endless opportunity for 
drawing and chances to be surprised.”

The precision found in architec-
ture is a perfect match for Ockwell’s 
style, which begins by privileging 
linear observation. She observes that 
many of the artists who most inspire 
her communicated primarily through 
line. “Rembrandt, Van Gogh, Turner, 
Ruskin, Picasso—these are artists 
who used line rather than painted 
patches as the instrument for their 
art,” she says.

Ockwell’s drawings of the Palais 

Foyer of Mosaics, Paris Opera 

2009, graphite, ink and watercolor, 26 x 19. Courtesy 
Prographica/KDR Gallery, Seattle, Washington.

O
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TOP

Grand Foyer, Paris Opera (sketch)

2005, graphite, ink and watercolor, 29 x 41. Work in progress. Private collection. 

ABOVE

Grand Foyer, Paris Opera 

2005, graphite, ink and watercolor, 30 x 44. Private collection.
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If I get excited and begin to use paint at
this phase, I always regret it later.”

When Ockwell feels comfortable
with her pencil drawing, she begins
to work in India ink to clarify certain
details. “It’s hard to see what I’m do-
ing if my hand rubs away the pencil,”
she says. “I don’t use too much ink
at first because I still might have to
move things around. Then I work
alternately with pen and pencil, trying
to keep the drawing fairly light so that
I can continue to change my mind
and so that the drawing feels light
and still open to change.”

When working with watercolor,
the artist makes decisions swiftly,
without too much detailed planning.
She notes that watercolor and even
ink can be removed when necessary.
“Gently loosen the paint with an old
brush or a small piece of sponge and
mop up the loosened color with a pa-

per towel,” she says. “Just make sure 
that you stop scrubbing before the 
paper begins to pill. The paper won’t 
be as fresh as before, but it is usually 
strong enough to stand up to a new 
drawing and more paint.”

On the whole, Ockwell’s archi-
tectural renderings favor accuracy 
over creative license. “I try to be as 
accurate as possible with proportions 
and color,” she says. “If I don’t do 
this, I feel dishonest.” However, after 
she has the likeness captured, she 
will sometimes exaggerate a color, 
intensify certain details or simplify 
others.

Ockwell isn’t immune to self-
doubt, but she tries to use it to benefi t 
her creative process. “Sometimes 
with a piece, I add color to cheer my-
self up,” she says. “This is the phase 
of despair. I feel a sense of doom—as 
in, ‘This is terrible. I will never get 

it right. I forgot how hard this is.’ 
Then, little by little, I manage to 
describe a few things clearly. Maybe 
I have a little success with a statue or 
a column that feels just right. When 
that happens, the necessary stubborn 
optimism takes over and I start mea-
suring, comparing, trying out various 
sorts of lines and strokes, and I’m 
happy and tranquil.”

When you’re re-creating such 
minute details, mistakes are going to 
happen. The trick, Ockwell says, is to 
know when you’ve gone too far and 
when there’s still time to salvage what 
remains. “Some mistakes are so far 
into a project that you have to just sit 
back and say ‘Well, that’s an interest-
ing error, I’ll just keep calm and keep 
on going. Things might work out.’ 
Usually if you stop working on that 
part of the painting, something will 
occur to you.”

Paris Opera Facade

2000, graphite, ink and watercolor, 19 x 27. 
Private collection. 
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ckwell spent 32 years as an 
instructor at the School of 
the Art Institute of Chicago, 

teaching subjects including fi gure 
drawing, anatomy and watercolor. 
“I’ve been surprised at how much I’ve 
learned by watching students work 
and by listening to my colleagues,” she 
says. “Every day something interesting 
happened. The most gratifying experi-
ence for me as a teacher was to see a 
student gain confi dence in his or her 
own work—this can happen with one 
successful drawing or painting.”

The artist’s own teachers had a 
significant impact on her. “I learned 
so much from Norman Lundin, with 
whom I studied at the University of 
Washington,” she says. “I saw how 
expressive and eloquent anatomical 
drawing could be and learned that if 
you are patient and persistent enough, 
you can draw nearly anything.” Kurt 
Kranz, one of her teachers in Germa-
ny, taught her the value of working in 
series. “I learned from him to explore 
a good idea as a series of pictures.”

Ockwell retired from teaching 
several years ago, leaving her more 
time to concentrate on her own work. 
“Teaching takes huge amounts of 
emotional energy, and sometimes it 
was hard to balance teaching and life 
in the studio,” she says. “Teaching did 
give me the freedom to explore my 
own ideas and artistic interests with-
out worrying about whether or not my 
work would sell, which it didn’t until I 
began to draw and paint architecture. 
At first, I was astonished when people 
were so interested, because I had 
become resigned to the fact that most 
people would be put off  by my work. 
Nudes are a bit frightening to some 
people, as were the surrealist etchings 
and giant spirals that I did for a time. 
But I have always been convinced that 
I can do my best work only by doing 
what truly interests me.”

Settling into retirement at her 
new home in Washington’s San Juan 
Islands, Ockwell is enjoying the 
in-between of not knowing precisely 
where her career will head next. “I’m 
not sure where my work is going,” 
she says. “This is a very pleasing 

“I have always been 
convinced that I can do my 
best work only by doing 
what truly interests me.”

TOP

Orchestra Pit, Auditorium, Paris Opera

2009, graphite, ink and watercolor, 19 x 27. Courtesy Prographica/KDR Gallery, Seattle, 
Washington.

ABOVE

Figures Representing the Trades, Paris Opera 

2011, graphite, ink and watercolor, 19 x 27. Courtesy Prographica/KDR Gallery, Seattle, Washington.

O
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state of mind. Supposedly an artist’s
work becomes simpler as he or she
gets older. Maybe this will happen
to me, but even though I might say
that I wish to simplify, my hands and
eyes get greedier, and I put more and
more details into my drawings and
paintings, just because I can.” She’s
currently enjoying the opportunities
to pursue the many landscapes her
new home has to offer. “So far my
drawings of this place are concerned
more with recording how things

look, but perhaps in the future I
will become more selective and take
something to a deeper plane.”

Looking back, she says she’s grate-
ful to have found a theme that allowed
her to bring so much of the outer
world into her work and to draw from
her inner world as well. “I believe that
there are many extraordinary artists
who never find their authentic subject
matter—just as I painted the figure
for so many years because it was best
thing that I could think of to do, even

though in my heart I knew that it was 
going stale for me.”

Perhaps it’s no surprise, then, that 
Ockwell’s advice for aspiring artists 
is to make something that they love. 
“People become artists because they 
love art,” she says. “If you’re very lucky, 
you manage somehow to have the 
time and resources to make art. This 
doesn’t have much to do with selling 
art or making a living. As Kurt Kranz 
said, good art and art that sells are two 
diff erent things.”  

At the Foot of the Grand Stair, Paris Opera 

1999, graphite, ink and watercolor, 30 x 44. Private 
collection.



D R A W I N G M A G A Z I N E . C O M   Drawing / Spring 2016  45

ABOUTTHEARTIST
Elizabeth Ockwell grew up in Seattle and studied art at the 
University of Washington, in Seattle, and Northwestern University, 
in Evanston, Illinois. For more than 30 years she was an instructor 
at the School of the Art Institute of Chicago. Her work has been 
included in group shows at the National Museum for Women in the 
Arts, in Washington, DC; the Museo della Carta, in Fabriano, Italy; 
the Kunsthaus Hamburg, in Germany; and Printworks Gallery, in 
Chicago. She is represented by Prographica/KDR Gallery, in Seattle. 
For more information, visit prographicadrawings.com/artist/
elizabeth-ockwell.

ABOVE

Palazzo Dario, Venice

1998, hand-colored etching, 15 x 20½. Collection the artist. 

BELOW

Harbor Seal Skeleton

2015, graphite and watercolor, 19 x 44. Collection the artist. 
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Panoramic drawings expand the rules of perspective in order to present striking 
wide-angle views. Artist and teacher John Roman explains how to construct these

 curious compositions. 

B Y  J O H N  R O M A N

P R I N C I P L E S  O F  P A N O R A M I C  D R A W I N G
As Far as the Eye Can See

ABOVE

Illustration 1: Martyrdom of Saint Hippolytus 

anonymous, 1400s, tempera and oil on panel, 34½ x 995⁄8. Collection Museum 
of Fine Arts, Boston; Boston, Massachusetts. 

This 15th-century three-paneled Flemish altarpiece is one of the earliest 
examples of a Renaissance-era artist attempting to create a panoramic view. 

Paneled altarpieces such as this usually showed three different scenes, but here 
the three panels depict one continuous wide-angle setting, all connected by a 

uniform eye-level line.

TOP

Illustration 2: Panoramic Photography

This wide-angle photo of Boston’s Copley Square circa 1900 is a classic 
example of panoramic photography. Rather than containing one focal point, 

as in traditional photos, this scene clearly contains three lines of sight: looking 
east up Boylston Street, looking straight ahead at the old Museum of Fine Arts 

building, and looking west down Boylston Street toward the 
Boston Public Library. 
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Panoramic drawings, paintings, 
photos and fi lms seemingly bend 
the laws of perspective, creating 
the illusion of spherical, three-
dimensional views on fl at, two-
dimensional surfaces. Therein lies 
our psychological attraction to this 
type of art: We enjoy a subconscious 
connection, even a touch of humor, 
when witnessing the exact process 
experienced by our human vision 
reproduced in these wide-angle 
perspectives. We recognize the eff ects 
that come through panoramic art as 
creative interpretations of one of our 
own senses, and it fascinates us.

In this article we’ll look at the 
history of these images and learn the 
basics of how to draw 180-degree 
wide-angle views. I’ve been teaching 
perspective drawing for many years 
at Massachusetts College of Art and 
Design, in Boston, and the examples 
shown here were produced by 
students of mine in those courses.

P A N O R A M I C 
H I S T O R Y :  P A I N T I N G , 
P H O T O G R A P H Y,  F I L M

Panoramic drawings and paintings 
have captured the attention of 21st-
century artists, yet panoramic art is by 
no means a product of our own time. 
As Harald Woeste explains in Mastering 
Digital Panoramic Photography, the 
word “panorama” is derived from the 
Greek words “pan” and “horama” 

which translate to “all-around view,” and
artists dating back to the Renaissance 
have sought to capture this novel visual 
expression. Although the majority of 
Renaissance art focused on paintings 
composed in a standard 60-degree view,
examples of Renaissance panoramic art 
abound as well—wide-angle paintings 
and frescoes that take into account an 
entire 180 degrees or even more. (See 
Illustration 1.)

Panoramic imagery continued to 
infl uence artists for centuries, but it 
found a new home with the invention of
photography in the form of panoramic 
photos, which became highly popular 
during the 19th century. (See Illustration 
2.) This fascination with wide-angle 
photos soon led to another form of 
panoramic art: cyclorama displays. 
Across Europe and America, large 
round theaters were built to exhibit 

long continuous paintings hung on 
circular walls. Spectators standing in the 
middle of these cylindrical structures 
were treated to 360-degree views of 
famous places and historical events. (See 
Illustration 3.)

Panoramic photos and 360-degree 
cycloramas were the precursors to 
the wide-angle motion pictures of the 
mid-1900s, including those fi lmed 
in the Panavision and CinemaScope 
formats. These in turn spawned the 
short-lived Cinerama format, a valiant 
eff ort by the motion-picture industry 

BELOW

Horizontal Panorama: Alexa 
Gustafson

Alexa Gustafson structured this 
view to grasp the scale of a cor-
ridor in the Museum of Fine Arts, 
Boston, crafted with a blend of 
care, accuracy and artistic license.
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to stretch Hollywood fi lms to nearly 
a full 180 degrees. The Cinerama 
system required fi lmmakers to shoot 
their movies using three separate, 
synchronized cameras, and the 
movies were then shown using 
three projectors. When projected 
together on a curved 180-degree 
screen, these synchronized fi lms 
created an impressive full-spectrum 
experience, and across the country 
special theaters were built to show 
Cinerama movies. (See Illustration 4.)
Films such as It’s a Mad, Mad, Mad, 

Mad World, 2001: A Space Odyssey 
and Ice Station Zebra were released 
in the format, as well as in standard 
projections. 

Toward the end of the 20th century,
this eff ect was further enhanced in 
IMAX theaters, in which specialty 
fi lms display not only 180 degrees 
of vision left to right but in all 
directions. There have also been 
recent photographic applications 
of panoramic imagery, notably by 
the English artist David Hockney 
and the German photographer 

RIGHT

Illustration 3: Cyclorama

This photo of the Gettysburg, Pennsylvania cyclo-
rama shows a partial view of an 1883 wraparound 
painting by Paul Philippoteaux depicting the Battle 
of Gettysburg. 

BELOW

Illustration 4: Cinematic Panoramas
Traditional motion picture projection, “Cinerama” 
3-projector/180-degree films, and curvilinear 
IMAX movies. 

BOTTOM

Illustration 5: Schalke Soccer Game 
Gelsenkirchen

by Mareen Fischinger. Courtesy the artist. 

Mareen Fischinger, both of whom 
have captured IMAX-like visuals by 
assembling hundreds of overlapping 
photographs into one complete scene. 
(See Illustration 5.)

C R E A T I N G  A 
P A N O R A M I C  D R A W I N G
1. Expanding Your View to 
180 Degrees
In traditional representational art, 
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the image area is generally equal to 
the range of vision in normal human 
sight: approximately a 60-degree 
slice of the total 180 degrees that we 
can actually see. Stretch your arms 
straight out to your left and right 
and wiggle your fi ngers. You’ll notice 
that you can see both hands—a full 
180-degree span— in your peripheral 
vision, but your hands are out of focus 
and lack three-dimensional depth. 
(See Illustration 6.) If you slowly turn 
your head, however, you can see the 
full 180 degrees in proper focus. This 

180-degree range is what panoramic 
imagery attempts to capture.

Understandably, creating 180-degree 
panoramic drawings is a bit more 
involved than traditional-size 
drawings. But panoramic scenes are 
simply an extension of traditional 
drawings. Whereas a typical drawing 
has one focal point or central line 
of sight, panoramic drawings have 
three lines of sight—making them 
essentially three connected drawings 
unifi ed by one consistent eye-level 
line. (See Illustration 7.) If you know 

how to create a simple single-point 
drawing, you can easily learn to create 
a panoramic scene. 

2. The Clock Method
When drawing a panoramic scene 
from observation, fi nding those 
three lines of sight is easy if you use 
what I refer to as the “clock method.” 
Imagine yourself standing at the 
center of a very large clock lying fl at 
on the ground. (See Illustration 8.) 
Choose a direction and look straight 
ahead. Imagine that this central line 

LEFT

Illustration 6: 60-Degree 
Range of Sight

BELOW

Illustration 7: Panoramic 
Image-Area on the Eye’s 
Curved Screen

BOTTOM

Illustration 8: The Clock 
Method
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NE AR RIGHT

Vertical Panorama: Caitlin Mavilia

Caitlin Mavilia bravely takes on a vertical 
panorama inside the Boston Public 
Library’s dramatic Bates Hall. She limits 
her view to the central point of vision and 
the point directly above her head to suc-
cessfully translate a slice of the room’s 
dynamic presence.

FAR RIGHT

Vertical Panorama: Amanda 
Watkins

In this vertical panorama, Amanda 
Watkins believably articulates a total 
top-to-bottom expanse of a corridor and 
stairway inside the Boston Public Library.

BELOW

Horizontal Panorama: Eileen 
McIntire

Eileen McIntire captures the atmosphere 
of her apartment in this marker drawing. 
She takes liberties with the perspective 
of her setting while communicating a 
sense of depth and atmosphere. 

To see 

more examples of panoramic 

drawing, and to learn more 

about the drawings shown 

here, visit DrawingMagazine.

com.

S E E MOR E ONL INE >>
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of sight points to the twelve on the 
clock. Once again, stretch your arms 
straight out to your left and right, and 
wiggle your fi ngers so that you can see 
them in your peripheral vision. Your 
left hand is pointing to the nine on the 
clock; your right hand is pointing to 
the three.

Now imagine where the one and 
two are located on the right side 
of the clock and where the ten and 
eleven are located on the left side. 
Each one-hour increment on the 
clock represents 30 degrees of the full 
circle, so a full 180-degree span lies in 
front of you. As we’ve said, standard 
drawings encompass approximately 
60 degrees of sight. This means 
your middle line of sight (the one 
pointing to twelve) encompasses the 
60 degrees between eleven and one. 

Once you’ve envisioned this middle 
section, it’s easy to see how the other 
two 60-degree views fi t nicely into the 
left and right sections of the full 180 
degrees. The left composition spans 
from nine to eleven, and its central 
line of sight points to ten, in the 
middle of this span. The central line of 
sight for the composition on the right 
side points to two.

Once you’ve chosen a location to 
re-create in a panoramic scene, follow 
those steps. After envisioning the 
clock and choosing a central line of 
sight, you can look directly at the two 
and at the ten to see each 60-degree 
composition separately. In this way, 
you grasp the full scope of each 
individual composition and become 
conscious of where all three lines of 
sight are positioned in the real-life 

scene. Things in the actual scene 
can become points corresponding to 
your three lines of sight: a doorknob, 
a mark on a wall, a place where two 
objects meet and so on. With these 
starting points set, what at fi rst 
appeared to be a complex problem 
begins to make more sense.

3. Putting It to Paper
One of the biggest diff erences between 
a panoramic drawing and a drawing 
that uses single-point perspective 
is that in a traditional drawing, 
horizontal lines stay horizontal. In 
a panoramic drawing many of the 
horizontal lines might curve toward 
those left and right points that 
represent the lines of sight on the left 
and right sides of the 180-degree 
view. Keep in mind that every 

BELOW

Illustration 9: Pencil Study for Studio Panorama 

In this study for a panorama depicting my studio you’ll see a consistent eye-level line (shown 
in blue) and three points representing my three central lines of sight (shown in red). 

BOTTOM

Illustration 10: Studio Panorama

by John Roman, 2015, ink, 8 x 24.
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panoramic drawing is different, so 
some horizontal lines might remain 
horizontal, especially those close to 
the center of an image.

Illustration 9 shows a pencil 
study for a panoramic drawing of 
my studio. A consistent eye-level 
line through the scene is shown 
in blue. The three lines of sight 
are indicated with red points, 
representing the ten, twelve and two 
on my imaginary clock. Notice how 
the horizontal lines at the center 
of my studio bend and converge 
toward the two outer points, instead 
of being flat and horizontal as they 
appear in life.

I must admit, when I first started 
drawing this scene I thought I 
had bitten off more than I could 
chew. But once I started plotting 
it out, a sense of logic took over. I 
realized that each line I placed on 
the paper had some specific place 
to go: to either one point or another. 
With this awareness, the whole 
drawing seemingly built itself. 
(See Illustration 10.) Many of my 
perspective-drawing students attest 
that this happens in their drawings, 
as well. 

As you draw, it’s important not 
to be too technical. As with all 
art, panoramic drawings bend the 
rules and aren’t drawn exactly the 
way things look to the eye. Learn 
where to fudge things along the 
way—artistic license can take over 

RIGHT

Illustration 11: 
Clock for Vertical Panoramas

BELOW

Curvilinear Panorama: Dylan McCusker

The upper half of the human visual cone makes up Dylan 
McCusker’s fish-eye depiction of a haunted castle on a hill. 
The artist limits his composition to the central line of sight 
and the aerial point above the viewer’s head and uses cur-
vilinear perspective to convey the eeriness of the setting.
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when you are confronted with 
anything that is not clear. You have 
permission to “cheat” lines here 
and there, as long as one underlying
rule is being at least loosely 
followed: Maintain a uniform, 
consistent eye-level line. Keep in 
mind that viewers will be deeply 
engaged with the overall effect of 
the drawing—in fact, the visual 
strength of panoramas is often that 
viewers do not closely scrutinize 
individual parts. 

V E R T I C A L  A N D 
F I S H - E Y E  P A N O R A M A S
We’ve been discussing horizontal 
panoramas thus far, but the formula 
described above also works for 

vertical panoramas—simply picture 
your imaginary clock standing 
straight up on its side. (See 
Illustration 11.) Taking this even 
further, why stop with a horizontal 
or vertical strip when we can draw 
the entire 180-degree expanse our 
eyes can see? So-called fi sh-eye views 
(also known as curvilinear perspective)
use all three lines of sight from 
a horizontal panorama and also 
include all three lines of sight from 
a vertical panorama. (See Illustration
12.) Fish-eye drawings can depict 
the smallest of scenes to the widest 
expanse. They’re a bit tricky, but you
can follow the same construction 
process by simply identifying the 
lines of sight. From there you can 
construct the full scene, applying 
exaggerations and artistic license 
where needed.

S E E I N G  I N  3 - D
The best way to comprehend how 
panoramic drawings replicate human 
sight is by training the mind to be 
aware of its own vision. The artist 
learns to recognize how eye levels 
are always horizontal to a viewer’s 
position and how all we see is being 
projected to us on a large, internal 
concave lens in the eye. Becoming 
conscious of “macrocosmic” sight 
better enables us to envision small, 
“microcosmic” representations of it 
in works of art. We all tend to take 
the third dimension for granted, 
but convincing depth in all art—not 
only panoramic imagery—improves 
in direct relation to our ability 
to see the full scope of the third 
dimension at work in our day-to-day 
existence.  

LEFT

Illustration 12: Curvilinear Panoramas

This diagram of curvilinear perspective fills the 
entire blackboard of my perspective-drawing class 
at Massachusetts College of Art and Design. It 
illustrates the full range of human sight. The central 
rectangle outlined in yellow indicates the 60-de-
gree window in which traditional art takes place. 
Note how the horizontal lines curve toward the 
outer left and right points and how the vertical lines 
bend toward the top and bottom points. Believe it 
or not, this is how the human eye actually sees the 
world; we simply become oblivious to it.

BELOW

Horizontal Panorama: Kathleen O’Hara

Kathleen O’Hara’s on-site drawing of Horseshoe 
Dam in Scituate, Rhode Island marvelously 
encompasses two joining roadways in the same 
composition, dictating the direction of our eyes as 
we span the location’s 180 degrees.

DR_Roman_Panoramic_Spr16.indd   53 4/5/16   10:36 AM



54  Drawing / Spring 2016 D R A W I N G M A G A Z I N E . C O M

The Wild Rides of  
Douglas Cooper

SEEING IT ALL
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T he drawings of Douglas
Cooper plunge us into a wild
spatial ride of shifting view-

points, tilted perspectives and frenetic
movement. Urban scenes unfold in
an overwhelming cascade of informa-
tion as they reveal elaborate accounts
of buildings, bridges, street plans and
vehicles. The richness of this vision is
supplemented with historical addi-
tions—in some views the artist in-
cludes buildings and artifacts that are
long gone. Cooper’s drawings show
us more than we could ever see from
a single viewpoint at a single moment
in time, his spatial distortions work-
ing to clarify information and make
it accessible. The results are dizzying
and highly entertaining, but they also
constitute a profound attempt to con-
nect with and display the world as the
artist experiences it.

A Pittsburgh artist
happily plays with
perspective in order
to show us cities,
bridges and roads
from all angles.

B Y J O H N A . P A R K S

Back of Route 30

2015, charcoal on paper 
mounted on board, 
60 x 48.

DIFFERENT 
PERSPECTIVES
Cooper’s struggle to fi nd a form to 
communicate this vision began early 
in his career. It started with a draw-
ing class given by the sculptor Kent 
Bloomer while Cooper was study-
ing architecture at Carnegie Mellon 
University, in Pittsburgh. “He asked 
that in one drawing we draw every-
thing inside and everything outside 
the studio in which we were sitting,” 
Cooper says. “As we pursued this 
fundamentally impossible assignment, 
he referred us consistently to the work 
of proto-Renaissance masters such 
as Lorenzetti and Giotto. The sense 
of viewing in multiple directions that 
remains in my work to this day comes 
from there.” 

These ideas took Cooper back to a 
much earlier experience of drawing. 
“I had a childhood argument with my 
best friend about how to best draw 
airplanes,” recalls the artist. “I’d drawn 
mine in perspective, and he’d drawn 
his in a composite view. I trace two 
central issues in my work back to that 
argument. The fi rst derives from my 
own drawing of the airplane: an inter-
est in a sense of presence—the viewer 
feels present in the scene. This has led 
to my use of accelerated perspective in 
foregrounds. The second issue derives 
from my friend’s drawing: an interest 
in showing all that there is to see and 
fi nd. This has led to my using deceler-
ated perspective in middle grounds.”

The artist explains that an accelerat-
ed perspective is one that is experienced 
when close to a structure, where the 
perspective lines slope away from the 
viewer at steep angles. A decelerated 
perspective is one experienced at some 
distance from an object and results 
in more fl attened angles. Cooper 
combines the two in order to convey 
as much information as possible about 
his scene. “I tend to locate the viewer 
in the foreground by accelerating its 
perspective,” he says. “Then I tend to 
lift up the middle ground in a more 
map-like portrayal, decelerating the 
perspective. Then I fl atten the back-
ground, seeing it in elevation.”

The artist says that the diff erent 
spatial handling in foreground, middle 
ground and background refl ects 
questions the viewer naturally asks 
as the eye moves through these three 
zones. The foreground addresses 
the question “Where am I?” The 
middle ground addresses the ques-
tions “Where will I go?” and “What 
will I see?” The background provides 
answers to “Where will I arrive? What 
is the destination?”

The result of this synthesis is that 
the viewer feels located in multiple 
places at once. Eldridge Street (page 
57), for instance, in the foreground 
thrusts the viewer into a neighbor-
hood street seen in steep perspective. 
In the middle ground the Manhattan 
Bridge and its approach are tilted up 
toward us, providing a fl attened view 
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that enables us to make sense of the 
bridge’s geography and placement. In 
the far background the view assumes a
lower angle.

Cooper notes that he will often in-
clude multiple vanishing points within
the foreground, even when drawing 
two buildings that are close together. 
“If I move the vanishing point I get 
you to look at both alternately,” he 
says. “The convergence of lines does 
not agree, and this also gives a feel of 
acceleration.” Although this strategy 
employs an optical device, Cooper 
insists that his drawings are not about 
optics per se. “It’s more about the 
experience of a viewer who is moving 
his head and body.”

EMBRACING 
ANACHRONISM
A further sort of distortion is achieved 
when Cooper includes a historical 
building or other landmark that no 
longer exists in an otherwise present-
day view. For instance, his view from 
Coogan’s Bluff , in New York City (page
58), includes the Polo Grounds, a ball-
park demolished in the 1960s. Cooper
regards this as an appropriate attempt 
to convey our experience of a place. “It
is a fact of urban life, and life in the 
world generally, that places do not only
mean what they now are,” he says. 
“They mean what they are but also 
what they were. Who can walk along 
Coogan’s Bluff  having lived there in 
the 1950s without thinking of the Polo
Grounds? More in civic murals than 
in these drawings, I have sought out 
temporal anomalies—not for reasons 
of nostalgia but for meaning.”

The artist is likewise willing to 
adjust a view to accommodate informa-
tion that might otherwise be obscured. 
Rainbow Room (page 59), a view of 
Rockefeller Center, not only restores 
the old RCA sign—removed in 1969—
but removes a number of towers that 
would have obscured the view to the 
Queensboro Bridge.

Another feature of Cooper’s draw-

OPPOSITE PAGE

Eldridge Street

2014, charcoal on paper 
mounted on board, 60 x 48.

CH A RC O A L 
   soft vine charcoal sticks 

from Winsor & Newton or 

Grumbacher

PA P ER
  100%-rag Barrier paper

S U B S T R AT E
   medium-density fiberboard, 

sealed with B-I-N water-based 

primer/sealer

O T HER
   charcoal sanding block

  Krylon spray fixative

   Liquitex Gloss Medium & 

Varnish

   Liquitex Soluvar Varnish

MATERIALS

ings is their sense of movement, a 
feeling that lines of force are carrying 
us in various directions. The buildings 
and bridges seem animated rather 
than static. “I am quite conscious of 
this,” says the artist. “It comes in large 
measure from an element of my teach-
ing in which I have long used exer-
cises from the well-known drawing 
teacher Kimon Nicolaïdes, who wrote 
The Natural Way to Draw. The most 
important eff ect his take on drawing 
has had on my work has come through 
his cross-contour exercise. He thought 
of contour not only as the domain of 
the eye—as a set of overlapping edges 
that the eye might follow from afar—
but equally as the domain of the hand, 
moving along a surface. After teaching 
Nicolaïdes’ exercises to students year 
after year, I have found my hand and 
charcoal strokes following the down-
ward rush of Pittsburgh’s slopes or 
the turning runs of New York bridge 
viaducts.”

PLANNING AND 
PENCILING
To achieve such highly elaborate 
works, Cooper necessarily embarks on 
considerable research and planning. 
His recent exhibition at Hirschl and 
Adler, in New York City, focused on 
views of New York’s bridges and found 
him following multiple approaches 
to assembling the required material. 
“Sometimes I go on-site and some-
times I collect photographs via Google 
Earth to document the particulars of a 
bridge,” says Cooper. “Then I pause to 
gather a sense of the bridge’s gesture. 
Does it leap in the manner of the Pu-
laski Skyway? Does it emerge from the 
ground in the manner of the A train 
crossing the 125th St. Valley? Does it 
snake in the manner of the F train 
crossing the Gowanus Canal? These 
issues I resolve on transparent paper.”

 Working with overlays, usually on 
11"-x-17" tracing paper, the artist gradu-
ally assembles his image. This allows 
him to adjust features of individual 
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elements and move them around. 
Sometimes he puts his sketches into 
Photoshop, where he can easily resize 
elements and manipulate perspec-
tives. The artist also points out that 
some buildings are more recogniz-
able from certain angles, which can 
aff ect his compositional decisions. “I 
don’t have any set strategy other than 
asking, ‘Does it feel right? Does it look 
good? Does it arouse my sense of the 
memory of the place? Does it refl ect 
my sense of the relationships that I’ve 
recognized in the place and want to 
bring out?’”

Once he is satisfi ed with his com-
position the artist lays out the drawing 
in pencil. “Finally, with vine charcoal, 
I render light and surface,” he says, 
noting that he sharpens his charcoal 
continually using a sanding block. “A 
technique I have used for years is to 
darken frontal surfaces and lighten 
longitudinal surfaces. I fi nd it yields 
a sense of the fl ow of light across sur-
faces and creates a sense of mystery 
that is almost cinematic—think of fi lm 
noir, in which the faces are dark in 
front and light on their sides.”

Cooper’s line is varied in weight 
and retains a sensitivity and warmth 
that imbues his mechanical and 
architectural structures with consider-
able life. He says that he relishes the 
slightly crooked form of vine charcoal 
sticks and the element of unpredict-
ability that comes with using them. 
He holds the stick across multiple 
fi ngertips to get more wrist action 
than he would with a traditional pen 

OPPOSITE PAGE 

Coogan’s Bluff

2014, charcoal on paper 
mounted on board, 60 x 48.

RIGHT

Rainbow Room

2014, charcoal on paper 
mounted on board, 72 x 30.
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ABOUTTHEARTIST
Douglas Cooper studied architecture at Carnegie Mellon University, in Pitts-
burgh. He practiced architecture for a short time before devoting himself to
drawing. In addition to numerous gallery exhibitions he has completed a number
of large-scale murals, including a 200-foot mural for Carnegie Mellon University
Center. He is the author of two books on drawing: Steel Shadows: Murals and
Drawings of Pittsburgh (University of Pittsburgh Press) and Drawing and Perceiv-
ing: Real-World Drawing for Students of Architecture and Design (Wiley), now in its
fourth edition. His work is represented by Hirschl and Adler Modern, in New York
City, and Concept Art Gallery, in Pittsburgh. He lives in Pittsburgh and teaches
drawing at Carnegie Mellon University. For more information, visit andrew.cmu.
edu/user/dcooper.

grip. The artist also uses the eraser as 
a positive drawing tool. “I like to lay 
in a middle-dark tone and then work 
an eraser into it,” he says. “I use it 
for the textural feel of movement that 
it brings. By working marks into a 
surface I can re-create the feel of light 
creeping along a surface.”

Cooper does not push his darks 
to a complete black, and because of 
the considerable amount of charcoal 
dust he generates, his lights are rarely 
a pure white. The narrowing of con-
trast that results from this approach 
helps to unify the work and to create 
its unique sense of atmosphere and 
place. 

When Cooper has fi nished a piece 
he leaves it sitting around for a week 
or so before fi xing it. “I like to have 
chance encounters with it for a while 
just to see if anything strikes me as 
needing adjustment,” he says. Even-
tually he uses Krylon fi xative fairly 
heavily to seal the piece. Many of his 
recent drawings have been framed 
behind glass, but Cooper says he 
prefers to leave the surface exposed—
an approach that has grown from the 
artist’s production of many large-scale 
murals.

For his murals, Cooper completes 
a drawing on paper and glues it onto 
medium-density fi berboard sealed 
with a water-based primer. The 
drawing is then fi xed with Krylon 
and painted with up to six coats of 
Liquitex Gloss Medium & Varnish ap-
plied with a brush. Cooper says that 
if the fi xative coat is heavy enough 
the brushing of the medium does not 

OPPOSITE PAGE 

Crossing the Gowanus 
on the F Train 

2014, charcoal on paper 
mounted on board, 48 x 36.

aff ect the charcoal. Once everything is 
dry he adds a coat of Liquitex Soluvar 
Varnish, after which the drawing is 
fully protected and waterproof. “Some-
one can spill a glass of wine on it and 
it can be simply wiped off ,” he says. 

COHESIVE 
VISIONS
What is most remarkable in looking 
at a fi nished drawing by Cooper is 
how his various strategies of spatial 
distortion, multiple viewpoints, sense 
of movement, anachronistic addi-
tions and tonal drama work together 
to create a single, cohesive vision. In 
Crossing the Gowanus on the F Train, 
for instance, we are shown the railway 
bridge over the Gowanus Canal, a 
heavily industrialized part of Brook-
lyn. The image is dominated by the 
S-shaped bridge, which rushes away 
from us with a loopy and exagger-
ated movement. The foreground of 
the drawing uses Cooper’s signa-
ture downward-moving accelerated 
perspective, which draws us into the 
buildings and streets under the bridge. 
The “Kentile Floors” sign is a histori-
cal landmark that is now gone. Deeper 
in space our viewpoint becomes 
higher, allowing us to see down onto 
the bridge and the various industrial 
buildings and equipment that throng 
the canal banks. In the far distance the 
buildings of Downtown Brooklyn are 
seen from a lower viewpoint and ap-
pear fl at against the sky. Throughout 
the drawing the artist has darkened 
the surfaces facing the viewer, giving 
the work a slightly brooding feel that 
is entirely in line with the intense and 
gritty environment it depicts. 

The artist provides a wealth of 
detail for our delectation, such as the 
complex girder frameworks for the 
Kentile sign and the knowing architec-
tural renderings. All the forms are ren-
dered with a clarity and directness that 
makes them easy to comprehend. We 
experience a pleasant sense that might 
almost be omnipotence, a feeling that 
we are seeing everything that’s worth 
knowing about the scene in front of 
us. It’s gratifying, absorbing and great 
fun. No small achievement.  
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SPECIAL ADVERTISING SECTION

COLORED PENCIL  
STAEDTLER COLORED PENCILS

Staedtler colored pencils feature an ergonomic 
triangular shape that is easy to grip and 

comfortable to hold when drawing for long 
periods of time. Brilliantly rich pigments lay down 

smoothly and are easy to blend. The barrels 
match the lead core for quick identifi cation. The 

triangle shape is easy to sharpen with a standard 
round-hole sharpener. Watercolor pencils allow 

the artist unlimited freedom to switch from 
drawing to painting in an instant with water used 

to intensify the color. The pencils are versatile, 
whether they are used for adding in sharp 

details, layering or creating delicate shading. 
Certified AP non-toxic.

FOR MORE INFORMATION,
VISIT STAEDTLER.US.

A 
SPONSORED 
GUIDE TO 
COLORED
PENCILS

K

L

PENTEL ARTS
COLORED PENCILS
The versatility of Pentel Arts
colored pencils makes them
a must have for both drawing
and painting. From translucent
layering to gentle blending
and shading, the wide range
of applications enables quick
transitions that make smooth
workflow and precise detail
possible. The density of the
lead is consistent throughout
the pencil, and the hard lead
is especially good for soft
shading. In addition, the color
can be easily enriched by
applying water and blending.

FOR MORE INFORMATION,
VISIT PENTEL.COM.

K
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SPECIAL ADVERTISING SECTION

POSSIBILITIES

GENERAL’S MULTIPASTEL 
CHALK PENCIL SET
General’s MultiPastel Chalk 
Pencils are ideal for coloring on
black papers or for rich accent
colors on quality coloring pages
and artists’ papers.

FOR MORE INFORMATION, VISIT
GENERALPENCIL.COM.

SOHO URBAN ARTIST COLORED PENCILS SETS
Vibrant color sets of artist-quality colored pencils at an unbeatable value.
Developed to artists’ specifications in conjunction with Cretacolor of Austria,
these pencils are highly pigmented, light resistant and great for layering.
They are made with 3.8mm lead glued into hexagonal basswood casing.

FOR MORE INFORMATION, VISIT JERRYSARTARAMA.COM.

STONEHENGE
LIGHTWEIGHT PAPER
New lightweight Stonehenge
paper is 100% cotton, acid-free,
machine-made paper that rivals
European mould-made papers,
producing excellent results when
used for drawing and printmaking.
Available in 30-sheet pads, it can
accept multiple layers of wax- and
oil-based colored pencil without
buildup, allowing colors to penetrate
and be absorbed into the sheet. It is
also excellent for use with graphite,
charcoal, pastel and watercolor.
Stonehenge papers are a favorite
of members of the Colored Pencil
Society of America.

FOR MORE INFORMATION, VISIT
DICKBLICK.COM, OR CALL
(800) 828-4548.

CARAN D’ACHE LUMINANCE COLORED PENCILS
Luminance 6901 permanent colored pencils are offered in a wide range of 

colors, developed with pure and highly concentrated pigments, resulting in 
pencils that comply with the highest international standard for colored pencil 

lightfastness. The Luminance range offers the highest lightfastness ratings: 80% 
are rated LF1 and 20% are LF2. Available in open stock and sets.

FOR MORE INFORMATION, VISIT CREATIVEARTMATERIALS.COM.
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I t has been said that there are no lines in nature—that only the human 
intellect can “make” a line, because it’s an invention, a concept. Art may 
be inspired by nature, but there are lines in art, and in this article we 
will explore ways of using line to create a sense of three-dimensionality, 
resulting in more believable, volumetric drawings. Honing our use of 

line will also give us a deeper understanding of how the human figure is 
constructed.

After a brief review of some underlying concepts, we’ll begin by studying 
a few types of lines used to construct the fi gure, such as surface centers, axes 
and cross-sections. We’ll then consider curves, which account for almost all the 
lines in a fi gure drawing. We’ll fi nish by studying base boundaries and over-
lapping lines, two types of line crucial for conveying three-dimensional form. 

By using line strategically, 
we can make our figures 
appear realistic and three-
dimensional before we 
apply a single shadow. 
B Y  J O N  D E M A R T I N

Lines That Speak 
 VOLUMESDRAWING

FUNDAMENTALS

ILLUSTRATION 1:  Reclining Nude 

by Romolo Costa, ca. 1970s, pastel on newsprint, 
18 x 24.
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UNDERLYING CONCEPTS
To begin, there are several concepts that inform the types of line we’ll study in
this article.

Optical Boundary: the outside boundary or shape of a form, often called the
contour. In Illustration 2a the optical boundary of a head is indicated with a red
line.

Extremities: the outermost and innermost points of a shape. In Illustration 2a,
the extremities of the head's optical boundary are indicated with black dots

Double curvature: a form turning in two directions, as seen in three-dimensional
shapes such as spheres and ovoids. Illustration 2b shows the double curvature
of the head.

CONSTRUCTION LINES
Many different types of line can be used to construct a three-dimensional
figure. These can be marked on a drawing or simply visualized in your
head to help you better understand the three-dimensional nature of your
subject.

Surface centers: lines that run down or across the center of a form’s sur-
face. On a rounded form such as the head, the surface centers will be
curving lines when not seen from straight-on. The surface centers of the
head are indicated with dotted lines in Illustration 2c.

Axis: an imaginary line that runs through the center of a form. An axis
can be a straight line, such as the axis running through the cylinder at
right, or it can be a curving, complex line.

Illustration 3 shows a simplified figure made up of cylindrical shapes.
The dotted lines indicate the variety of axes that run through the figure’s
main masses: the head, rib cage, pelvis, limbs and extremities. Under-
standing and being aware of these axes will increase our ability to concep-
tualize a volume’s direction in space. 

ILLUSTRATION 2

Optical boundary

Extremities

Double 
curvature

Surface centers

Axis

Surface
centers

Double
curvature

B CA

Extremities of 
the outermost 
and innermost 
points of a 
shape

Optical 
boundary
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Line of Action: the main axis of an entire figure. It is a curving line that captures a figure’s
movement or gesture, and it grows out of the center of a form. (See Illustration 4.)

Cross-section: a view of a “cut” across a three-dimensional form, where the form intersects
a plane, which can be used to show a form’s orientation in space.

Illustration 5 shows a drawing by the artist and teacher Romo-
lo Costa. In Illustration 5b cross-sections are indicated with red
lines. Solid red lines indicate the visible side of the form, and
dotted red lines indicate the “invisible” sides. Although these
parts of the form are hidden from view, they are still helpful to
imagine or even to draw as construction lines.

BELOW

ILLUSTR ATION 4
The line of action relates to the concept of direction, which is important for 
depicting objects in space. The artist and teacher Romolo Costa wrote that 
when drawing from life, you should ask yourself, “Is the pose coming toward 
you or away from you? Look at the model’s limbs—toward or away? The rib 
cage—toward or away? Finding the direction of the parts is not only a technical 
consideration, but an ‘emotional-expressional’ issue as well. A hand coming 
toward you elicits one response; a hand going away, another response.”

ILLUSTR ATION 3

Cross-section

Axis

Cross-sections

Base boundary

Optical boundary

Flowing axis = 
line of action

ILLUSTR ATION 5: 
Jan

by Romolo Costa, ca. 
1970s, pastel on newsprint, 
18 x 24.

The cross section is an 
extremely effective way 
of conceptualizing a 
form’s mass and position 
in space. The solid line 
indicates the visible side 
of the form, the dotted line 
indicates its invisible side.

ILLUSTR ATION 5A ILLUSTR ATION 5B
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LEARNING CURVES
To an untrained eye all curves are similar, but to an artist every curve is diff erent, 
and it’s important to be aware of how a particular line is curving through space. 
We can divide curves into two categories: plane curves and space curves. 

In a plane curve, the entire curve exists on a single plane. In a sense, the line is 
curving in two dimensions—a curved line on a flat surface.

In contrast, a space curve is a line that travels three-dimensionally in space and
therefore does not all fall on a single plane.

Illustration 6 shows the differences between plane curves and space curves.
6a and 6b show a circle lying on a flat plane—a plane curve. In 6c and 6d that
circle wraps around a three-dimensional cylinder, resulting in a shape more like
an ovoid. In Illustration 6e, the cylinder tips back and the circle’s shape appears
warped, like a saddle. It is now a space curve, its line following the contours of
the cylinder.

Drawing space curves is worth practicing. Draw a circle or another curving
shape on a piece of paper, and tape it to a round object such as a bucket or a

ILLUSTRATION 7

ILLUSTRATION 6
paper towel roll. Draw the curve from
several angles to get a feel for how its
appearance changes depending on
your viewpoint.

There are virtually no straight or flat
lines on the figure. Instead the figure
is made up of countless space curves,
which undulate organically and give
each figure its unique shape and sense
of volume. You can see an example of
this in Illustration 7. At left is a cylin-
der that is tipped, turned and tilted,
showing a saddle-shaped space curve.
At right is a low-angle view of a plaster
cast of a head. The jawline of the head
is a close match for the space curve on
the cylinder. Illustration 8 shows an
Old Master utilizing the same concept.
In this anatomical study, Pontormo
emphasizes the skull’s jaw line—a
beautiful space curve.

BASE BOUNDARIES
Our next important concept often
takes the form of a space curve. A base
boundary is an imaginary line or shape
describing where a form originates on
a surface. The small illustration below

Plane curve

Space curve

Base 
boundary

A

B
C D E

Axis Space curve
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shows a bump protruding from a 
sphere. The base boundary of the 
bump is shown with a dotted line. 

By recognizing and indicating base 
boundaries we can penetrate the 
optical boundary of a form. To grasp 
the parts that lie within the whole, we 
need to add a line defi ning the limits 
of those parts. Base boundaries thus 
strengthen our conception of form and 
give clarity to our modeling.

Illustration 9 shows an egg-shaped 
form attached to a larger sphere. The 
dotted line indicates where the egg 
form originates—its base boundary. 
In 9a we see this form straight on. In 
9b and 9c, the form is tipped, turned 
and titled, and we now see the egg as 
a relief form, projecting out from the 
sphere. The egg shape is irregular, not 
symmetrical, and therefore its base 
boundary is a space curve. 

We can distinguish between two 
categories of base boundaries: base 
boundaries in the round and base bound-
aries in relief. A base boundary in the 
round runs all the way around a form. 
A base boundary in relief covers only 
a portion of the surface—such as the 
protrusion seen in Illustration 9.

ILLUSTR ATION 8: Anatomical Study

by Jacopo Pontormo, ca. 1496–1557.

ILLUSTR ATION 9

Base boundary in relief (space curve)Base boundary in relief

Axis

A B

C
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BASE BOUNDARIES AND THE MASSES OF THE BODY
The three principal masses of the body are the head, the rib cage and the pelvis. 
When drawing the fi gure it’s wise to construct these large masses before moving 
on to smaller ones—what sense would it make to draw the nose before con-
structing the head or to draw a breast before constructing the rib cage? We can 
use our knowledge of space curves and base boundaries to help construct these 
important masses. 

Each of these masses is circumscribed by a base boundary in the round—a 
beautiful space curve running all the way around the form. Even though there is 
not an actual line on a model describing each of these boundaries, you can draw 
one to help yourself conceive of the form and reveal its shape to the viewer. In 
Illustration 10, we can see these boundaries defi ning the limits of the torso and 
the pelvis. 

Further examples can be seen in Illustration 11. The red lines represent bound-
aries of the fi gure’s important masses. The lines are solid on the visible side that 
faces the viewer and dotted on the “invisible” side facing away from the viewer.

ILLUSTR ATION 11

ILLUSTR ATION 10: 
Torso Study (Posterior) 

by Jon deMartin, 2012, graphite, 7 x 7. 
Study after a Bernini sculpture.

Base 
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in the 
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Illustration 12 shows base boundaries 
defi ning all three main masses of the body. 
Even though we can’t see all the way around 
the fi gure, it’s important to try to visual-
ize the entire mass in the round, so it can 
be helpful to indicate the “invisible” parts 
of these boundaries. As Romolo Costa ex-
plains, “While you may not see one or more 
of these parts in a particular pose, draw the 
model in a way that implies their existence. 
When you do this, you are ‘constructing,’ 
or to put it in another way, ‘building’ with 
form. Drawing the fi gure this way implies 
that you are not willing to accept just what 
you see with your eyes; it implies that you 
are not going to ignore what you know.”

Illustrations 13 and 14 show a female 
fi gure with a number of base boundaries in-
dicated by dotted lines. These include parts 
of the breasts where they emerge from the 
torso, as well as several curves defi ning the 
stomach area. As you become more familiar 
with anatomy, you’ll come to appreciate the 
individual uniqueness and beauty of the hu-
man form’s appearance in all perspectives. 

Tintoretto was one artist who appreciated 
the power of base boundaries to commu-
nicate the beauty of the fi gure. Look at his 
studies of Michelangelo in Illustration 15. 
You’ll notice numerous base boundaries 
used for pictorial eff ect. 

LEF T 

ILLUSTR ATION 12 
Prometheus Bound

by Charles Le Brun, 17th century, 
red and white chalk, 19 x 12.

BELOW 

ILLUSTR ATION 13 
Not all base boundaries reveal 
themselves, and it’s not 
necessary to show ones you 
don’t see. Even so, they are vital 
to visualize when constructing 
the parts in relation to the 
whole.

An understanding of anatomy 
will also help you construct the 
form.

Surface center Base boundary 
in relief

Base boundaries 
in the round

Base 
boundary 
in relief

Optical 
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Optical boundary

Base boundary
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If you’re interested in drawing 
the figure in a classical style, 
we recommend the new book 
Drawing Atelier: The Figure, by 
Jon deMartin. Drawing Atelier 
compiles a number of articles in the 
“Drawing Fundamentals” series and 
supplements them with additional 
demonstrations and information. To 
get a copy, visit bit.ly/1RXMNUF. 

L E A R N  M O R E  >>

ILLUSTR ATION 15: 
Studies After Michelangelo’s 

Samson and the Philistines 

by Tintoretto, 1564–1565, black and 
white chalk, 17 x 10.

ILLUSTR ATION 14
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in the round

Base boundaries 
in relief

Optical boundary

Optical boundary

Base boundary

DR_Fundamentals_Spring16.indd   71 4/5/16   10:36 AM



72  Drawing / Spring 2016 D R A W I N G M A G A Z I N E . C O M

Exterior
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in relief
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in relief
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round

OVERLAPPING LINES
Overlapping lines are another criti-
cal tool for showing form. These
occur where one form is in front
of another, suggesting three-
dimensional depth. Essentially it
is an optical boundary on the “inside” of another form.

Illustration 16a shows a simple sphere with two 
half-spheres attached to it. The dotted red lines indi-
cate base boundaries—the location where the smaller 
form originates from the larger one. The solid blue 
lines indicate optical boundaries or “edges” of the 
half-spheres. In the half-sphere at right this optical 
boundary is an overlapping line, as it overlaps the 
larger sphere behind it. 

The same principle can be seen in Illustration 16b. 
Dotted red lines indicate base boundaries, while solid 
blue lines indicate overlapping lines and other optical 
boundaries. By drawing these optical lines more boldly 
than base boundaries, we communicate the form’s 
forward position in space. Illustration 17 shows some 

RIGHT

ILLUSTR ATION 16

BELOW

ILLUSTR ATION 17
This diagram shows the optical 
boundaries on the figure’s exterior 
and interior forms, which dramati-
cally convey the third dimension 
through the overlapping of forms. 
The solid blue lines convey the 
optical boundaries. The dotted red 
lines indicate the base boundaries.
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ILLUSTR ATION 16A

ILLUSTR ATION 16B
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of the same lines on a male fi gure, and again the overlapping lines help to 
convey the third dimension. 

Note that internal optical boundaries tend to become even more exagger-
ated in foreshortened poses—which can make them especially fun to draw. 
(See Illustration 18.)

USING LINE TO SHOW VOLUME
By putting all these types of line to use, we can create very convincing illu-
sions of three-dimensional form. I’ve found that the more a fi gure looks 
three-dimensional in the linear phase, the more eff ectively it can be modeled 
with values. Look back to Illustration 1. Notice the strong sense of overlap 
in the lower half of this linearly constructed fi gure. These overlapping lines 
give the viewer an appreciation of what lies behind the “modeled” portion of 
the fi gure’s upper half. 

By using base boundaries and overlapping lines, we can give such a strong 
sense of three-dimensionality as to make values all but unnecessary. The head 
seen in Illustration 19 is entirely linear and lacking in values, but it appears 
sculptural because of the interplay between optical and base boundaries. 

One of the most satisfying aspects of linear fi gure drawing is implementing 

TOP

ILLUSTR ATION 18
Study of an Arm (Detail) 

by Perino del Vaga, ca. 1501–1547, pen-and-ink.

ABOVE

ILLUSTR ATION 19
Study After Houdon’s Voltaire
by Jon deMartin, 1992, black chalk on newsprint, 
24 x 18.

In this drawing of Jean Antoine Houdon’s 
(1741–1828) sculpture of Voltaire, the head looks 
sculptural—despite lacking values—because of the 
interplay of optical and base boundaries. 

LEFT

ILLUSTR ATION 20
Anatomical Studies

by Jacque Callot, ca. 1592–1635, pen-and-ink, 9 x 6.

Callot likely drew studies from imagination to prac-
tice his anatomy. Notice the beautiful and graceful 
lines and how they flow into one another.
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ILLUSTR ATION 21
Two Partially Draped Figures in a Pendative 

by Giovanni Battista Carlone, 17th century, pen-and-brown-ink over wash, 11 x 9.

This drawing is nature pushed to a high degree, showing Carlone’s (1592–1677) secure grasp of anatomy and how it affects 
the figure’s contours. See if you can detect the interior optical boundaries and name the muscles and bones at play.
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The next installment of “Drawing Fundamentals”

will explain how good linear construction can

be the determining factor in a drawing modeled

with values.

IN the NEXT ISSUE

the two aspects of linear construction: optical and base 
boundaries, and how they relate to each other. Another 
enjoyable aspect is taking a three-dimensional “sleigh ride” 
along the fi gure’s contours and observing the beautiful 
overlapping lines caused by the muscles gracefully winding 
and weaving one into another, as we see in the drawing by 
Jacques Callot in Illustration 20. 

WORKING TOWARD MASTERY
Students sometimes ask me if copying drawings is good 
practice. My answer is that it depends on which drawings 
they copy. To become more familiar with both anatomy 
and technique, I don’t recommend copying the images in 
anatomy books, which for the most part are not stand-
alone drawings themselves but rather technical diagrams 
intended to convey information. Instead I tell students to 
copy Old Master drawings of écorchés or cadavers. Good 
plaster casts of écorchés are also invaluable, if you have 
access to them—they are three-dimensional anatomy 
books right before your eyes.

In particular, I recommend the anatomical drawings 
of Michelangelo and Rubens. If you’re going to copy 
from drawings, why not copy from the greatest draw-
ings ever made? They are executed using a language of 
line that is masterful no matter the subject. From them 
you’ll not only learn something about anatomy but you’ll 
learn how to manipulate line to create three-dimensional 
form. Through exposure and diligent practice, you’ll 
eventually acquire an elegant linear language to add to 
your repertoire of drawing skills.  

LEFT

ILLUSTR ATION 22 A
Écorché Study of the Legs of a Male Nude

by Peter Paul Rubens, ca. 1577–1640, pen-and-brown-ink, 10 x 7.

BELOW

ILLUSTR ATION 22B
Copy After Rubens (detail) 

by Jon deMartin, graphite, 7 x 7. 

This is a copy I made in my sketchbook after Rubens' pen-and-ink drawing. I 
was inspired by his sure and confident grasp of anatomy, both in line and in 
volumetric hatching. 
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P R ES E N T I N G  T H E  W I N N E RS  O F  T H E  FOU RT H  A N N UA L 
S H A DE S  OF  GR AY  COMP E T I T ION 

B Y AUSTIN R. WILLIAMS

Drawing’s Shades of Gray Competition challenges artists to submit drawings 

created entirely in black, white and gray, with no other colors present. As always, 

we received a wide array of stunning drawings created in media ranging from 

charcoal and graphite to chalk, pastel, ink, paint and more. Subject matter varied 

widely, with landscape and the fi gure particularly well represented among the 

fi nalists.

Dozens of entries garnered votes from our panel of jurors, but when the charcoal 

dust settled the grand prize went to the drawing Marven, by Cheng Chi-Han, an 

M.F.A. student at San Francisco’s Academy of Art University. Fourteen winning 

artists were selected in total, and they form an international crowd, hailing from 

Peru, Taiwan and several Canadian provinces, as well as the United States.

We’d like to off er our thanks to the many artists who entered work into the 

competition. We’re also happy to announce that the fi fth annual Shades of Gray 

Competition is now underway, with entries due September 6. (See page 80 for 

details.) But for now, we hope you appreciate these artists’ impressive work in 

black-and-white. We certainly do.

SO G 
IN TH  RAY
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Cheng Chi-Han: Marven
2015, charcoal, 10 x 10.

Cheng Chi-Han’s grand prize-winning drawing emerged out of his studies at 
Academy of Art University. “Marven is a model from our school,” the art-
ist says. “I’ve known him for quite a while, and his personality attracts me.” 
Cheng explains that in this drawing he treated the model as a sort of mirror 
to explore his own emotions. “I used Marven’s expression to depict an artist’s 
loneliness,” he says.

Cheng began the drawing by making a series of sketches, after which he 
photographed the model. He used the results as reference while drawing the 
fi nal work using charcoal pencils and sticks of willow charcoal. There are 
several striking aspects to Marven, one of which is its format. “I’m trying to 
create balance and unbalance with the square format,” Cheng says. “I placed 
the portrait not in the center but slightly on the right. Marven’s left shoulder 
is half an inch higher than the right to create a dynamic movement. His eye 
contact is not engaged with the viewer, which I deliberately asked him to do.” 

FO R  M O R E  I N FO R M AT I O N ,  V I S I T  FA C E B O O K . C O M / T H E N O M A D M O T I VAT I O N .

G AND 
E
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Marcos Rey
Woman in Coat
2015, graphite, 36½ x 20. 
Collection the artist.

The winner of the competition’s 
fi rst-place prize is Marcos Rey, of 
Arequipa, Peru, whose photoreal-
ist portrait Woman in Coat made a 
strong impression with the judges. 

“I wanted to make a classic draw-
ing: pure, simple, just portraying the 
person,” Rey says. The model is a 
close friend. “She’s an enchanting per-
son and very extroverted, full of life. 
In this drawing—as in the painting 
in which she is the main subject—I 
wanted to show a totally opposite 
aspect of her personality, to delve into 
her deep and inaccessible side.”

Rey works mostly from pho-
tographs, explaining, “I like to 
work with much freedom, without 
depending on the presence of the 
model. This way I can also delve 
into the details that interest me 
most.” The drawing was completed 
using 2B graphite pencils on Fab-
riano paper.

F O R  M O R E  I N F O R M AT I O N , 
V I S I T  M A R C O S R E Y. E S . 

1
PL E
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Hiroshi Hayakawa: Vanitas No. 3
2015, graphite on Bristol board, 21 x 14. Collection the artist.

Ohio artist Hiroshi Hayakawa began his “Vanitas” series in 2014. “It’s 
inspired by the 17th-century Dutch still life painting tradition that com-
municates the transitory nature of beauty and pleasure in life,” he says. 
“It’s my attempt to combine my interests in fi gure drawing and that part 
of Western art history.” 

For this drawing, which will eventually serve as one half of a diptych, 
Hayakawa recruited an artist friend to model for him. “I was thinking 
about a pose in which small portions of the model’s body would be 
revealed and the rest would be shrouded in cloth,” he says. “The model’s 
pose and the framing of the drawing are hinting at a connection be-
tween physical reality and spirituality.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T  H I R O S H I - H AYA K AWA . C O M .

2ND

P
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Marnie White
Laurie
2015, charcoal, 18 x 12. Collection the artist. 

Laurie, by Ontario artist Marnie 
White, is part of a series in which 
the artist encourages her models 
to choose their own clothing and 
props. “My work revolves around 
the idea of self-representation,” 
White says. “I used this series of 
drawings to explore the manner 
in which we create our physical 
selves for the consumption of 
others.”

The model, Laurie, is an artist 
and friend. She was in the process 
of moving across the country 
when White asked to draw her, 
but the two found time for a photo 
shoot. “I prefer to work from life 
whenever possible, but I realize 
it’s a luxury,” White says. “I feel 
that working from the live model 
has given me an understanding of 
the human body that I can trans-
late in my drawings when working 
with photographs. I like to work 
from a number of references from 
diff erent perspectives to keep 
myself from merely transcribing a 
photograph.” 

F O R  M O R E  I N F O R M AT I O N , 
V I S I T  M A R N I E W H I T E . O R G .

CALL FOR 
ENTRIES

SHADES OF 
GRAY 5

The 2016 Shades of Gray Competition is open for 

entries! As always, artists are invited to submit work 

created using only shades of black, white and gray, 

with no other colors present. All drawing media are 

eligible, including but not limited to graphite, char-

coal, chalk, pastel, ink and printmaking. The Grand 

Prize winner receives $1,000, and all the winning 

works are featured in Drawing. The deadline for this 

year’s competition is September 6. To see the full 

rules and prizes and to enter the competition, visit 

artistsnetwork.com/shadesofgray.

3
PL E
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HO ORABLE 
ONS

HelEne Brunet
Solidaire
2015, graphite powder and pencil, 30 x 40. 
Collection the artist. 

“I’ve been painting for more 
than 40 years, and I usually 
work in watercolor, acrylic and 
collage,” says Quebec artist 
Hélène Brunet. “In the fall of 
2014 I started to play around 
with powdered graphite on 
canvas, and I had so much fun 
that I decided to do a series of 
trees, although I usually don’t 
paint with a theme.” 

F O R  M O R E  I N F O R M AT I O N , 
V I S I T  FA C E B O O K . C O M /
AT E L I E R G A L E R I E H E L E N E B R U N E T.

Diane Tompkinson
In Repose
2015, India ink and wax, 26 x 26. Collection the artist.

In Repose emerged from several gesture drawings done during a group 
session with a model. “Although I often focus on birds and wildlife for 
subject matter, I have become more and more interested in the human 
form,” says Diane Tompkinson, an artist from the state of Washington. 
“Then, too, I fi nd I enjoy capturing it using wax, ink, sumi-e brushes and 
bamboo pens more than any other media. It just works for me and allows 
a looseness and organic element that I fi nd appealing.” 

F O R  M O R E  I N F O R M AT I O N ,  V I S I T  C R O W VA L L E YA R T S . C O M . 
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Shoshana Walfish
Beatrice

2014, charcoal, 25 x 19. Collection the artist.

Shoshana Walfi sh drew Beatrice from a live model over the 
course of many sessions. “The intention was to capture the 

stillness of the pose and the depth of the form,” she says. 
“It was mainly an exercise in realism, light and softness. It 

diff ers greatly from most of my work, as it is an exploration in 
academic realism, whereas I generally work with imaginative 
realism. Sometimes it’s refreshing to work with only what is 
in front of you—not with what is in your imagination—and 

see how far you can push it.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T  S H O S H A N AWA L F I S H . C O M . 

Ryan Spahr
Cain High Meadow, 
En Plein Air
2015, ethanol ink, 10½ x 14.
Collection the artist.

“My grandaprents have a home 
in rural Pennsylvania, where 
we were meeting for a family 
cookout,” says Ryan Spahr. 
“It was a beautiful day, so I 
decided to do some sketching. 
This is the horse barn behind 
their house. The image was 
rendered with just a large 
black ethanol-ink marker. I like 
when the marker starts to dry 
up, as it allows for the layering 
of diff erent values with the 
ink. Most of the work I do is 
fi gurative, but it was fun trying 
something new.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T 
T H E B L A C KS H R I N E . C O M . 
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John Sanchez
Hauling West

2015, charcoal pencil and white pastel on gray paper, 
7½ x 9½. Private collection, Dorking, England.

“There is a confl uence of personal 
meaning that inspired this drawing,” 

says Miami artist John Sanchez. Those 
factors include: “Closing a studio space; 
family in the trucking industry; this very 
road, which goes west to my home; our 

working-class origins; and how a drawing, 
with its multitude of layers of charcoal and 

pastel, can be more labor-intensive than 
a painting. The image is meant to depict 

movement in a possibly treacherous 
environment toward somewhere brighter, 

hopefully giving a sense of progress.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T 
R EC O R D E D E Y E S I G H T. B L O G S P O T. C O M . 

Loren Miller
Verge
2015, charcoal and ink, 22 x 30. Collection the artist.

“This drawing was a spur-of-the-moment trip outside 
my comfort zone,” says Florida artist Loren Miller. 
“I do typically paint portraits, but I hadn’t ever really 
completed a fi nished drawing. In the midst of an 
artistic block I grabbed a sketchbook, and the idea 
almost created itself. The drawing is a portrait of my 
wife, Trista. As with most of my work, I combined 
classical ideas and styles with the modern equivalents. 
I wanted the drawing to have a sense of timelessness 
but with a simple modern touch—in this case the 
glasses. I like the idea of capturing images that are 
caught in perfect balance between light and dark, 
happiness and sadness, beauty and strength.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T  L O R E N M I L L E R A R T. C O M . 

HONO  
MENTIO
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Janice Evans: Farscape
2013, Japanese-ink-and-brush, 8 x 6. Collection the artist.

“My inspiration for this image came while sitting on a beach at
Tofino, in British Columbia, as the sun took its final leave and
blackness enveloped,” says Janice Evans. “This image resulted

from a quick ‘en plein air’ reaction to a magical, meditative
process of seeing light dissolve into darkness. The seabirds
flew into the drawing at just the right instant, adding to the

elegance of the moment. I find drawing with ink-and-brush in a
sumi-e kind of style captures value and line without extraneous

information, simplifying the image. Sometimes less is more.”

F O R M O R E I N F O R M AT I O N , V I S I T J A N I C E E VA N S . C O M .

Laura Tundel
Stacy in profile
2015, graphite, 10½ x 9. Collection the artist. 

“Stacy is a student at the Atelier Studio Program 
of Fine Art, in Minneapolis, and she was nice 
enough to sit as the model for a portrait class I was 
teaching,” says Laura Tundel. “She has beautiful 
red hair, and I completed a painting of her from a 
diff erent angle, but I was also drawn to the dramatic 
lighting from the profi le perspective and opted to 
capture this viewpoint in pencil. The drawing was 
completed with pencils ranging from 4H to HB. I 
slowly built up the tone, occasionally using a small, 
soft brush to blend the values.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T  L A U R AT U N D E L . C O M . 

RABLE 
M IONS
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Sandrine Pelissier
going in Circles

2014, India ink and marker on canvas, 48 x 48. 
Collection the artist. 

Going in Circles is part of a series by 
Vancouver-area artist Sandrine Pelissier 

depicting cross-sections of trees. “I’m 
interested in the way we can represent 

organic shapes with a series of repetitive 
geometric patterns,” the artist says. “In 

this case I use only lines: white lines 
done with masking fl uid as a resist for 

the rings and black lines made with a fi ne 
marker for the bark. The challenge in 

making this drawing was the scale—it’s 
done on a 48"-x-48" canvas. That’s a lot of 

masking fl uid and marker lines.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T 
S A N D R I N E P E L I S S I E R . C O M .

Brock Alius

A Child’s Song
2014, charcoal and white chalk on gray paper, 18 x 14. 
Private collection.

A Child’s Song was inspired by 19th-century 
paintings of traditional Breton culture. “The 
subject was my youngest sister, who was 11 at the 
time,” says Utah artist Brock Alius. “The drawing 
was done entirely from life in natural north light. 
My sister was only available for about an hour 
after school, and it took about six sessions. She 
was getting bored posing, and she started singing 
to pass the time. I liked the extra narrative quality 
and had her continue to sing while I resolved her 
mouth.”

F O R  M O R E  I N F O R M AT I O N ,  V I S I T 
B R O C K A L I U S A R T. B L G S P O T. C O M . 
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Join ONLINE ART CLASSES with
CREATIVE, WORLD-CLASS TEACHERS

Visit ArtistsNetworkUniversity.com today to review
upcoming courses and see how you might take your
art to the next level!

university

Each four-week online course at Artist’s Network 
University is uniquely designed to help you improve 
your art while maintaining a fl exible schedule!

Artist’s Network University offers:

a Courses in the most popular mediums, at skill levels 
for beginner and intermediate art lovers

a Proven techniques from experienced art instructors

a Constructive critiques for instructor and peer 
feedback

a The opportunity to improve your art outside of a 
classroom

Brought to you by the Publishers of North Light Books and The Artist’s Magazine
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Carol Lake • carol.lake@fwmedia.com • 385/414-1439

Mary McLane • mary.mclane@fwmedia.com • 970/290-6065ARTIST ’S MARKETPL ACE
CALL FOR ENTRY
DEADLINE: JUNE 19, 2016
Placerville Arts Association, 50th Mother Lode
Annual Art Exhibition at the Shakespeare Club,
Placerville CA, August 7-21, 2016. Judge of Awards: Tony
Natsoulas, Curator for Blue Line Arts in Roseville, CA.
Juror of Entries: Kylee Denning, Curator for Haggin
Museum, Stockton, CA. Anticipate $4,000 awards.
Entry form and guidelines available at
www.motherlodeshow.com or www.placervillearts.com

ONLINE
COMPUTER GRAPHICS MASTER ACADEMY
CGMA was created by industry professionals to help
artists- from all over the world -develop and cultivate
their talents with the best possible training. Our online
attendees come from a host of disciplines. From 2D, 3D
and illustration artists looking to supplement their college
studies with ours, to industry professionals looking to
stay up-to-date on emerging trends and techniques in the
field, CGMA offers a wealth of creative opportunities for
artists of all types, and all levels.
Contact: 2d.cgmasteracademy.com

SCHOOL
WATTS ATELIER ONLINE INC
With over 23 years experience teaching thousands of
students at the Watts Atelier, Jeff Watts has prepared an
unprecedented online program based on the traditions of

the masters. Just like at the Atelier, students are strongly 
encouraged to build their skills in Drawing fi rst, and then 
branch out into Painting and Specialty classes.
Contact: 760/753-5378, www.wattsatelier.com

WORKSHOPS
BELGIUM
Flemish Classical Atelier
5/16-5/27/16, Bruges. Cindy Procious, Painting the
Contemporary Still Life.
6/6-6/17/16, Bruges. Shane Wolf, Masterclass in
Figure Painting.
6/20-6/30/16, Bruges. David Gray, Classical
Portraiture From Life.
7/4-7/16/16, Bruges. Steven Assael, Emotive Approach
to Painting the Human Figure in Oils.
7/18-7/29/16, Bruges. Vincent Desiderio, Masterclass
in Oil Painting.
8/1-8/26/16, Bruges. Teresa Oaxaca, A One Month
Intensive Atelier Training in Classical Portraiture with Still
Life.
9/5-11/25/16, Bruges. Angela Cunningham, 3 Months
Intensive Atelier Program in Drawing and Painting.
Contact: studio@flemishclassicalatelier.com or
www.flemishclassicalatelier.com

FRANCE
STUDIO ESCALIER
7/3-8/12/16, Summer Figure Drawing.
8/25-10/8/16, Autumn Intensive.
10/16-11/25/16, Autumn at the Louvre.
11/27-12/16/16, December in Paris.
Contact: www.studioescalier.com
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SAVE 10% with coupon code ATVMAG2016
Visit ArtistsNetwork.tv today!

ART WORKSHOPS ON DEMAND

Improve your painting at your own pace. Watch the best art instruction 

videos from your studio. At ArtistsNetwork.tv you’ll fi nd: 

Over 500 instructional videos from professional artists

The widest variety of mediums, subjects & skill levels available 

online

Ideas, inspiration & instruction that will help you take your art to 

the next level

Great value! Monthly or yearly access—choose what’s right for you

24-hour access to art instruction from any internet connection
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NEW & NOTABLE

Ben Tolman
W H Y  N E W ?
Ben Tolman earned a B.F.A. from Corcoran 
College of the Arts and Design, in Washington, 
DC, in 2005, and an M.F.A. from American 
University, also in Washington, in 2012. His 
most recent solo exhibition, “Civilized,” was held 
at Washington’s Flashpoint Gallery in 2015. 

W H Y  N O T A B L E ?
Tolman’s meticulously detailed ink drawings depict 
scenes of city life that are both chaotic and highly 
structured. Many contain surreal touches, such 
as an office building in which everyone is nude 
or a house overf lowing with alien lifeforms. 

I F  Y O U  L I K E  I T…
See more of Tolman’s work at bentolman.com. 

 S E E MOR E ONL INE >>   To view additional drawings by 

Tolman, visit DrawingMagazine.com. 

TOP

Ruin

2014, ink, 26 x 40.

ABOVE

Ruin (detail)
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Submit your black-and-white drawings to the 2016 Shades of 
Gray Competition presented by Drawing magazine. You could 
win $1,000 and have your work featured in Drawing!

For the full list of prizes and rules, visit www.artistsnetwork.com/shadesofgray

EARLY-BIRD DEADLINE: SEPTEMBER 6, 2016

Accepted media include:

• Ballpoint Pen

• Mixed Media

• And More!

• Graphite

• Charcoal

• Pastel

• Chalk

• Colored Pencil

• Pen-and-Ink

WHEN COLOR IS  
STRIPPED AWAY,  
YOUR SKILL AS AN  
ARTIST SHINES 
THROUGH.

Marven, by Cheng Chi-Han, charcoal. 
Grand-prize winner, 2015 Shades of Gray Competition.
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When you find your moment of inspiration, you can

count on Blick Studio Artists’ Colored Pencils to bring

your vision to life. They’re available in a range of 91 rich,

vibrant colors — including the ones for your perfect

scene. Like all Blick products, they are backed by our

100% satisfaction guarantee.

Windsor Violet

TRUST YOUR VISION TO BLICK QUALITY. 

Ice Blue

Carmine Red

Light Violet

Naples Yellow

BLICK
®

DickBlick.com    800.828.4548
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