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FOREWORD

WHEN 1 WAS ASKED TO WRITE THIS FOREWORD, I was thrilled and a bit
unnerved. The idea has a strange circularity. T am now contributing to the
very book that thirty years ago helped form who I have become.

When I was twelve years old, my grandmother, who was an artist and
very dear to me, gave me a copy of Robert Beverly Hale’s Drawing Lessons
from the Great Masters. I had always loved drawing, but Hale’s book changed
everything. T spent the following years poring over the plates and explana-
tions in Hale’s book. I made scrupulous copies of at least a dozen of the draw-
ings, and I applied the fundamental geometric conceptualization to all the
drawings [ made.

Writing this foreword got me thinking about my drawing life in a
fundamental way. In the years since [ was a boy and spent so much time
with this book, I have made a lot of figure drawings and hgure paintings.
[ went on to study with a few wonderful teachers, was influenced by many
gifted colleagues and brilliant students. I pursued skills of naturalistic obser-
vational drawing—skills that Hale encourages us to move beyond. Further,
I have been exposed to methods and ideas that Hale does not touch on in
this book and might not have endorsed. But as I now think about drawing as
an artist and a teacher, I return to this book’s deep and powerful principles.
What he made so clear to me back then has formed the bedrock under all
my subsequent drawing: Know the anatomy deeply and organize it by simple
geometrical concepts.

Through the plates and the text, Hale offers a magical glimpse into a
lost world, a world he dares you to try to enter. To a dreamy and ambitious
young artist, his claim that there is “No one alive today who can draw the
fhigure even as well as the worst artist represented in this book,” reads like a
challenge, like the sword in the stone. After reading something like that, how
can you not spend your life trving to join that magical confraternity of giants?
I know that, like me, many of my artist friends today were inspired by that
lotty challenge.



Since the original publication of this book in 1964, a great many changes
have overtaken the art world. I am sure Robert Beverly Hale would hardly rec-
ognize it now. Some of the developments he might find a bit unsettling, while
others he might look upon with amusement and delight. But the development
that I most wish he were here to see is the broadening and deepening enthu-
siasm for figure drawing that he helped to foster with this book. The last thirty
vears have seen a vigorous revival of the classical drawing tradition Hale cher-
ished. There are new artists and schools popping up all around us. They are
dedicating themselves to the deep and serious figure drawing for which Hale
argued so eloquently. All around me T am sceing better and better drawing.
Someday soon, the passage in Drawing Lessons from the Great Masters about
how no one alive can draw as well any master in the book may not ring so true.
And if it doesn’t, it will be because of Hale’s vision.

—JacoB COLLINS



PREFACE

IT HAS ALWAYS SEEMED to me that if you really wanted to excel in draw-
ing the figure, you should go and study with the greatest living master of
figure drawing. But the trouble is that there is no one alive today who
can draw the figure very well; there is, perhaps, no one alive today who
can draw the figure even as well as the worst artist represented in this
book. The explanation for this state of affairs is somewhat complex, but I
suspect that any sophisticated student knows the esthetic and historical
factors that have brought about the situation. But things are not as bad as
they seem, because in these days of unlimited reproductions you can
study with any of the old masters you wish.

You see, your instructor in art can do little more than help you solve
your technical problems; the rest is very much up to you. And even a
cursory examination of the pictures in this book should expose a multi-
tude of technical problems, and the artists’ brilliant solutions.

Since the studio practices I am attempting to explain were ap-
parently shared by all the artists herein, the pictures are neither placed
chronologically, nor grouped by styles: they simply are arranged to give
clarity to the text. The pictures also have been chosen to reveal all parts
of the body from differing points of view, and to include many studies of
heads, hands, and feet. All drawings are reproduced as large as the page
size permits and many are actually reproduced larger than the original
for detailed study.
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INTRODUCTION

I AM DELIGHTED to be permitted to write this preface. I have admired
Robert Beverly Hale’s work and his abilities as a teacher for some time.
He has taught drawing and artistic anatomy at the Art Students League
for the past twenty years. Countless artists have benefited from his
insights.

This is a book for professional artists, for those who intend to make
art their profession, and for amateurs who take art seriously. Its publica-
tion is well timed.

We are witnessing today a resurgence of interest in realistic and
representational draftsmanship. A few years ago, good figure drawing
seemed doomed to extinction. A kind of fever had attacked even the best
known art schools. In many places where art was taught, drawing was
slighted and even neglected completely. (I am glad to say this was never
true of the Art Students League). But this fever now seems to have run
its course. Once again, good drawing is being understood as a foundation
for painting — no matter what style or direction. It is surely no accident
that the great masters of the modern movement were, without exception,
well schooled in draftsmanship!
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Robert Beverly Hale’s book contains one hundred drawings by
acknowledged masters, beginning with the Renaissance. They embody,
or synthesize, the fundamental expression of the tradition of Western art.

No one can have sat in on his deservedly famous lectures at the Art
Students League without being impressed by the profundity of his
knowledge and the sophistication of his presentation. He is the foremost
artistic anatomist of his time — the best I have known. He is perceptive
and knowledgeable. His approach is fresh and never stereotyped. He
avoids inflexible and dogmatic assertions. He takes into consideration the
variations of individual perceptions. He is aware of the constant changes
in art.

In this book, Mr. Hale analyzes the master drawings he has selected
to accompany his text from the standpoint of good draftsmanship. He
demonstrates that the teacher of figure drawing must be aware of the
deceitfulness of individual appearance; he must be aware of artistic
structure, light and shade, pattern, movement and rhythm.

In his analyses, Mr. Hale takes care to point out the knowledge of
artistic anatomy displayed by the artist, as well as the artist’s control of
light, his use of planes, his feelings, and his personal pomt-of-view. In
other words, the author stresses those qualities which make a drawing
both a masterpiece and a personal statement.

Most books on drawing — at least those available to the serious
student today — oversimplify. There can be no harm in presenting com-
plicated problems in a simplified fashion, but oversimplification must lead
to shallowness. Drawing Lessons From The Great Masters presents the
essentials of good drawing sizzzply, but without oversimplification. This is
the great virtue of Mr. Hale’s book.

One of the great things Robert Beverly Hale is able to perform in
his book is to explain how a great drawing can become a great teacher.
He opens the eyes of his readers to those profound qualities which lie
beyond the threshold of immediate awareness.

Stewart Klonis,
Executive Director
THE ART STUDENTS LEAGUE OF NEW YORK



ONE

LEARNING

TO DRAW

DRAWING, LIKE 50 MANY other skills, is 2 matter of being able to think of
several things at once. Since the conscious mind seems to be able to think
about only one thing at a time, the subconscious mind must take care of
a good deal when we draw. So the process of learning to draw demands
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FORMS: THEIR SHAPE,
LIGHTING, AND POSITION

PRACTICING LINES

In this book, we are studying a traditional type of drawing: the ways and
means of creating the illusion of what is popularly called reality. A fun-
damental characteristic of this type of drawing is that ideas are commu-
nicated by means of symbols that give the illusion of three dimensional
form. In short, the artist conceives a form, draws it, and other people,
who look at his drawing, receive the idea he wishes to communicate.

But first of all, in order to draw a specific form, you must be aware that
this form exists. This is one of the reasons that figure drawing is so diffi-
cult for the beginner: in the human body, there are many forms which
the beginner has neither heard of nor thought about. For him, these
forms literally do not exist. For instance, many beginners are not con-
scious of the rib cage, the largest form in the body; very few are aware
of the tensor of the fascia lata, though it is impossible to represent the
pelvic region faithfully without a knowledge of this form. Indeed, this
muscle takes six or more inches of the outline of the figure in certain
poses; so you can imagine how important it is.

Once you are aware of the existence of a form, you must then come
to an exact conclusion as to its shape. Unless you have decided on the
exact shape of a form, how in the world can you communicate its exact
shape to others?

Furthermore, you must light the form in such a way that it is recog-
nized for what you have in mind and not for something else. A woman’s
breast may be lit in such a way that it looks like a flat, white poker chip,
or almost anything but its true, somewhat spherical form.

Finally, you must come to a decision about the position of the form
in space. Certainly you will not wish to draw it in two or more places at
once. Nor will you wish to draw a form in a position that does not reveal
its true shape.

Naturally, it is difficult for the beginner to carry all these matters in his
mind at once. What is more, his unaccustomed hand will be unable to
draw with precision the shapes he wishes to present. And his hand will
be too heavy to render the necessary values (light and shade).

You must realize that there is no royal road to drawing. It is practice,
practice all the way.

So get your pad of paper and start drawing simple lines. You will

14



BASIC GEOMETRIC
FORMS

CONTEXT AND JUXTA-
POSITION

find it very hard to make a really straight line, and harder to make a ver-
tical line than a horizontal. Try drawing a perfect circle. Draw a few
thousand and they will get perceptibly better. Above all, don’t get
discouraged. It is said that only the divine Raphael reached circular
perfection.

You should practice drawing cubes, cylinders, and spheres. These are
the simple, basic forms; the artist feels that all other forms are composed
of these forms, or parts of them.

Soon you will discover that there are many forms that lie between
the cube and the cylinder, between the cylinder and the sphere. An egg,
for instance, is neither a cylinder nor a sphere; its shape lies somewhere
between the two. In your mind, whittle away the vertical edges of the
cube until it becomes a cylinder. Close up the top and bottom of the cyl-
inder and imagine it as a sphere. In this way, you will begin to feel the
relationship between these forms, which becomes so important in the
study of values.

Soon you will find you can give the symbol — the illusion — of any
simple form you wish. After quite a while, you will realize that you can
give the illusion of any complex form by combining the simple forms —
or parts of the simple forms — of which the complex form is composed.

As soon as you are able to produce the symbols of the simple forms we
have been discussing, you will realize that you have learnt the most im-
portant “words” of the visual language. Draw a cube and you have a
cubical box; draw a cylinder and you have a column; draw a sphere and
you have a tennis ball. With these simple symbols you can represent
thousands of things. And by combining these forms, you can create an
infinite variety of objects.

As in a language, the symbols are often identified through context
or juxtaposition. Draw a spoon near your cube; the cube will promptly
become a lump of sugar. Place the cube on top of a house and the cube
will become a chimney. A wisp of smoke and your cylinder becomes a
cigarette. Placed beneath a head, the cylinder becomes a neck. As for the
sphere, add a stem and a leaf and it becomes an apple. Placed in the hand
of Aphrodite, the sphere becomes the apple of discord, a golden apple of
the Hesperides.
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LEARNING TO THINK IN
MANY-SHAPED BOXES

When you are learning to draw, it is most important to cultivate the habit
of forcing everything you see into its simplest geometric form. Do this
sort of thing continually. It enables you to feel a form in its entirety, dis-
regarding details which are so loved by the beginner. Above all, it pro-
motes the ability to think in mass, which must become an instinctive
habit, the most important habit the student can acquire.

You will find it helpful to think in terms of many-shaped boxes:
block-like, cylindrical, and spherical. When you draw an object, you can
imagine the object as in the box; thus, you can feel the simplest geo-
metric quality of your subject. Your book, your chair, your room, your
house will all fit into block-like boxes. Create some cylindrical boxes and
pack your lamp shade, the trunk of a tree, and the neighboring gas tank.
Take a spherical box. You will need quite a Jarge one for the moon, but
a small one will contain your eyeball very nicely.

Perhaps the wilder the ideas, the better. You soon realize that there
are very few basic shapes in the universe and that there is a geometric
relationship between the most diverse objects. The sea is but the skin of
a sphere and is related to the spherical head of a pin.

Next, imagine yourself inside the boxes. Contemplate the flat and
curved surfaces around you. This exercise familiarizes you with the in-
terior planes, with how these planes meet, and with the movement of
concave surfaces. Inside a cube-like box, you are in a room; inside a cy-
lindrical box, you are in a curl of hair; inside a cylindrical box with half
a spherical box on top, you are in the Pantheon in Rome.

Later we will visualize values of light and shade on our many-sized
boxes: on their exteriors, on their interiors, and on parts of them. Thus,
we will begin to understand the artist’s approach to diverse subjects like
the rounded hills, the interiors of breaking waves, and above all, the hu-
man figure.
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Jobn Henry Fuseli (1741-1825)

THE DEAD ACHILLES MOURNED BY THETIS
watercolor over black chalk

15%" x 197" (40 x §o0.5 cm1)

Art Institute of Chicago

Here Fuseli conceived the form (A) as a cylinder. He knew how to draw cylin-
ders and how tone moves on form. So he put the cylinder in a position that re-
vealed its true shape; decided where the cylinder was and in what direction it
was going; and lit the form so that it looked even more like a cylinder.

But let us move on to something more subtle. On Achilles’ hand, Fuseli decided
that the muscle called the abductor of the index (B) was egg shaped. On this egg,
the artist threw the same light that he had thrown on the rest of the body, and
thus filled up a rather dull space on the hand.

Note that Fuseli also decided on the individual shapes of all those rocks. He broke
the rocks into planes and threw the same light on them that he had thrown on the
figure of Thetis.

18
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Annibale Carracci (1560-1609)
STANDING FIGURE OF A NUDE WOMAN
red chalk

147" 2 9" (37.5 x 22.8 cm)

Reproduced by gracious permission of
Her Majesty the Queen

Royal Library, Windsor

This drawing is composed largely of simple symbols of three dimensional form.
‘The breasts are pure spheres; the external oblique (A) is a simple egg; the thighs
are eggs; the flexor group (B) of the arm on the left is an egg. Observe the tensor
of the fascia lata (C); the artist has thought of it as a double egg symbol; artists
often think of it this way when the model bends slightly forward.
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Luca Cambiaso (1527-1585)
GROUP OF FIGURES

pen and bistre

13%" x 976" (34 x 24 cm1)
Uffizi, Florence

In this drawing, Cambiaso shows you how an artist thinks of the figure in terms
of simple masses. He used blocks to clarify the front and side planes and the up
and down planes. He then threw a light from the left and from above. Thus, it
was very easy for him to put shade on the side and down planes. If he had drawn
perfectly life-like figures and put the same light and shade on them, they would
have looked very well.

Even in these block-like figures, Cambiaso still shows his anatomical training. The
line (A) designates the top of the sacrum.

There is another principle nicely illustrated here. As the artist turns his attention
from one block-like form to another, he varies the direction of each form. In other
words, adjacent forms vary in direction, each to each.

22
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Luca Cambiaso (1527-1585)
CHRIST LEADING THE CALVARY
pen and bistre

778" x 11" (20 x 28 cm)

Uffizi, Florence

This is a Cambiaso drawing carried just a bit further. Now the light source is on
the right. Everything is blocked out in much the same way. However, notice the
tree (A); this is a cylinder symbol. You will find lots of arms and legs in this
book, done in much the same way. Cambiaso even throws a line or so around the
tree (A) as Leonardo does around the arm (see page 31), and for the same reasons;
that is, to intensify form and direction. As for precise anatomy, look at the exact
indication of the inner hamstring (B) and the outer hamstring (C).

24
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Nicolas Poussin (1594-1665)

HOLY FAMILY

pen and bistre wash

7Y%" x 10" (18.4 x 25.3 cn)

Pierpont Morgan Library, New York

Here is a sketch by Poussin, with much the same underlying simplicity as the
drawings of Cambiaso. The house (A) is a block. The wall (B) is a block. The
column (C) is a cylinder. The bowl (D) is the inside of a spherical box. Notice
how the planes meet at E and F, exactly the same way as they do at G and H.
For the moment, perhaps, the artist forgets that he is dealing with stone and flesh;
he thinks of them both as pure form.

Notice the ball-like body of the vase at J; this is closely related to a sphere. And
note the two planes on the leaf at K.
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Honoré Daumier (1808-1879)
DON QUIXOTE AND SANCHO PANZA
charcoal washed with india ink
7¥" x 12%8" (187 x 30.8 cm1)

Metropolitan Museum of Art, New York

Try re-drawing this Daumer, giving it the simple, block-like shapes of Cambiaso.
Throw the light from the right and you will understand why Daumier put his
shade where it is.

Incidentally, this drawing shows that Daumier was altogether intimate with the
bones of horses. (Have you got a friend in the country who will send you some
horse bones so that you can learn to draw horses?) Compare the horse with his
rider and start to think of the basic similarities between men and animals. Don
Quixote’s knee is at A; his horse’s knee is at B. Don Quixote’s ankle is at C; his
horse’s ankle is at D. From here down, the horse’s leg is all foot.

Notice the S curve on the back of the horse’s neck (E). This is the basic move-
ment of the cervical or neck vertebrae of animals, but not of man.

28
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Leonardo da Vinci (1452-1519)
MADONNA AND CHILD AND OTHER STUDIES
pen and ink

16" x 11%" (40.5 % 29 cw1)

Reproduced by gracious permission of

Her Majesty the Queen
Royal Library, Windsor

Every artist will tell you how to learn to draw: keep a sketchbook and just draw
and draw. This is a page from Leonardo’s sketchbook.

There are fascinating lines at A and B. The artist is trying his hand at shade lines.
They have no relation to the drawing under them. Each individual line runs from
light to dark to light.

Such lines are very hard to draw. Together, they give the effect of a curved plane.
Leonardo has used these lines to show the gentle curve of the flesh over the bottom
of the jawbone in the little head above (C).

Notice the circular lines on the arm (D). They give the arm a sure feeling of
direction.

Observe Leonardo’s preoccupation with the basic forms of the head in E and F.
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TWO

LINE

OUTER EDGES

BY SIMPLY DRAWING A CUBE, you can understand some of the significance
of line in creating the illusion of reality. It seems evident at once that the
outer lines symbolize the edges of the cube and the inner lines symbolize
the place where planes meet upon the cube. Now if you wish to indicate
a spot of colored ink upon the cube, you will find yourself drawing a
line around the edges of the spot to symbolize its presence. In other words,
it will be seen at once that lines may be used to symbolize the outer edges
of an object, the meeting of planes, and the meeting of one color and an-
other. And, of course, a line may be used to symbolize a line!

Let us take these things up one by one. If you decide to make a line draw-
ing of an object without any interior details, you might say that the line
symbolizes the place where the background stops and the object begins.
If you draw a profile of a head against a wall, the line differentiates head
from wall, and incidentally creates the illusion that the head is in front
of the wall — even though your paper is absolutely flat! I think this is
well understood by everybody, so let us move on to a much more subtle
matter: the use of line to indicate the meeting of planes.
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PLANE MEETS PLANE

COLOR MEETS COLOR

TONE MEETS TONE

LINE EXPLAINS SHAPE

In drawing a cube, you automatically put a line where the various faces
of the cube meet. This shows how well a line symbolizes the place where
plane meets plane. You can understand, then, why an artist who draws a
building makes a line where one wall meets another wall. He also draws
a line where the top of a table meets the side of the table. Thus, he draws
lines to show the meeting of exterior planes.

Now, if you can visualize yourself inside a cube, you can understand
why the artist puts a line where a ceiling meets a wall, where a floor meets
a wall, or where wall meets wall. This is the meeting of inzerior planes.

If you draw a cylinder with a flat top, you will find yourself drawing
a line where a curved plane meets a flat plane. Someday you will realize
that you are drawing a line where a curved plane meets a curved plane
when you draw the breast meeting the rib cage, for instance, or the but-
tock meeting the back of the thigh.

When one color abruptly meets another color, a line may be drawn to
symbolize this meeting. If you wished to make a line drawing of the
flag, you would draw a line around the blue area, a line around each red
area, and a line around each white area. For the eye, you might well
draw a circle where the colored iris meets the white, plus a smaller circle
where the dark pupil meets the iris.

You must remember that an artist thinks of shade and shadow as color,
so when a dark area abruptly meets a light area, a line is often used to
symbolize this meeting. If you put a white block (or cube) near a win-
dow, you will see that each plane of the block has a different degree of
lightness or darkness — a different tone. When you draw the block you
will use a line to indicate the meeting of these light and dark planes.

A further use of line is to explain more fully the shape of the form over
which the line moves. If drapery is striped, for instance, a careful render-
ing of the stripes more fully explains the form of the drapery. Instructors
are forever recommending that the student throw a piece of drapery over
a chair and draw it. This is wonderful practice. The more stripes, the
better; a Scottish plaid is ideal.
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CONTOUR LINES

It is also very good practice to draw a cake of ice and then draw
lines over it; since ice is transparent, you will have to draw the lines on
the back of the ice too. Draw a transparent cylinder, and draw a spiral
line around the front and back. Draw a transparent globe, and run lines
of latitude and longitude around it.

Not only is the shape of the object more fully explained by this
process, but the practice increases your feeling for form. Eventually the
surface of your paper seems to become transparent: your lines seem to
recede from you and approach you as you draw.

In figure drawing, in order to clarify the shape of the form, the artist is
forever seeking lines that move across the skin. It is too bad that human
beings are not striped like zebras, because then it would be very easy to
explain the shape of the nude. But since they are not, the artist is forever
seeking and even inventing such lines in his search for the illusion of form.
He invents all kinds of lines he cannot see at all. This, I assure you, takes
a thorough knowledge of the elements of drawing. The accomplished
artist, for instance, will run an imaginary ribbon around the neck; furrow
the placid forehead; invent the meeting of planes, and draw lines where
these planes meet. If he is shading with lines, he will be altogether con-
scious that the direction of these lines may be used to accentuate the shape
and direction of the form over which they travel. The study of artistic
anatomy is of great value in determining which lines to accentuate on the
human body and which to subordinate or leave out. Muscles, for instance,
are often in groups related by function; lines are used to separate the
groups rather than the individual muscles.

As I have suggested, it is a great help to run lines over simple geo-
metrical forms. Running lines over the nude is much more difficult, but a
marvelous aid in helping you to understand the shape of the body. These
lines are called comtour lines. One way to think of a contour line is to
imagine the track left by a very small insect with ink on his feet crawl-
ing over the nude. It is said that as soon as you can run contour lines per-
fectly in any direction over any part of the body, you have really learnt
how to draw. Many difficult problems in drawing are readily solved by
a full understanding of the contour line: the exact placement of the eyes
on a three quarter view of the head, for example, and the transference of
a likeness from profile to the three quarter head.
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LINES SUGGEST CHANG-
ING TONES

LINE HAS MANY
FUNCTIONS

Line is further used to suggest the changing tones of light and shade that
lie upon an object. A line of varying strength can be run across an ob-
ject: where the line is heavy, it will suggest deep shade on the object;
where it is light, the line will suggest light shade; if the line is very light
or absent, it will suggest a highlight.

Naturally, we will have more to say about line, especially in relation to
planes, light and shade, and direction. But enough has been said already
for you to realize that line has many functions, and that sometimes a
simple line may indicate not one, but 7y of the conditions I have just
described.

When you are drawing a head, think for a moment of the line that
designates the top limit of the upper lip. This line symbolizes not only
the change in planes where the lip meets the skin above. It also shows the
color change where the red of the lip meets the skin; the shape of the
form over which the line moves; the abrupt change of dark to light where
the down plane of the lip meets the up plane above; and finally, the move-
ment of light and shade upon the head as a whole.



ILLUSTRATIONS
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Jacopo da Pontormo (1494-1556)

NUDE BOY SEATED

red chalk

16%s" x 10%6" (41 x 26.5 cm1)

Uffizi, Florence
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It should be clear that the line A-B is the outer edge of the calf. This line helps
to give the illusion that the model’s leg is in front of the curious block-like form
on which he is sitting. The line C-D on the block symbolizes the place where the
top plane of the block meets the down plane. This line is similar to the thick, short
line E-F on the model’s little finger, where the up plane of the first phalange meets
the down plane of the second. It is also similar to the very faint line G-H on the
nose, where the front plane of the nose meets the side plane.

These lines all suggest the meetings of exterior planes. Look at the outside of a
cubical box; you will see the exterior planes meeting. On the other hand, look
inside the box; you will see the interior planes meeting.

Let us look at the lines of a few interior planes. Line I-J symbolizes the place
where the front plane of the body meets the top plane of the leg. The little, heavy,
curved line K-L shows where the front of the leg meets the top of the foot. A
similar line is suggested on the other foot. How many other interior plane lines
can you find?
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Pupil of Leonardo da Vinci
HEAD
silverpoint heightened with white

816" x 64" (22.4 % 15.8 cm1)

Reproduced by gracious permission of

Her Majesty the Queen
Royal Library, Windsor

The circular lines drawn on the eyeballs designate, of course, the places where
the black of the pupil meets the iris, and where the color of the iris meets the
white of the eye. Line A-B and its companions play their parts in explaining the
shape of the head. Line C-D tells of the shape of the eyeball.

In this picture, no eyelashes have been drawn. Eyelashes have always troubled
artists and sculptors because the lashes have no mass. In this case, the artist has
left out the lashes entirely and simply indicated their presence by throwing their
shadow on the eyeballs.

It is almost impossible to study extreme subtlety of values in any reproduction;
the student must take every opportunity to study the originals.
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Raphael Sanzio (1483-15z20)

P FIGHT BETWEEN MAN ON A HORSE AND TWO NUDE SOLDIERS
pen

0" x §%4" (25.8 x 20.9 cm)

Academy, Venice

Do not imagine for a moment that the artist posed these models and then copied
them. Most people naturally believe that all the figures in this book were simply
copied from models. But I assure you that most of these drawings were just made
up by the artist out of his head. Do you suppose that Fuseli persuaded that girl
to sit on the flying saucer (a few pages back) or that Raphael persuaded the
horse here to take this rearing pose and hold it for this picture? Raphael could
draw a horse or a human figure in any position he wanted.

Just to hint at Raphael’s mastery of artistic anatomy, note that the short line A-B
indicates the tendon of tibialis anticus. You may never have heard of tibialis
anticus, but its tendon, when the foot is flexed, creates a form larger than your
nose! Lines C-D and E-F show that he is aware of the function, origin, insertion,
and course of extensor carpi radialis brevior. He also realized the exact shape and
position of the end of the ulna (G) and indicated the straining of the little tendon
of extensor carpi ulnaris to get around the tuberosity in order to reach its in-
sertion in the proximal end of the metatarsal of the little finger.

Raphael and all the other artists in this book were able to construct figures out of
their imagination because they were all masters of artistic anatomy.
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Albrecht Diirer (1471-1528)
HEAD OF A MAN

pen

836" x 51846 (20.8 x 14.8 cm)

British Museum, London

The line that indicates where the color of the iris meets the white of the eyeball
is fascinating. This line does not follow a true circle, showing that Diirer had con-
sidered what would happen to a circle drawn on a sphere near the profile of the
sphere.

The lines at A show the side plane of the nose. They indicate the changing values
that Diirer felt on this plane. They are contour lines; as such, they explain the
shape of the plane. They start where the front plane of the nose ends and they
stop where the front plane of the cheek begins. The lines at B indicate an impor-
tant little down plane on the nose, often neglected.

The lines from C to D carry the form of the collar, and also vary in strength to
indicate the varying values on the collar. Properly, they almost die at the high-
light. They are generally light at their tops and dark at their bottoms to indicate
the shade on the down plane at the base of the collar.

The ear is well drawn. Get a medical anatomy book; study the helix and the anti-
helix, the tragus and the antitragus; and you will be able to draw ears for the rest
of your life.

Students will often shade the side plane of the nose and leave out the shade on
the side plane of the head itself. Naturally, Diirer did not neglect the head; there
is shade at E. You see how first things come first. Heads are more important than
noses. Hands are more important than fingers. Rib cages are more important than
breasts.






Rembrandt van Rijn (1607-1669)

WOMAN WITH CLASPED HANDS

pen and bistre

62" x §%" (16.6 x 13.7 cw)

Albertina, Vienna

This picture, I believe, was drawn from the model. But the reason it is so good is
that Rembrandt could draw with equal ease from his imagination.

Actually, he saw hardly any lines at all when he drew this picture. He saw plane
meeting plane; color meeting color; tone meeting tone; tones changing; outer
edges; basic geometric forms and their direction, etc. He was extraordinarily
versed in anatomy and he knew his perspective. He was thoroughly aware of
what light, coming from varied directions, did to individual forms; he knew
which light increased the illusion of form, and which destroyed it. In short, be-
fore he sat down to draw this picture, he had absorbed the technical knowledge
which should be expected of any competent artist.

For instance, the line A shows that he was thinking of the wrist (at that moment)
asa cylinder. This line gives the direction he wanted for the wrist. And the chang-
ing strength of the line reveals the tones he imagined to be on the cylinder. Of
course he could not imagine the tones on this imaginary cylinder, unless he also
imagined the exact position of an imaginary light source, and the exact position
of his imaginary cylinder.

The line B-C shows that (for the moment) he was thinking of the other wrist as
a block. The line is light on top and dark on the side because he threw his imag-
inary light on the top plane of his irnaginary block. Do not think for a moment
that Rembrandt saw the ends of either sleeve the way he drew them. Mass con-
ceptions change readily in the artist’s mind in order to solve particular problems.
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John Henry Fuseli (1741-1825)

MAN EMBRACING A WOMAN
black chalk
V" x 5% (20.6 x 147 c111)

Kupferstichkabinert, Basel
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Tintoretto (Jacopo Robusti) (1512-1594)
DESIGN FOR ARCHER

charcoal

127" x 8%" (32.2 x 2007 cwm)

Uffizi, Florence

In this rapid sketch, the upper arm on the left was momentarily thought of as a
cylinder. The lines A-B and C-D were put on the cylinders to accentuate the
direction of the form, particularly as the foreshortening problem is quite difficult
here.

The direction of the lower arm is given by the line E-F and its companion. Lines
G-H and I-] were drawn for a similar reason. The rib cage was conceived as a
cylinder, and line K-L was drawn at the base of the great pectoralis muscle to
accentuate the direction of the rib cage. The little line M-N gives form and direc-
tion to the bow. Line O-P indicates the meeting of the front and side planes of the
body. This makes the side plane very narrow, but it often is.
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Pieter Bruegel (1525-1569)

THE PAINTER AND THE CONNOISSEUR
pen and brown ink

10" x 8Y2" (25.5 x 21.5 cm1)

Albertina, Vienna

Here is an artist at work with a non-artist looking over his shoulder.

In this picture, Bruegel has several times used a series of dots to indicate a line.
On the nose, the dots indicate a line (A-B) which serves to separate the front
plane of the nose from the side plane. The same device is apparent on the other
nose (C). Dots are also used for the top line of the artist’s upper lip. Dots are
also used to reinforce the line D-E. They disappear at the highlight (F) and also
serve to designate the minute down plane of the cap. The line F-G separates the
top plane of the brush handle from the side plane.

The lines of the belt show that the artist’s mass conception of the body (at the
moment) was a cylinder. The line H-T is bent at J, where the up plane of the great
pectoralis stops and the down plane begins even though this line is well outside
the body! The cuff (K) suggests a block-like conception of the wrist beneath.
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Antoine Watteau (1684-1721)

WOMAN SEATED ON THE GROUND

red and black chalk

§%" x 6%e" (14.6 x 16.1 cm)

British Museumn, London

Here is a marvelous example of line running over drapery. Watteau could not
have run his lines so nicely over the drapery unless he had practiced doing it many
times before. He also understood the nature of contour lines.

Running lines over drapery is a matter of running lines over a form that you have
conceived. At the same time, you must be very conscious of the exact direction
of the light, as well as the direction of the reflected light if you are using it.

The light is thrown at the bottom of form A; therefore, the lines on the top of
the form are darker than those at the bottom. The light is thrown from the left
of form B; the lines on the right are darker than those on the left. The artist has
created a highlight on the top of this form; therefore, the lines coming from the
left grow lighter as they approach the highlight. Very often an artist kills lines
altogether when he hits a highlight, as Watteau has done at many places in this
drawing, such as C and D.

As soon as you create your source of light, you create your highlight. Sometimes
you may accept the highlight you see on the model; but if you do not approve of
its placement, you create another. Of course, if you are making a drawing out of
your head, there is no model and no highlight, so naturally you must create your
own highlight.
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THREE

LIGHT
AND PLANES

IMPORTANCE OF LIGHT

YOU CAN CREATE an excellent illusion of three dimensional form on a sur-
face by using line alone. However, this illusion may be greatly strength-
ened through the use of shade and shadow, which the artist calls zones.
Ordinarily, the layman does not pay much attention to shade and shadow;
but I assure you that a large part of the training of an art student is to
make him supremely conscious of these two important elements in
drawing.

Of course, if there were no light, there would be no shade or shadow:
nothing for us to see, nothing to draw. It is only when light plays upon
an object that we can see the form emerging. So the artist becomes in-
credibly sensitive to the play of light on form. Beginners usually see only
about three tones when light plays on a white object: black, white, and
gray. But the accomplished artist sees thousands. In fact, it is in this field
— the field of light and shade — where a great difference exists between
the beginner and the accomplished artist.
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LIGHT ON PLANES

COLOR, LIGHT AND SHADE

LIGHT AND THREE
DIMENSIONAL FORM

Shade and shadow, obviously, are caused by light; so it is only through
a thorough understanding of light that we can understand shade and
shadow. A practical approach to the study of light may be initiated with
a simple piece of white paper. Crease the paper into two planes and hold
it up to the light from a window. The light should not be bright sunlight,
which is too bright and dulls the sensitivity of the eye. Preferably, there
should be only one window in the room.

Notice the extreme contrast of light and dark where the planes meet.
The lightest area of the plane — adjacent to where the planes meet — is
the highlight. In the beginning, the lightest plane will probably look just
plain white to you; but study it carefully and you will see a subtle move-
ment of tone from the far edge towards the brilliant highlight. Study
the dark plane until you can see that the darkest part is adjacent to the
place where the planes meet and that the tones will get perceptibly
lighter (due to light reflected from the room) as they move towards the
opposite edge of this plane.

Now place your creased white paper over the top and edge of a colored
table. You will then see the pure tones of light and shade as they would
be on the table if the table had no color. It is highly possible that these
are the tones you would give your table if you decided to draw it in
black and white.

Do you begin to see how an artist differentiates between colors and
tone? Colors may be paint, dust, skin, sunburn, even lipstick. Suppose
you put the creased paper over your somewhat block-like wrist; you will
then see the pure tones; the color of the skin will no longer interfere
with them. You can understand how easy it would be to see the pure
tones on a nude if the model were made of white paper! This was one
of the reasons why figure drawing was taught from white plaster casts
in the old days.

You might try wrapping a piece of white paper around the leg of
the next nude you draw, if there is no objection. (Be careful: models
vary, but many of them are easily irritated!)

The separation of color and tone in the artist’s mind is very important
indeed. But once you can think of everything as white, you have the
knack. When it comes to highlights, it is sometimes valuable to think of
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GRAY TO HIGHLIGHT TO
DARK TO REFLECTED
LIGHT

the material you are drawing as made of highly polished aluminum.
Then you can understand how an artist can put a brilliant white high-
light on a dark blue serge suit or on a nun’s black habit.

Put a table near your window, cover it with a white cloth, and put
a white cube, a white cylinder, and a white sphere upon it. The cube
can be a lump of sugar, the cylinder a cigarette, the sphere a tennis ball.
The light from your window should be somewhat above, somewhat to
one side, and somewhat in front of your objects. This is the traditional
light that artists have used through the centuries. If you can fully under-
stand its effect on form, you will soon become familiar with all other
lighting conditions the artist requires.

Perhaps what you have already learnt from the two planes of your
paper will help you to understand the movement of light and shade on the
cube. Take three pieces of sugar; place them one on top of the other, so
that you have a sort of tall block. Now stand the cigarette on end next to
this block. Study the tones on each object and see if you can feel the rela-
tionship between them. The highlight, you will find, runs down the full
length of the cigarette as it does on the tall block. But the highlight on the
cylinder does not meet abruptly with the full dark, as it does on the block;
it merges, as you will see, slowly into the dark.

If you cannot see this, make a larger cylinder out of white paper and
a larger block.

On the side away from the window, you will also see reflected light
on both the cylinder and the block. Study the light side of the block
and the cylinder; you will notice the almost imperceptible movement
from very light gray at the far edge towards the highlight.

Though this sort of thing may seem rather dull to you, any artist
will tell you it is of the greatest importance. If you are going to give your
life to art, you should certainly spend at least a day performing the ex-
periments I am describing.

Begin to make sketches of the movement of tones on the cube, and the
cylinder and the sphere. Study particularly the tones on the cylinder.
Tones in many natural objects move as they do upon the cylinder or
upon parts of the cylinder. The movement you will discover is this. The
edge towards the window is slightly gray; this moves imperceptibly from
dark to light towards the highlight. There is then a su