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2 Drawing For Dummies, 2nd Edition 

The hundreds of illustrations you find in this book are there to show you 
what a solution to an idea or exercise may look like. They’re meant to illumi-
nate and inspire, not to be exact replicas of your own drawings. When you 
work through the exercises and projects in this book, don’t worry if your 
drawings look different than the illustrations. The point is to master the con-
cepts, not to adopt a particular drawing style. Your drawings will be unique 
creations — even if you follow the instructions exactly.

Your development as an artist is personal. Expect it to be unlike anything 
you’ve ever seen or known. Of course, you don’t have to navigate the journey 
by yourself. This book is here to help you understand key ideas about draw-
ing and master important techniques and skills that artists throughout time 
have discovered again and again. All you need is an open, curious mind and a 
little patience and persistence.

Conventions Used in This Book
We’ve established the following conventions to make it easier for you to navi-
gate this book:

 ✓ New terms are in italics, and we define them for you.

 ✓ Bold text highlights key words in bulleted lists and action parts in num-
bered lists.

 ✓ Monofont sets off Web addresses. When this book was printed, some 
Web addresses may have needed to break across two lines of text. If 
that happened, rest assured that we haven’t put in any extra characters 
(such as hyphens) to indicate the break. So, when using one of these 
Web addresses, just type in exactly what you see in this book, pretend-
ing as though the line break doesn’t exist.

 ✓ Before each project or exercise, you find a list of recommended sup-
plies. If you don’t have exactly those supplies, don’t worry; you can 
do all the projects in this book with whatever supplies you do have. 
The results may be a little different, but not having the “right” supplies 
shouldn’t be a barrier to drawing.

What You’re Not to Read
It’s not every day you’re told to skip part of a book, and, in all honesty, we 
certainly won’t mind if you read every page of this one. But if you’re strapped 
for time or just in a hurry to get to what interests you most, feel free to skip 
the following:

              



3 Introduction

 ✓ Any text marked with a Technical Stuff icon: Although these para-
graphs are interesting and may give you more insight into the world of 
drawing, they aren’t essential to your growth as an artist.

 ✓ Sidebars: These gray-shaded boxes of text house information that’s 
often fun and interesting (at least to us!) but slightly off topic.

If you’re serious about learning to draw, don’t skip over the stuff that looks 
more like work than fun. If you do skip over it initially, go back to it later 
because the work-oriented sections contain a lot of info about skills you need 
to have to kick-start your artistic growth. Art is work, but, as you may already 
know, the work is totally worth it and, in some cases, is actually the fun part!

Foolish Assumptions
In writing this book, we’ve made some assumptions about you:

 ✓ You’ve drawn a little but not in a serious way, and you’d really like to 
find out how to do it well.

 ✓ You may be afraid that drawing well depends on obvious natural ability.

 ✓ You may think drawing well means being able to draw realistically from 
your imagination.

 ✓ You may think drawing is only good if you create a good product.

We’ve used these assumptions to help us explain a whole new way of looking 
at drawing. As you make your way through this book, you find that our phi-
losophy of drawing allows you to believe the following: that drawing is more 
than making a good product, that the act of drawing is a healthy and fulfilling 
experience in itself, that talent alone isn’t enough to lead to good drawings, 
and that you can learn to be excellent at drawing no matter where you’re 
starting from.

How This Book Is Organized
This book begins by helping you feel comfortable with drawing. From there, 
you discover the basics, from buying supplies to holding a pencil and from 
drawing lines to rendering shading. The rest of the book is loaded with vari-
ous drawing subjects and topics; feel free to skip around in no particular 
order. Read a little, then draw a little, and then read and draw some more.
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Part I: Discovering What It Takes to Draw
The title of this part says it all. If you’re not totally convinced that drawing is 
for you, read through this part chapter by chapter and do the exercises and 
projects we include here. By the time you finish, you may be surprised by 
how many of your concerns about taking up drawing are gone.

Here, you find information about what you need to know to start drawing 
from a list of drawing supplies to use to different ways to find inspiration to a 
summary of the steps you go through to make a drawing. You also discover 
what it means to look at the world around you as an artist.

As an added bonus, you find everything you need to know about the world 
of digital drawing (drawing with your computer and other similar devices) in 
case you’re curious about how that type of drawing compares to traditional 
pencil and paper.

Drawing is a perfectly natural human ability. As with anything new, taking the 
first step is the most difficult part. But once you start working through this 
part, you’ll likely discover a whole new, exciting, enjoyable, and productive 
activity.

Part II: Developing the Basic Skills
If you’re a beginner to drawing, you won’t want to miss the six chapters in 
this part. The basic skills we present here offer answers to many of the per-
plexing drawing questions you’ve probably been wondering about, like how 
to get started on a drawing, how to create dimension on a flat piece of paper, 
and many more. Even if you’re a pro at drawing, you don’t want to skip this 
part because you may find some new slants on old skills.

Here, you discover strategies you can use to transform three-dimensional 
objects into believable two-dimensional illusions. You find out how to use 
shading to render light and shadow as they move across objects and through 
space. You also figure out how to arrange and draw your subjects to create a 
complete and balanced drawing with a convincing sense of depth.

Whether you work your way through this part of the book in a few days or a 
few months doesn’t matter. Just stick with it, and give yourself the gift of a 
solid foundation for drawing. By taking your time to develop the basic skills 
you need in drawing, you’ll save yourself a ton of frustration down the road.
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Surveying current drawing trends
Today drawing takes many forms. Artists still use drawing as a way to com-
municate ideas and plan projects. For instance, architects still use drawing 
to design their buildings and other huge structures, but now they do most of 
this drawing on computers rather than cave walls or paper.

Although some people still see drawing as a means to plan the more valu-
able artistic elements found in paintings, drawing has also become its own 
art form. After all, many artists now choose drawing as their primary mode 
of expression. Ever curious and experimental, these artists use a startling 
variety of materials and styles to create their drawings. As a result, you can 
undoubtedly find your niche in drawing no matter where your interests 
lie. So whether you love traditional realistic drawings done with pencil or 
graphic-novel-like drawings done with ink, you’re sure to find what you need 
in today’s drawing world. If you don’t know what you want to draw, don’t 
worry! The world is yours to explore. (Check out Chapter 5 for details on how 
to see the world as an artist and Part III for lots of info on the different sub-
ject matter you can draw.)

Examining the Motivation 
behind Drawing

The desire to draw comes with being human. Children are voracious draw-
ers, and although most people draw less often after childhood, they still 
encounter drawing occasionally when they’re doodling in the margins of a 
notepad during a long lecture or plotting out their gardens for the year. You 
know instinctively how to connect your hand and brain to make marks on a 
drawing surface. Add a little motivation to that instinct, and you have every-
thing you need to be great at drawing. So where do you find this motivation? 
The following sections show you some different ways you can use drawing 
and a few important benefits you can get from it.

Finding uses for drawing
As you probably already know, the act of drawing is great for planning things 
out, but you can also use it to create portraits, landscapes, cartoons, and 
still-life drawings. No matter what you choose to create through drawing, 
it’s important to remember that drawing doesn’t have to be a super-serious 
process that leads to a product worthy of the history books. Something 
about the act of drawing just feels good — even if the product you make is 
whimsical, temporary, or just plain silly.
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The hardest thing about working from the general to the specific is waiting to 
get to the fun parts of your drawings (you know, the details that make every-
thing look real). But do your best to hold off on the fun until after you map 
out the general layout of the drawing. You’ll be glad you did when you see 
the finished product!

Adapting to ambiguity
Part of what makes drawing exciting is its unpredictability. But, for some 
reason, the very fact that you know you can’t totally control it makes you want 
to try anyway. When you’re just getting started with drawing, the uncertainties 
may feel like failings on your part. They’re not! Try to be patient with yourself, 
focus on seeing like an artist, and keep telling yourself that you have what it 
takes to work through the murky parts of drawing. The more you practice, the 
more confident you’ll become, so keep reading and start drawing!
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Exploring Your Drawing Preferences
Because you’re a unique human being and no one in the world is exactly 
like you, it’s no surprise that no one in the world draws exactly like you and, 
more important, that you don’t draw exactly like anyone else. Many factors, 
including the following, influence how and what you draw:

 ✓ The media with which you choose to draw

 ✓ The way you naturally grip your pencil and other drawing media

 ✓ Your life experiences, philosophies, and perceptions

 ✓ Your exposure to art and the history of drawing

 ✓ The kind of art you admire

The following sections help you identify some of your personal drawing 
preferences by walking you through the different ways to hold your drawing 
media, the various types of marks you can make with your media, and the 
basic approaches you can take in your drawings.

Holding your drawing media
How you hold your drawing media influences how you draw and, conse-
quently, how your finished drawings look. Your grip and the amount of pres-
sure you naturally exert on your drawing media influence the kind of marks 
you make. Some people naturally draw very lightly no matter how soft the 
pencil they use is (see the section “Pencils” later in this chapter for more 
info on the different degrees of pencil hardness). Other people are naturally 
heavy-handed and tend to make darker marks regardless of what drawing 
medium they use. You can’t change your nature, but being aware of what you 
do can help you make conscious decisions about the way you draw.

To help you better understand how the way you hold your pencil affects your 
drawings, take a look at the three most common ways to hold a pencil:

 ✓ Holding your pencil the way you hold a pen when you write: Figure 
2-1 illustrates how most people hold their pencils when they first start 
to draw. When you hold your pencil this way, you move it by moving 
only your wrist and fingers, giving you better control over fine move-
ment when you’re rendering very small or intricate sections of a draw-
ing. This way of holding your pencil works best when your drawing 
surface is flat or slanted and your drawing itself is small — 8 x 10 inches 
or smaller — or when you’re drawing the fine details of larger drawings. 
(If your drawing surface is vertical or if you’re working on larger paper, 
we recommend that you try using one of the other two ways of holding a 
pencil we cover in this list.)
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59 Chapter 4: Drawing On Your Computer

changes from blue to pink to gold. The exercises in this chapter are geared 
toward helping you use digital drawing tools. You’ll master more tools faster 
if you stick with black and white in the beginning. After you gain a little con-
fidence working with digital drawing tools, you can begin to explore the wide 
realm of color.

Working with a digital canvas
The world is becoming increasingly less dependent on paper. More and more 
people are reading books on electronic devices, and businesses in all indus-
tries are aiming to be more eco-friendly by reducing the need for printers in 
their offices. The art world — through digital drawing and other contempo-
rary processes — is also embracing the digital age.

Although we don’t expect traditional art galleries to ever disappear, more 
and more artists are getting excited about the possibilities offered by digital 
drawing. Because it offers a chance to try more techniques more quickly and 
move in several different directions at once, drawing on your computer can 
really change the way you think about making art. As an added bonus, digital 
drawing offers a whole new way to share your work with others.

Appreciating the power of Undo
In the world of computers, it’s easy to take for granted the ever-present Undo fea-
ture. This feature is a real game changer when it comes to creating drawings on a 
computer. All of a sudden, nothing is permanent. In an instant, you can undo your 
last drawing stroke (and the one before that and the one before that . . .) at exactly 
the moment you realize you made a mistake. Many art programs actually allow 
you to rewind your drawing all the way back to the beginning.

Thanks to the Undo feature, making corrections is a lot easier to do when 
you’re drawing on your computer than when you’re working with pencil and 
paper. As a result, the Undo function makes it easy to be adventurous as an 
artist because it takes the fear out of making major decisions. In essence, by 
drawing digitally, you can draw anything you imagine using any techniques 
or effects you want because, if you don’t like it, all you have to do is undo it!

Saving versions of your drawings
The easy flexibility of working on a computer is one of the biggest benefits of 
digital drawing; however, it’s easy to get so caught up in changing directions 
that you forget where you started. To help you keep track of the different 
stages your digital drawings go through, we recommend that you get in the 
habit of saving multiple versions of your work. That way, if you realize late in 
the drawing process that you liked the way your drawing looked four or five 
stages ago, you can simply open the saved file for that stage and start work-
ing from it. Then, if you change your mind again, you can always go back to 
the later drawing and pick up where you left off.
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Exploring Digital Drawing Software
When it comes to art programs for your computer, you have endless options 
to choose from. Which programs are best for you depends on your personal 
style and digital drawing goals. Just keep in mind that most artists use mul-
tiple programs to achieve their desired results.

When choosing your art software, consider the following:

Choosing a new computer for drawing
You can use an older or slower computer if you 
already have one, but if you have the budget for 
a new one, you may want to consider buying 
one. Computers purchased with digital drawing 
in mind can allow you to work faster with fewer 
limitations. Before you buy one, do research on 
which art programs you want to use, verify that 
you can use them with your computer of choice, 
and make sure that your computer meets the 
hardware requirements we cover in the sec-
tion “Checking the Hardware You Need to Draw 
Digitally.”

Choosing a good computer for digital drawing 
is less about the brand and more about what’s 
inside. The first decision you need to make 
is which platform you want to use — a Mac 
(Apple) or a PC (most other brands, such as 
Dell, HP, Sony, and so on). To help you decide 
which one is right for you, ask yourself the 
following questions:

 ✓ What do your friends and family use? If you 
think you’ll need help getting started or pro-
gressing with digital drawing, want to share 
files with others, or just want to use what 
all your drawing buddies use, go with the 
platform they use. Trust us, it’ll make your 
life a little easier.

 ✓ Is it compatible with your current hard-
ware? If you already have some hardware, 

like digital cameras, printers, and scanners, 
find out which computers your hardware 
works best with. Most devices work with 
both Macs and PCs, but it’s always a good 
idea to double-check. You definitely don’t 
want to find out that your new computer 
doesn’t work with your digital camera.

 ✓ Which software is available to you? Most 
art software is available for both PCs and 
Macs; however; some software is available 
for only one platform. So if you know of an 
amazing art program you want to use, make 
sure it’ll work with the computer you want 
to buy.

 ✓ Which one do you like better? Although 
PCs and Macs perform many actions very 
similarly, most people prefer one or the 
other. If you can, try using both platforms 
before you settle on which one to buy. 
Borrow a Mac from a friend for one day 
and a PC from another friend for another 
day; then see which one is easier for you to 
work with.

 ✓ How much does it cost? When evaluating 
price, make sure you take into account all 
the software and devices you may want to 
buy to help you grow as a digital artist. In 
the end, the computer alone is a small piece 
of the bigger picture.
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 ✓ Price: Although some of the most popular and versatile software is 
expensive, you can achieve great results with affordable and even free 
software. Don’t be afraid to try free or affordable software to help you 
determine which drawing features are most important to you. After you 
get a better understanding of what you want to achieve with your digital 
drawing software and what particular elements you like best, you can 
invest in the more powerful and professional options.

 ✓ How-to resources: The more popular art software tends to have more 
tutorials and similar resources available to help you figure out how to 
use it. Even though the more popular software may cost more, you may 
find it easier to learn a wide array of techniques with the help of all the 
free online resources and books available on that software. Some online 
art communities are devoted to specific software; they usually provide 
forums where artists can share tips and techniques for how to use the 
software.

 ✓ Long-lasting reputation: Consider how long the software has been avail-
able. You don’t want to spend years using some free art software only to 
find out the company that created it no longer exists and your art files 
aren’t compatible with any other software.

 ✓ Raster- or vector-based: Art programs are often either raster- or vector-
based. Raster-based software is more suited to drawing styles that look 
like sketches, paintings, or photo-realistic art, while vector-based soft-
ware is more suited to flat cartoon or illustrative styles. The programs in 
the following sections are all raster-based. After you feel confident using 
raster-based art programs, you may want to start experimenting with 
vector-based ones, too. Some of the more popular vector-based pro-
grams are Adobe Illustrator, Corel Draw, and Xara Xtreme.

Free downloadable drawing tools
The Internet is full of countless free art programs that offer features that are 
similar to the expensive alternatives and that you can download and install 
on your computer. These free alternatives are a good introduction to draw-
ing applications for new digital artists. The following are just a few of the free 
drawing tools that aren’t far behind in quality from those that cost hundreds 
of dollars:

 ✓ Paint.NET (www.getpaint.net): This application is comparable to any 
image-editing application and is considered advanced. It offers features 
very similar to the popular Adobe Photoshop, but it’s only available 
for PCs.

 ✓ Gimp (www.gimp.org): This application was originally created for 
UNIX-based computers as an alternative to Adobe Photoshop and 
includes many similar features. It’s now available for PCs and Macs, too.
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 ✓ Artweaver (www.artweaver.de): This application is like many other 
image-editing applications, but it puts a little more attention on intro-
ducing brushes and effects that are specifically art related.

 ✓ TwistedBrush (www.pixarra.com): TwistedBrush offers both free 
and paid versions of its software. The free version has a small selec-
tion of art brushes, but the paid version has more than 5,000 digital art 
brushes.

 ✓ Seashore (seashore.sourceforge.net): This popular Mac-based 
image editor doubles as an art application that includes standard fea-
tures like layers and brushes.

Entry-level and affordable art software
Entry-level software is aimed at artists who are new to drawing on a com-
puter and is often easier to use and learn than more advanced software. 
It’s also very affordable, costing between twenty and a few hundred dol-
lars, depending on the particular program. Here are some great entry-level 
options:

 ✓ ArtRage: This program is one of the few that makes a clear distinction 
between tools used for digital drawing and tools used for image editing. 
It presents interesting ways to mix colors and use brushes the same way 
traditional artists mix colors and use brushes on paper or canvas.

 ✓ Corel Painter Essentials: Not to be confused with Corel Painter, the 
Essentials version of Corel’s popular painting software is a more afford-
able and entry-level introduction to the full version of Corel Painter. 
Corel Painter Essentials does a great job of simulating what it’s like to 
work with traditional painting and drawing tools.

 ✓ openCanvas: This program was developed in Japan and is popular with 
anime or manga artists. It offers the unique feature of recording your 
drawing process so you can create replays.

 ✓ Corel PaintShop Pro: This popular image-editing program does a good 
job of doubling as an art or drawing program. If you need an image-
editing program for editing your photos but also want to have some nice 
drawing tools at your fingertips, give this program a try.

 ✓ Pixelmator: This multifacted Mac-based program has a very cool-
looking set of tools, menus, and palettes. It’s an affordable alternative to 
Adobe Photoshop for Mac users.
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Professional-level software
You don’t have to be a professional artist or designer to use professional-level 
software. Professional-level software is expensive compared to the low-cost 
or free entry-level software we cover in the preceding two sections. However, 
using the professional software does offer a few advantages that you may want 
to consider even if you’re a digital beginner. For example, if you use popular 
software like Adobe Photoshop when you start drawing digitally, you’ll be 
working with software designed for maximum user-friendliness, and you’ll have 
an abundance of helpful how-to resources at your fingertips when you need 
them. Here are some great professional-level options:

 ✓ Adobe Photoshop: Photoshop is the most common program that artists 
use for both personal and professional projects. It may have reached its 
popularity because it doubles as a professional tool for advanced photo 
editing and a common tool for graphic designers. Some artists find it has 
many features they never use as artists. For this reason, this program 
can be overwhelming to the beginner; however, with this massive fea-
ture list comes great flexibility.

 ✓ Corel Painter: Many digital artists consider this program a favorite, per-
haps because it was one of the first programs truly designed with artists 
in mind. It does an amazing job of simulating what it feels like to use dif-
ferent brushes, canvas types, pencils, inks, and paint.

Work faster and better with digital drawing pens
Graphics tablets are affordable digital devices 
you can use with your computer to help you 
master the art of drawing digitally. In a nutshell, 
they allow you to hold a special pen and draw 
on a pad (or tablet) to simulate the feeling of 
drawing on paper. The cordless pen is just like 
an ordinary pen except that it has a plastic nib 
and no ink. When it touches the tablet surface, 
the tablet sends information to the computer 
the same way your mouse works. Most tablets 
even have pressure sensitivity, so the harder you 
press the pen, the darker or thicker your strokes 
appear — just like a real pencil on paper.

The first time you use a drawing tablet your 
instinct may be that it feels different from draw-
ing on paper. The reason is that even though 

you’re drawing just like you do with a pen, your 
artwork appears on your screen, not on the tablet 
you’re drawing on. It’s a little like drawing on one 
piece of paper and having the image appear on a 
different piece of paper in front of you.

Just like the first time you used a mouse with 
a computer, a digital drawing pen takes a few 
weeks to get used to, so don’t give up right 
away. In time, you may just find that your draw-
ing tablet is your new best friend.

Some advanced tablet computers even allow 
you to draw directly on a screen to make the 
drawing process even easier and more natu-
ral. These versions are expensive but loved by 
many professional digital artists.
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 ✓ Autodesk SketchBook Pro: We could’ve listed this program as an afford-
able option in the preceding section, but it has enough of a dedicated 
and growing following among professional artists that it deserves a spot 
here. For a very affordable price, it’s a feature-packed drawing program 
that offers countless tools that traditional artists find extremely useful. 
This program is used by professionals and amateurs alike.

Joining the World of Online Drawing
Whether you use free downloadable drawing tools, entry-level software, or the 
high-quality, professional-level programs, drawing on your computer is only 
the first step to creating digital art. New trends in online art are becoming more 
common as more and more artists venture into the world of digital drawing. 
Thanks to the advancement of technology, many Web sites offer free online 
drawing tools that you can use right in your browser. Using these tools is as 
simple as visiting a Web site; most of them load in your Web browser with little 
or no installation required. The benefit of using these tools is that your artwork 
is often automatically posted to the site’s art community galleries, where other 
artists can view them and give you instant feedback.

The following is a list of free online drawing tools you may want to explore as 
you develop your digital drawing skills:

 ✓ RateMyDrawings (www.ratemydrawings.com): RateMyDrawings offers 
two versions of their online drawing tools — simple and advanced. The 
simple version records while you draw, replaying your drawings stroke 
by stroke. Submitted drawings are posted to the highly active commu-
nity site. As you may have guessed from the Web site name, other site 
members then rate (and comment on) the posted drawings.

 ✓ Sumo Paint (www.sumopaint.com): Sumo Paint is one of the more 
advanced online drawing tools; it’s as much a drawing tool as it is an 
image-editing tool. As a bonus, the drawing tool also allows you to 
import photos, which may be useful when you’re just starting out.

 ✓ Queeky (www.queeky.com): Like many others, this online drawing 
tool is connected with an active community. One interesting feature on 
Queeky allows you to submit drawings and invite other artists to create 
variations of your drawings.

 ✓ Aviary (www.aviary.com): This Web site has a whole suite of online 
tools. Its image editor and vector editor are two applications that are 
definitely worth experimenting with.

The following sections offer some suggestions for how to build your online 
artistic presence through community galleries, personal portfolios, and inter-
active collaboration. The last section explains how to use the Internet as a 
resource for developing your drawing skills.
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Building a gallery on art 
community Web sites
One of the most appealing things about digital art is the ease with which you 
can share it. If you’re looking for a place where you can talk to others about 
digital art, share art-related ideas, and get some feedback on your work, 
online art communities are the perfect place for you. After all, an online art 
community is basically just a playground for creating collaborative art.

To become part of an online art community, the first thing you have to do is 
join it. Most art communities give you a profile where you can share a little 
information about yourself and a gallery where you can upload your draw-
ings. Usually you upload your drawings into a themed category; other artists 
can then browse the artwork that has been submitted into that category, 
leave comments about it, and often rate it.

Some of the more popular art communities that offer such galleries include 
the following:

 ✓ deviantART (www.deviantart.com): This community is one of the 
oldest and largest online art communities on the Internet with mil-
lions of members. With such a long history, good reputation, and large 
member base, it’s one community you should join if only to see what all 
the fuss is about.

 ✓ Redbubble (www.redbubble.com): This newcomer to the art scene 
does a great job of making its community easy to use. One popular fea-
ture of this community is the ability to sell prints or T-shirts with your 
artwork on them.

 ✓ Artician (www.artician.com): This community offers many of the 
same features available at deviantART, but it focuses more on allowing 
you to customize your online gallery.

 ✓ GFXartist (www.gfxartist.com): This community has been on the 
scene for a long time. It not only offers the ability to upload your art, but 
also aims to reach out to the digital community by providing tutorials 
and industry news.

Creating a personal online portfolio
Online art communities are great for connecting with other artists and shar-
ing your art on the Web, but you may find that you want something a little 
more personal than the basic public profiles and galleries. Creating your own 
Web site devoted to your work makes a strong statement about how seri-
ously you take yourself as an artist.
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If you have experience building Web sites, creating your online art portfolio 
will be easy. But don’t worry if you aren’t tech savvy; you can set up your 
personal online portfolio with ease by doing one of the following:

 ✓ Create an art blog. Many free blogging services work well as a simple 
way to upload images of your artwork. These blogging services allow 
you to customize the design of your blog, include as little or as much 
information as you want, comment on your own work, and invite others 
to do the same. They’re also a great introduction to maintaining a per-
sonalized Web site. Try typing art blog into your favorite search engine 
to see all the blogging options you have at your fingertips.

 ✓ Use a basic template on an art portfolio Web site. You can find many 
affordable Web sites that will host your portfolio for a fee. To get 
started, all you have to do is pay the fee and choose an already-designed 
Web site template from which to build your portfolio. Then you can start 
uploading images and adding comments about yourself as an artist and 
your work.

Experiencing interactive online drawing
Web sites that are devoted specifically to online drawing use cutting-edge 
technology to provide you with numerous opportunities to develop your 
digital drawing skills through interactive online drawing. Some of the exciting 
features many drawing Web sites offer include the following:

 ✓ Recordable drawing tools: These tools record your drawing process as 
you draw so that viewers (and you) can watch your drawing process as 
an animated movie when you’re done. Not only can you develop your 
own skills by watching the way you draw, but you can also gain insight 
into how other artists draw by watching their recorded drawings.

 ✓ Live drawing chat rooms: These applications allow you to enter a chat 
room and share a drawing canvas with other artists in real time. These 
collaborative drawing sessions can be a lot of fun for both casual and 
serious artists and can even produce some amazing results.

 ✓ File sharing: If drawing live with other artists is a little too overwhelm-
ing, you may want to consider using a drawing Web site that allows you 
to pass drawing files back and forth. That way, you can still build on 
other people’s work (and they can build on yours) without the added 
stress of having others watch while you work.
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you realize some interesting characteristics about yourself. In turn, those 
realizations can impact your development as an artist.

Your brain has two sides: the right hemisphere (right brain) and the left 
hemisphere (left brain). Both sides of your brain play an equally important 
role in drawing.

Right-brain thinking is visual, perceptive, intuitive, insightful, and creative. 
The right side of your brain is responsible for doing the following:

 ✓ Seeing relationships and likenesses between shapes and spaces

 ✓ Combining various visual elements to form a whole image

 ✓ Seeing harmony and balance instinctively

Although it may seem like the right brain shoulders the bulk of the work of 
drawing, the analytical left brain pitches in by doing the following:

 ✓ Using mathematical logic to establish proportion

 ✓ Planning a drawing according to the rules of composition (see Chapter 6 
for more on these rules)

 ✓ Analyzing the step-by-step procedures of composing a drawing

As you can see, you need to activate both the creative and the analytical 
sides of your brain to draw well.

Waking Up the Right Side of Your Brain
For most people, the left brain gets plenty of exercise in everyday life when 
they make routine decisions like what to fix for dinner, add up bills, or attend 
school, all of which emphasize the importance of left-brain functions. As a 
result, many people end up being left-brain dominant by default; that is, the 
majority of people find that the analytical parts of their brains take over most 
of the time, thus silencing the more creative parts.

If you’re one of the left-brain-dominant people, get ready to give your right 
brain a wake-up call! Because the right brain processes many of the percep-
tive skills you use when drawing, you need to exercise the dormant abilities 
of your right brain if you want to make progress in your drawings. This sec-
tion is here to help you do just that!
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The first time you see an illusion like the one in Figure 5-1, you may not even 
realize there’s another way to look at the image until someone else points it 
out to you. After someone points out the second image, your right brain can 
go to work focusing your eyes on the so-called empty space, leading your left 
brain to realize that what it thought was empty space is actually a second 
object.

When you’re getting ready to draw an object like a vase, it’s more helpful 
for you to see its shape than to know its name or to think about its function 
because drawing involves representing its shape on paper, not its name or 
function. Therefore, your right brain — the side more involved in recognizing 
shapes — is the side you want to have in charge whenever you draw. See the 
later section “Controlling the left-to-right flip” for details on how to control 
which side of your brain you use when you draw.

Striking balance with symmetry
Symmetry is a perfectly balanced arrangement of lines and shapes on oppo-
site sides of an often-imaginary centerline. Many drawing subjects, including 
vases, frontal views of faces, wine glasses, flowerpots, and geometric forms, 
such as spheres, cones, and cylinders, are symmetrical.

Human beings are hardwired to look for and appreciate balance. Because 
symmetry is an exact, mirrorlike reflection of line and shape across an imagi-
nary centerline, it’s the ultimate state of balance.

The right and left sides of the brain work together to recognize symmetry:

 ✓ The right brain recognizes the similarity of the shapes on either side of a 
symmetrical object.

 ✓ The left side recognizes that similarity as symmetrical balance.

To test your brain’s ability to pick out symmetry in a drawing, take another 
look at Figure 5-1. Imagine a line down the center of the image. Each side is a 
mirror image of the other. In other words, the image is symmetrical.

Controlling the left-to-right flip
You don’t have to look at Figure 5-1 to shift from left- to right-brain thinking; 
you can do so simply by focusing your thoughts. The left brain naturally 
focuses on concrete objects (often called positive shapes), while the right 
brain focuses on abstract things like the shapes and spaces that surround 
those objects (often called negative shapes). If you consciously shift your 
thoughts from positive shapes to negative shapes, you can almost feel your 
brain switch gears.
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 ✓ Use objects within your drawing space to point to your focal point. 
You can guide the eyes of the viewer to your focal point by arranging 
objects in such a way that they function like arrows. For example, if your 
focal point is a particular tree in a field, you can arrange your drawing 
so that a line of less significant trees forms a path leading the eyes of 
the viewer to the focal point. In Figure 6-1, the diagonal thrust of the 
car leads your eye to the focal point (the girl on the tricycle). (See the 
upcoming section “Creating a functional eye path” for more about using 
other objects to point to your focal point.)

 ✓ Define the focal point with more detail and a stronger contrast in 
values than other aspects of your drawing. A focal point is a part of 
the drawing that you think is significant and that you want the viewer 
to pay special attention to. To attract your viewer’s attention, you need 
to enhance the visual interest of your focal point compared to the rest 
of your drawing. For example, when an aspect of your drawing is high 
in contrast or intricately detailed, it tends to draw the viewer’s eyes 
more strongly than aspects that are lower in contrast or less intricately 
detailed. In Figure 6-1, the focal point is set in the distance, yet it’s 
also the most detailed and clearly visible part of the drawing. (See the 
upcoming section “Balancing subjects in a composition” to find out 
more about how visual interest equals visual weight.)

Overlapping for unity and depth
Overlapping is the most basic way to give your drawings the illusion of 
depth. The simple act of making one thing appear to be in front of another is 
enough to make the viewer believe it actually is in front. Imagine how much 
depth you could suggest simply by lining up a row of trees, each one overlap-
ping the next.

Overlapping also helps bring unity to the different parts of a composition. 
When objects overlap, the physical connection you draw on the paper ties 
them together in the eyes of the viewer, thus creating a link that the eyes 
follow across the drawing.

In Figure 6-2, overlapping creates an illusion of depth (the lightest balloons 
are in front of the darker ones) and helps tie together the different balloons 
in the composition.

Taking advantage of negative shapes
In composition, the term positive shapes refers to the shapes made by the 
significant objects, while negative shapes refers to the shape(s) made by the 
space surrounding the positive shapes. The appearance of an object depends 
on the negative shape that surrounds it. In fact, if you change the appearance 
of the negative shape, the appearance of the object changes, too. Picture a 
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EXIT sign. To make sure your viewer doesn’t exit your drawing too soon, you 
can change the direction of the line to guide the eyes of the viewer back into 
the drawing. For example, if your eye path takes the viewer to the right side of 
the drawing, arrange an object or group of objects on that side in a way that 
makes the eye path turn or curve, angling the eyes of the viewer back into the 
action of the drawing.

Breaking down static and dynamic lines
All the different compositions you can create using lines fall into two basic 
categories: static and dynamic. The way you organize the lines in your com-
position determines whether your composition is static or dynamic. In gen-
eral, vertical and horizontal lines dominate static compositions; curved and 
diagonal lines dominate dynamic compositions.

The character you give the lines in your composition helps resonate the 
emotions your viewers feel when looking at your drawing. Here are some 
examples of different types of lines and the feelings and emotions typically 
associated with them:

 ✓ Gently curving lines often reflect beauty, gentleness, and calmness. 
Specifically, the s-curve denotes balance and grace.

 ✓ Tightly curving or coiled lines can reflect a tangled or frantic energy.

 ✓ Horizontal lines often reflect stability, peace, and/or serenity.

 ✓ Vertical lines often reflect strength, grandeur, and/or dignity.

 ✓ Diagonal lines often offer a sense of change, movement, and power.

In a static composition, the viewer feels an overall sense of order and stabil-
ity. To convey strength, balance, and permanence in your drawing, you need 
to emphasize the vertical and horizontal aspects of your subject matter. Any 
diagonal lines within a static composition are firmly supported and locked 
in place. Think of a sloping roof sitting on top of a house. The diagonal lines 
that define the roof press together for stability, and both lines rest firmly on 
a vertical and horizontal foundation. Artists often use static compositions to 
create family portraits. Figure 6-5a shows an example of a static composition 
in which the horizontal and vertical lines work together to create a sense of 
order.

In a dynamic composition, the viewer feels an overall sense of movement and 
change. Both curved and diagonal lines begin in one place and move outward 
and up or down, moving beyond the horizontal and vertical locations of their 
origins. A dynamic composition may reflect any degree of motion from gentle 
to frantic. You can use dynamic compositions to underscore movement or 
overwhelming scale. For example, you’d need to rely on sharp, diagonal lines 
to create a realistic image of airplanes flying across the sky. See Figure 6-5b 
for an example of a dynamic composition.
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As you work through each gesture drawing you make, keep in mind the fol-
lowing ideas:

 ✓ Make your gesture drawings fast and keep your eyes trained firmly on 
the subject. Everything you need to know about your subject is on the 
subject, not on the paper. The temptation to look at your paper may be 
strong, but don’t give in. If you find that you’re looking at your paper more 
than at the subject, just redirect your focus to your subject and try again.

 ✓ Try to keep your drawing tool in contact with the paper the entire 
time. Lifting your drawing tool to think about where to put it next inter-
rupts the flow of your drawing (and makes it hard to know where to 
start drawing again). When you need to move from one place to another 
in your drawing, you may be tempted to lift your drawing tool. For exam-
ple, if you’re making a gesture drawing of a person and you get to a foot, 
it may seem like you have to lift the tool to get to the next form you need 
to draw. Resist! When you get to a point where you’ve reached the end 
of a form, keep your eyes on the subject and draw a line from the form 
you’re in to the next form. Allow yourself to move between one place 
and another in the drawing without stopping to check and see where 
you are. In fact, your ability to judge spatial relationships will improve 
the more you’re able to synchronize the movement of your hand with 
the movement of your eyes.

 ✓ Remember that your gesture drawing is just a preliminary sketch. 
Artists make gesture drawings to help them get to know their subjects 
better before they attempt to draw them. Allow yourself some playful 
savagery in your pre-work; then you can focus on making your finished 
work look neat and accurate.

 ✓ Don’t be afraid of messiness. The messiness of gesture drawing comes 
from looking very hard at something and responding energetically with 
your hand and arm. Gesture drawing is a full-body attempt to under-
stand the essential nature of a pose, and messiness is just part of the 
process.

Focusing on Proportions and Shapes
One of the challenges to creating realistic drawings is achieving accurate pro-
portion from one element to another. Proportion refers to the relative size of 
one element in your drawing compared to another element. Often when one 
area of a drawing is off, the rest of the drawing falls apart in a sort of domino 
effect, which can be dispiriting, especially when you’re just starting out.
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overturned half of avocado and on the upper part of the cavity left by 
the pit. In Figure 8-2b, the shadows are on the right side of the over-
turned half of avocado and on the left side of the cavity left by the pit.

 ✓ Where is the cast shadow? The section of the cast shadow closest to 
the object is usually the darkest value in a drawing. In Figure 8-2a, the 
cast shadows are on the left side of the two avocado halves and on the 
lower-right side of the front-facing half. In Figure 8-2b, the cast shadows 
are on the right side of each avocado half.

 ✓ Where is the light source? By locating the shadows, particularly the 
cast shadow, in a drawing, you can usually discover the light source (or 
at least the direction from which it originates). In Figure 8-2a, the light 
is coming from the upper right, above and directly opposite the cast 
shadow. In Figure 8-2b, the cast shadow is also above and directly oppo-
site the cast shadow, but this time it’s coming from the upper-left side of 
the avocado.

Seeing how a light source affects an actual object is more challenging than 
examining light and shadows in a drawing, but doing so is key to creating 
realistic, three-dimensional drawings. To practice seeing light sources like an 
artist, place an object on a table in a dimly lit room. Shine a powerful flash-
light or a lamp (the light source) on the object. Move the light source around 
to observe the effects of light from different angles. Try putting the lamp to 
the left and right, above and below, and in front of and behind the object. 
Each time you reposition the light source, identify the following:

 ✓ The shadows on the object (dark values)

 ✓ The brightest areas (the highlights)

 ✓ The light values (areas closer to the light source, or not in shadow)

 ✓ The cast shadow (the darkest value)

Exploring contrast in a drawing
Value contrast is the play of lights and darks in a drawing. As you may have 
guessed, achieving good value contrast is important to creating realistic 
illusions of volume and depth, but value contrast itself is also a powerful 
emotive element in a drawing. Like in a play or movie, lighting helps create 
setting and mood in a drawing. The three main types of value contrast are

 ✓ Low: Low-contrast drawings have mostly values that are close together. 
Foggy or hazy days are good examples of low-contrast situations.

 ✓ High: High-contrast drawings have mostly values in the extreme ranges — 
very light and very dark. Circuses and nighttime scenes flooded with 
city lights are good examples of high-contrast situations.
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Taking Shapes into the Third Dimension
Just about anything you can think of has shape, and many things also have 
volume. What’s the difference? Shape is the two-dimensional, or flat, qual-
ity you see in the outline of an object, while volume is the three-dimensional 
quality you see in all physical objects. In drawing, the difference between 
a two-dimensional shape and a three-dimensional object is the illusion of 
volume. So when you draw the outline of a banana on a piece of paper, you’re 
drawing the banana’s shape. When you draw a banana so that you can see its 
fullness coming out of the paper, you’re drawing its volume.

To make the flat shapes of your subjects pop out into three-dimensional vol-
umes, you can use perspective drawing and/or shading.

 ✓ Perspective drawing is a way of drawing in which you use point of view 
to determine the way objects and spaces should appear on the page. For 
example, you can use the principles of perspective drawing to transform 
a flat square into a cube that appears to have six sides. (Turn to Chapter 
11 for everything you need to know about perspective drawing.)

 ✓ Shading is the act of adding shades of gray and black to a drawing. You 
can use shading to mimic the way shadows look when light strikes three-
dimensional objects. (We cover shading and the techniques you can use 
to create it in Chapter 9.)

In the following sections, you find out how to turn flat shapes into three-
dimensional volumes. Squares become cubes, rectangles become cylinders, 
triangles become cones, and circles become spheres. Conveniently for you, 
cubes, rectangles, cylinders, and cones are the building blocks for all three-
dimensional forms, so after you know how to draw them accurately, you can 
draw convincing illusions of volume for any object.

From squares to cubes
You may remember from high school geometry that a square is a two-
dimensional shape with four equal sides and four right angles and a cube 

is a three-dimensional version of a square with six square surfaces of the 
same size. To transform a square into a realistic cube, you need to add 
light, shadows, value contrast, and perspective with shading (see Chapter 9 
for more details on shading and Chapter 11 for more on perspective).

Figure 8-5 shows the transformation from square to cube. In the first stage, 
you see a square. In the second stage, you see a cube with its top and two 
sides facing you and receding in space. To achieve this recession, the artist 
drew the cube according to the principle of two-point perspective, which 
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In this chapter, we show you various techniques for building value and then 
describe a painless process for using these techniques in your own drawings. 
With a little practice, you’ll find that adding realistic shading to your draw-
ings is not only possible but also quite fun.

Using Additive Drawing Techniques 
to Build Value

Additive drawing is exactly what it sounds like: the process of adding marks 
to paper. More specifically, it’s the drawing you do when you layer different 
shades of dark values (using graphite or another drawing medium) over the 
light values of the white paper. When you use additive drawing techniques, 
the white of the paper has a strong presence in the drawing because it does 
the work of supplying the lightest values in your drawing.

In this section, you discover three additive drawing techniques — continuous 
tone, hatching, and crosshatching — and get to practice using them to 
build a variety of values. Think of these techniques as tools in your drawing 
toolbox; you can use any or all of these techniques to build value in your 
drawings.

Creating continuous tone
When building value in your drawing, you don’t want it to look choppy 
and disconnected. Instead, you want your drawing to look like one endless 
sheet of value that changes as naturally as light does in real life. One way to 
achieve this level of cohesiveness is to use a technique called continuous tone 
by first creating a light, even, all-over layer of tone and then adding on darker 
values through layering. If you do it right, your values will appear to grow 
naturally, one out of the other.

The continuous tone technique requires a consideration you don’t have 
to worry about with other kinds of shading techniques — that is the con-
sistency with which you move your drawing medium. To build values with 
smooth, even transitions, you need to find a way to move your pencil con-
stantly without changing the pressure you put on it. (For this reason, graph-
ite pencils are the easiest tools to use to create continuous tone.) If you do 
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193 Chapter 10: Identifying and Rendering Textures

able to re-create those textures if you want to draw something realistically. 
For example, by re-creating the texture of fur in your drawings, you identify 
the light source and define the form of an animal. You use different textures 
to define hair and fur as curly, straight, or frizzy. The shiny texture you 
create for your animals’ eyes provides a strong contrast to their fluffy fur. 
You define the appearances of your human subjects by drawing their skin 
rugged like an old piece of leather or smooth like porcelain.

Human-made objects bring even more exciting challenges to the texture-
drawing table. Think about the smooth texture of glass or the uneven 
textures of clothing like knit sweaters. The world is chock-full of different 
textures for you to draw, but the majority of these textures fall into one of the 
following categories:

 ✓ Smooth: When you run your hand over a smooth surface, you feel no 
unevenness or roughness; in fact, you don’t feel many surface features 
at all. Smooth textures can have surfaces that are dull and matte (like a 
smooth stone), wet and glistening (like the smooth petals of a rose after 
rain), or shiny and soft (like a smooth silk shirt).

 ✓ Rough: The surface features on a rough surface are visible, and when 
you touch them, their textures feel uneven, irregular, or jagged. Think 
about the rough textures of a piece of tree bark, a piece of coarse sand-
paper, or the surface of a cheese grater.

 ✓ Matte: Matte surfaces are dull and lusterless (not shiny) and often have 
additional textural characteristics, such as smooth or rough. Many 
fabrics, smooth rocks and stones, and unfinished wood have matte 
textures.

 ✓ Shiny: Shiny surfaces appear glossy or highly polished; they’re defined 
by highlights reflecting off the surfaces themselves (see Chapter 8 for 
more on highlights). Think about the surface of polished stone, brass, 
porcelain, or new pennies.

 ✓ Glistening: Very pronounced highlights identify glistening surfaces, 
which appear sparkling and sometimes wet. Think about the shimmer of 
the sun’s light on calm water, the surface of your eye when you’re close 
to tears, or a freshly shined, new car glistening in the sunlight.

 ✓ Furry, fuzzy, fluffy, and hairy: Hairy or furry surfaces like human hair 
and animal fur can be soft or coarse, long or short, thick or thin, and 
curly or straight. The surface of a peach and the hair on a newborn 
infant’s head both feel soft and fuzzy. The outside shell of a coconut or 
the beard stubble on a man’s face feels coarse and fuzzy. A sweatshirt, 
carpeting, and a blanket can be fuzzy or fluffy.

 ✓ Grassy: Grassy textures are similar to hairy or furry ones. They can be 
long or short, wavy or straight, dense or sparse, fine or coarse. Grassy 
textures may appear to be soft or scratchy. The straw that lines a horse’s 
stall, your backyard, and a field of flowers all have grassy textures.
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 ✓ Atmospheric perspective: The farther an object recedes into the dis-
tance, the grayer in value it seems to become, and the more blurred its 
edges and details look. (Atmospheric perspective is sometimes called 
aerial perspective.)

 ✓ Foreshortening: As the angle of viewing becomes more extreme, visual 
distortion becomes more pronounced.

Incorporating atmospheric perspective 
into your drawings
On a clear day, your ability to see faraway objects is affected by a variety of 
atmospheric components, such as tiny particles of dust and pollen or droplets 
of moisture. Your ability to see becomes even more obscured on days when 
the air is filled with haze, fog, smoke, rain, or snow. Because the atmosphere 
affects the way you see real life, you need to incorporate that same effect into 
your drawings via atmospheric perspective.

In Figure 11-9, the combination of atmospheric and geometric perspectives cre-
ates a more realistic view of a forest than you’d see if the artist chose to use only 
geometric perspective. As you look closely at the figure, notice the following:

 ✓ The trees in the front have more contrasting values than the ones in the 
distance. In other words, their shadows are darker, and their highlights 
are brighter.

 ✓ The trees in front appear more detailed than distant ones.

 ✓ The trees in front are larger than the ones in the distance.

 ✓ The bases of the trees become progressively higher on the paper as they 
recede into the distance.

Managing foreshortening
Foreshortening creates the illusion that the length of an object appears to 
shrink as the object is pointed straighter at you (see Figure 11-10 for an 
example). What’s more, the foreshortened qualities of objects become more 
noticeable when you see long objects from one end, as you see the boards in 
Figure 11-10.
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Figure 11-15: 
Setting 
up your 

two-point 
perspective 

drawing. 
 © 2003 Brenda Hoddinott

 2. Use your ruler and 2B pencil to draw a line vertical to the horizon line 
to represent the leading corner of your straight-sided form or building.

  In Figure 11-15, this line is marked AB.

 3. Use your ruler and 2B pencil to connect the top and bottom of the line 
you drew in Step 2 to each of the vanishing points (refer to Figure 11-15).

 4. Use your ruler and 2B pencil to draw two lines parallel to the line you 
drew in Step 2, making sure the end points for each line lie on the 
diagonal perspective lines you drew in Step 3 (see Figure 11-16).

  You can make these two lines (which are marked CD and EF in the 
figure) as close to or as far from the first line as you like. They don’t 
have to be equidistant from it.

 5. Use your ruler and 2B pencil to connect the end points of the first line 
you drew in Step 4 to the vanishing point on the opposite side of the 
paper; connect the end points of the second line you drew in Step 4 
to the vanishing point on the opposite side of the paper (refer to 
Figure 11-16).

  In the figure, points C and D are connected to VP-2 and points E and F 
are connected to VP-1. Now all the sides of your rectangular form are in 
their proper places.

 

Figure 11-16: 
Finishing 

up your 
two-point 

perspective 
drawing. 

 © 2003 Brenda Hoddinott

              

































237 Chapter 12: Making Meaningful Still-Life Drawings

 ✓ Choose a variety of objects that complement each other. Whether you 
decide on a functional grouping or a formal grouping, select objects that 
look good together. Try not to use extremes of scale within the same 
still life. It’s a good idea to use objects of various heights, but make sure 
they’re all substantial enough that none of them get lost. For example, 
if you place a small crystal candleholder next to a large metal vase, the 
vase will overwhelm the candleholder, and your viewers may not even 
notice the candleholder is there.

 ✓ Keep it simple. Three objects is a good number to start with. If each 
object is a slightly different height than the others, you can arrange 
them almost any way and they’ll look good.

 ✓ Decide where to set up your still life. If you don’t have a private studio, 
choose a spot where you can leave your still life set up until you’re fin-
ished drawing it.

 ✓ Set up some kind of background behind your still life. Don’t make the 
background an afterthought. After all, the background will be part of 
your finished drawing. You can set your still life up against a wall or a 
window, or you can hang a cloth or tape some colored paper to a board 
behind the still life to add some color.

 ✓ Decide what to use for a base. If the surface of the table you’re using for 
your still life isn’t something you want to draw, cover it with something 
else. Plain or patterned fabric can be a beautiful accent to a still life; 
however, the folds of fabric are challenging to draw. So if you’re new 
to drawing, we recommend skipping fabric in favor of white or colored 
paper as a base.

 ✓ Experiment with arrangement. Try a number of arrangements before 
settling on one. Here are just a few examples:

 • Spread out your objects.

 • Huddle your objects close together.

 • Group two objects together and separate one out. Experiment with 
which ones you group together and how far away the isolated one is.

 • Line up your objects in height order.

 • Line up your objects with the tallest in the center.

 ✓ Consider whether to use vertical, horizontal, square, or round draw-
ing paper. Most still-life drawings are either horizontal of vertical, but 
how do you choose which one’s for you? Take your cue from the general 
orientation of your subject matter. If your still life is made up of a group 
of fruit spread out horizontally on a blanket, a horizontal format is a 
good choice. On the other hand, if your still life is narrow and dominated 
by a tall vase or two, a vertical format is the best choice.
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system that comes in handy when you’re trying to decide how big to make 
the head of your subject compared to the legs and arms. We also show you 
how to move through a simple order of operations for every person drawing 
you make. You start with a gesture drawing and then use simple shapes to 
build the parts of the body on top of your gesture drawing. Finally, you use 
contour lines to complete your body drawing.

Examining superficial human anatomy
“The head bone connected to the neck bone, the neck bone connected to the 
back bone. . .”

Remember that song from way back when? Well, by now, you know there’s no 
bone called the “head bone,” but for drawing, it doesn’t really matter because 
you don’t have to memorize the correct names of all the body’s parts to be 
able to draw a body well. However, because many of the bones and muscles of 
the body are superficial — meaning you can detect them beneath the skin — 
you do need to know the basics of what’s going on beneath the surface of the 
body if you want to re-create them accurately on paper.

Take a look at both views of the skeleton in Figure 15-1. The center of the 
body is the spinal column. The spinal column connects with the base of the 
skull, runs along the back of the ribcage, and then curves forward slightly 
and back again (creating the curvature of the lower back) to connect with 
the back of the pelvis. The limbs of the body are extensions attached to the 
center of the body.

Now look at the front and back views of the superficial muscles in Figure 15-2. 
The body’s muscles attach to and wrap around the bones. Groups of muscles 
exert tension in opposing directions to hold everything in place and keep 
the body upright. Individual muscles contract and extend to facilitate move-
ment of the bones. When a group of muscles wraps around a particular bone, 
it creates a bulge that gives shape to that part of the body. For an example, 
compare the head and upper torso in Figure 15-1 to the head and upper torso 
in Figure 15-2. Notice that the muscles in Figure 15-2 have a lot to do with the 
characteristic shapes you see on those parts of the body.

Being able to identify the basic shapes of the bones and muscles in the body 
not only helps you understand where the lumps, bumps, and depressions in 
the body come from but also helps you see them more clearly as you draw. 
For example, take a look at Figure 15-2. Having a basic idea of what the neck 
looks like beneath the skin makes it easier to identify the real shape of the 
neck, which makes it easier to draw your subject’s neck.
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316 Part IV: The Part of Tens 

 ✓ Think of someone you know (or know of) and pick out a defining charac-
teristic of that person. Imagine drawing that person so that the charac-
teristic you’re thinking of is more noticeable than the person’s physical 
likeness.

 ✓ Ask your friends or co-workers what their favorite foods are; then trans-
form the people into walking, talking versions of those foods.

 ✓ Imagine that you can do something you’d never actually be able to do. 
Consider how other people might react to your new ability or power. 
Draw a cartoon of this scenario.

 ✓ Imagine that you have a very loving, very large pet. How would you react 
to the oversized pet? Draw a cartoon of how the pet changes your life.

 ✓ Imagine what you would do if you woke up one morning with six legs. 
Draw a cartoon of what you’d look like and what you’d do with your 
extra limbs.

 ✓ Imagine what might happen if the government contacted you and asked 
you to do a dangerous job that only you could do. Draw a cartoon of 
what the job might be and how you would respond.

 ✓ Imagine what would happen if the only way you could move around were 
on stilts, a pogo stick, or roller skates. Draw a cartoon of that scenario.

 ✓ Think about where and when you would go if you and your family could 
be transported in time. Create a cartoon of what you would wear, where 
you would go, and whom you would see.

Embracing Your Influences 
without Losing Yourself

When you were little, you figured out how to do most things by copying the 
actions of other people around you. Eventually, you mastered some basic 
life skills, and then — probably about the time you became a teenager — 
you started developing your own style of doing things. It’s the same way 
with drawing.

If you love the idea of cartooning, you’ve likely been inspired by some other 
artists’ cartoons, and you may want to borrow your favorite cartoonists’ styles 
and use them to make your own visual stories. Borrowing another artist’s style 
not only helps give you direction as you draw your first cartoons but also is 
a terrific way to develop your cartooning skills. Moreover, it’s comforting to 
create works that resemble the cartoons you like because it feels like you’re 
finding your style. The truth, though, is that if you want to grow beyond copy-
ing your idols and become the unique artist you’re meant to be, the real work 
begins as soon as you figure out how to imitate another artist’s style — when 
it’s time for you to branch out on your own and develop your own style.

              































331 Chapter 17: Ten Ways to Grow as an Artist

Local galleries can be intimidating when you’re first starting out, but don’t 
worry. They aren’t the only place in town to exhibit your work. Many restau-
rants and coffee houses love to exhibit work by local artists. Look around 
your town for venues that display original art made locally. Check with the 
venues’ staff to find out about their submission policies.

Many towns have cooperative galleries, which are typically run by members 
who pay regular dues. In exchange for dues and possibly volunteer work, 
members have the privilege of showing artwork. At some cooperative galler-
ies, you can display your work all the time. At others, you may be invited to 
take part in periodic group and/or solo shows. Research the galleries in your 
town to find out whether any of them are cooperative.
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337 Chapter 18: Answering Ten Common Copyright Questions

Can I Put a Copyright © Symbol 
on My Original Art?

As long as you’re the original creator of an artwork, you have the right to put 
the copyright symbol on it. Your work doesn’t have to be officially registered 
with the U.S. Copyright Office for you to use the copyright symbol.

How Do I Use the Copyright © Symbol?
A legitimate statement of copyright needs the following three elements:

 ✓ The copyright symbol

 ✓ The year the artwork was created

 ✓ The name of the artist

Here’s an example: Copyright © 2015, Joe Artist. You can put this informa-
tion anywhere on your drawing, but the ideal spot for it is one that’s clearly 
visible but that doesn’t distract the viewer from looking at the artwork.
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artist, growing as (continued)

sharing and showing work with 
others, 330–331

skill, 329
spontaneity, 329
staying true to yourself, 327
working from real-life scene and 

photograph, 327–328
artistic style

growing as artist, 326–327
natural rhythms and tendency, 

15–16
work in progress, 317

ArtRage software, 65
art-related forum, 326
Artweaver software, 65
atmospheric perspective. See also 

perspective
cloud drawing, 250
defi ned, 216
depth in drawing, 48
geometric perspective combined 

with, 216
people in distance, 304–306
tree drawing, 253

authorship, 334. See also copyright
Autodesk SketchBook Pro 

software, 66
Aviary drawing tool, 67
axis, 139–141

• B •
background, 237
backlight, 240–241
balance

subject in composition, 112–113
value and shape, 113–114
visual weight, 112–113

base object, still-life drawing, 237
beginner

conventions used in this book, 6
pencils for, 36

Berne Convention for the 
Protection of Literacy and 
Artistic Property, 336

blind contour drawing
lines and shapes as tool for 

investigation, 149–151
synchronization of eye and hand 

movement, 132–133
blog, art, 69
body. See people drawing
bone, 286–287
box, three-dimensional drawing, 

163–164
brain function

empty space, 86
inner eye perception, 95
left-brain, 84–87, 95
mathematical logic, 84
right-brain, 84–87, 95
symmetry, 86
vision, 83–84

Bristol board, 319
brush pen, 319
bulletin board, 29
bumpy texture, 192

• C •
calligraphic line, 319
canvas portfolio, 38
cardboard portfolio, 38
cartoon drawing

Bristol board, 319
cleaning up, 321
copying other, 316–318
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dark and light value plan, 321
decision making, 318
drawing space, 320
fan fi ction, 317
illustration board, 319
infl uences, 316–318
ink, 322
inspiration, 315–316
real-life scene, 317
sketch, 320–321
supplies, 318–320

cast shadow
darkest value, 158
defi ned, 157
furry and hairy texture, 196
light value, 166
still-life drawing, 236

cat
eye, 195
fur, 196–197
gesture drawing, 278–280

center line, 88–89
chair, 29, 31
chalk pastel, 38, 324
charcoal

compressed, 325
pencil, 325
powered, 39, 182, 325
sticks, 182
toning your paper, 182
types, 37, 182
vine, 325
wash, 325
willow, 325

chat room, 69
children

desire to draw, 12
fi rst drawing experience, 44

line drawing, 45
visualization of shape, 45

circle
animal drawing, 278
seeing object as, 46
three-dimensional drawing, 

165–167
class, art, 328–329
clean up, 321
Clifton, Sherry Stone
Oil Painting For Dummies, 329

cloud
atmospheric perspective, 250
dark and light values, 249
exercise, 250
observing to draw, 249
perspective, 250
shading, 249
and sky formation, 249–251

coffee cup
line drawing example, 44
still-life drawing, 241–245

color
three-dimensional drawing, 

160–161
transparent object, 235
visual perception, 160–161

color depth, scanner, 62
colored pencil, 320, 325
compass, 168
complementary shape, 107
composition

animal drawing, 280
balanced and agreeable, 52
balancing subjects in, 112–113
choosing by viewfi nder frame, 

122–123
contrast, 113–114
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composition (continued)

defi ned, 103
dynamic, 110–111
elements, 104
focal point emphasis, 104–106
horizontal-rectangle placement, 51
“L” composition, 121
line, 108–112
lopsided, 113
negative shapes, 106–108
“O” composition, 118–119
overlapping, 106
from photograph, 123–124
project, 125–129
rule of thirds, 116–118
“S” composition, 118–119, 125
stages of drawing, 51–52
static, 110–111
still-life drawing, 232
subject size consideration, 114–115
“U” composition, 120

compound curve, 138
compressed charcoal, 325
computer

hardware, 61–62
Mac versus PC, 63
selection, 63

computer-based drawing. See digital 
drawing; online drawing

cone, 163–164
confi dence, 18, 96
construction line, 143
contact shadow, 157, 188
conté crayon, 38, 325
contemporary art, 16
continuous tone

example, 174
graphite pencil, 172–173
natural mark, 173

contour line
blind contour drawing, 132–133
mouth, 299
versus outline, 165
people drawing, 291–292

contrast
balancing values and shape, 

113–114
capturing viewer attention 

through, 106
composition, 113–114
focal point, 106
full-value, 159
functional relationship grouping, 

233–234
high, 158–159
low, 158–159
shading, 49
three-dimensional drawing, 

158–159
value, 158–159

convergence, 206
copyright

Berne Convention for the 
Protection of Literacy and 
Artistic Property, 336

claiming, 336
conventions used in this book, 5
defi ned, 333–334
fair use doctrine, 335
image, drawing from, 335
image, making changes to, 335
infringement, 336
non original artwork, 334
original works of ownership, 334
plagiarism, 335
proof of ownership, 336
registration, 336
symbol, 337
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U.S. Copyright Offi ce, 333–336
work of authorship, 334
works protected by, 334

core shadow, 157, 166
Corel Painter Essentials 

software, 65
Corel Painter software, 66
Corel PaintShop Pro software, 65
CPU (speed), 62
crayon, 38, 325
creativity

growing as artist, 329
sketchbook, 34

crosshatching
darkness and lightness of 

values, 174
defi ned, 174
exercise, 176–177
fabric texture illusion, 192
full range of values using, 179
hatching difference, 174
mesh-like structure of shadows, 

177–178
set, 177
styles, 177–178
three-dimensional form illusion, 

177–178
crowds, people drawing

in distance, 304–306
motion caption, 308–311

crystal object, 234–235
cube

one-point perspective example, 
218–220

perspective line, 208
square to cube transformation, 

162–163
two-point perspective example, 

220–221

current trends, 12
curved hatching line, 195
curved line, 138
cylinder, 163–164

• D •
da Vinci, Leonardo (artist), 26
dark value

animal drawing, 279, 283–284
balance, 113–114
cast shadow, 157–158
cloud, 249
determining, 184–185
feature, 276
planning, 321
refi ning, 185
scaling from light to dark, 178–179

decision making, 318
dedicated graphics card, 62
depth

overlapping as illusion to, 106
perspective on, 47–48, 214–215

desire to draw. See motivation
Detail layer, 80
devianART Web site, 68
diagonal line, 109–110, 135
digital drawing. See also online 

drawing
advanced technology, 57
advantages, 58–61
computer monitor, 62
computer selection, 63
CPU (speed), 62
digital canvas, 59–60
fl exibility, 60–61
graphics tablet, 66
hard drive space, 62
hardware, 61–62
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digital drawing (continued)

input device, 58
layer, 73–75
on-board video, 62
pen, 66
project, 75–81
RAM memory, 62
saved version, 59–60
scanner, 62
shared artwork, 60
sketch, 73
software, 63–67
tools, 72
Undo feature, 59
video graphics card, 62

dimension measurement, 146–149
dip pen, 319
direct light, 156
display board, 29
distance

people drawing, 304–306
tree drawing, 252–253

dog
ear, 196
fur, 196–197, 270–274

doodling
creating drawing from, 99
fi nding shapes in, 97–98
preconceived idea, 98
project, 98–99
seeing beyond the line, 99
visual perception, 96–97

dramatic drawing subject, 92
drawing

benefi ts of, 13–14
defi ned, 11
earliest know, 11

niche, 12
as whole-body experience, 13

drawing format, 111
drawing habits, 16–18
Drawing Hands (Escher), 24
drawing paper

color, texture, and type, 39
still-life drawing, 237
tracing, 53–55

drawing preference
loose versus tight drawing, 24–25
mark-making techniques, 23–24
pencil-holding methods, 20–23
perceptions and logic approach, 24

drawing space
comfort, 29–30
exclusive to drawing, 28–29
items needed in, 29–30
lighting, 29, 320
spare room, 28–29
table, 29–30

drawing table, 29–30
Drawing Tutorials Online Web 

site, 70
Drawspace Web site, 70
duct tape, 38
Duey’s Drawings Web site, 70
dynamic composition, 110–111
dynamism, 225

• E •
ear

dog, 196
people drawing, 301–302

egg (project), 186–189
Egyptian drawing, 11, 26
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8H pencil, 39
elements of composition, 104
ellipse, 163, 168, 243
embellishment, 325
embroidery, 13, 325
emotion, 14
emphasis, focal point, 104–106
entry-level software, 65
eraser

kneaded, 36–37, 182, 319
pink, 37
subtractive drawing, 182
varying pressure put on, 183
vinyl, 36–37, 182, 319
winter scene using, 261–263

erasing shield, 152
Escher, M.C.
Drawing Hands, 24

essential line, 54
evaluation, 321
exercise. See project
exhibition, 330–331
experimentation

with drawing media, 324–325
growing as artist, 324–325
still-life drawing, 237

exploration
dramatic drawing subject, 92
fi nding drawing object, 90–91
food-inspired drawing, 93
landscape drawing, 93–94
lines and shapes as tool for 

investigation, 149–152
eye

brow, 297–298
cat, 195
eyeball, 297
eyelash, 298

inner eye perception, 95
iris, 298
lid, 297–298
people, 297–298
proportion, 294
pupil of iris project, 39–41
synchronization of eye and hand 

movement, 132–133
texture, 195

eye-level line. See horizon line

• F •
fabric

drawing plan, 199
embroidery, 325
texture, 192, 194

face proportion, 293–294
fair use doctrine, 335
fan fi ction, 317
feather, 275–276
feet

drawing with, 13
motion capture, 308
shading, 49

Figure Drawing For Dummies 
(Okabayashi), 285

fi le sharing, 69
fi nal spray fi xative, 37–38
fi nding inspiration. See inspiration
fi nger smudge, 181
fl at object, 241
fl exibility

digital drawing, 60–61
layer, 74–75

fl ower
grouping, 257–259
individual, 259–260
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fl ower (continued)

project, 264–268
shading, 258–259
stamen, 265
unity, 259–260

fl uffy texture, 193, 195–196
focal point

contrast, 106
defi ned, 104
emphasis, 104–106
off-centered, 105
path leading eyes to, 105–106
primary, 104
rule of thirds, 117
secondary, 104–105

food-inspired drawing, 93
foreshortening

defi ned, 216
geometric perspective combined 

with, 216–217
length of object illusion, 217
nose profi le example, 218
people drawing, 290–291

formal similarity grouping, 
233–234

forum, 326
4B pencil, 36
free online drawing tool, 67
frontal lighting, 240
frustration, 17
full scale of value, 178–179
full-value contrast, 159
functional relationship grouping, 

233–234
fur, animal

curved strands, 272–273
illusion of light on, 196

illusion of volume, 271
long, 270–273
shading, 278
short, 270–272
spotted, 271–272
underlying form, 273–274

furry spot, 202–204
furry texture, 192–193, 196–197
fuzzy texture, 193, 195–196

• G •
gallery, 324, 331
Garcia, Antonio Lopez (artist), 52
geometric perspective. See also 

perspective
atmospheric perspective 

combined with, 216
convergence, 206
defi ned, 205
foreshortening combined with, 

216–217
horizon line, 206–209, 211–213
limitation in three-point 

perspective, 222
perspective line, 206
uses for, 205
vanishing point, 206, 209–213

gesture drawing
animal, 277, 281
exercise, 139–141
lifting drawing tool from, 142
messiness of, 142
motion capture, 306–307
quick drawing, 32, 142
of tree, 254

GFXartist Web site, 68
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Giddings, Anita
Oil Painting For Dummies, 329
Pastels For Dummies, 324

Gimp software, 64
glass object, 234–235
glistening texture, 193–195
graduation, 179–181
graphics card, 62
graphics tablet, 66
graphite

pencil, 172–173, 182
powered, 39, 182
sticks, 182
toning your paper, 182

grassy texture, 193, 198
gridline, texture, 199
Ground layer, 77–78
grouped objects

fl ower drawing, 257–259
formal similarity grouping, 233–234
functional relationship grouping, 

233–234
still-life drawing, 233–234

• H •
hair texture, 50, 176, 193, 196–197, 

302–303
hand

motion capture, 308
synchronization of eye and hand 

movement, 132–133
hard drive space, 62
hardware, digital drawing, 61–62
hatching

crosshatching difference, 174
curved line, 195

darkness and lightness of 
values, 174

defi ned, 174
different values using, 175
directions and angles, 176
exercise, 175
furry texture illusion, 192
graduation, 180–181
set, 174
styles, 176
texture, 176

HB pencil, 36
head

proportion, 289–294
tilted/turned, 294

hieroglyphic, 11
high contrast, 158–159
highlight, 40, 156, 240
holding pencil, 20–23
horizon line

above and below eye level, 207–208
defi ned, 206
eye level, 208
fi nding in real-life scene, 211–213
line parallel or perpendicular 

to, 207
visual perception, 207–208

horizontal line, 110, 135
horizontal-rectangle placement, 51
human. See people drawing

• I •
icing, 13
icon

conventions used in this book, 5–6
digital tool, 72
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idea. See inspiration
illustration board, 319
image, copyrighted, 335
imaginary line, 139–141
imagination

benefi ts of drawing, 13
inspiration, 26

impressionism, 326
individuality, 10–11
infl uence vacation, 317
infringement, copyright, 336
ink, 322, 325
inner eye, 94–95
input device, 58
inspiration

board, 25
cartoon drawing, 315–316
conventions used in this book, 4
drawing from memory, 27–28
passion, 25
personal interest, fi guring out, 25
playful uses for drawing, 13
through other artists’ works, 26
through your own works, 26

interactive online drawing, 69
Internet. See also digital drawing; 

online drawing
as drawing resource, 329
sharing and showing work 

through, 330
tutorial, 70
watching replay of drawing, 70–71

iris, eye, 298

• J •
jagged texture, 176

journal
growing as artist, 326
logging ideas and inspiration, 34

• K •
kneaded eraser, 36–37, 182, 319
kneading, 182
Kollwitz, Käthe
Woman with Dead Child, 24

• L •
“L” composition, 121
land and sky, 248
landscape drawing. See also nature 

drawing
exploration, 93–94
rough and grassy texture, 198
visual perception, 94

layer
Detail, 80
digital drawing, 73–75
fl exibility, 74–75
Ground, 77–78
Leaves, 79
Mountains, 77–78
new layer creation, 76
portrait, 75
Sky, 77–78
stack, 74
Trees, 79
types, 76
Water, 77–78

leather portfolio, 38
leather texture, 194
Leaves layer, 79
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Leda and the Swan (Twombly), 44
left-brain function, 84–87, 95
length of object illusion. See 

foreshortening
lesson, art, 328–329
light value

animal drawing, 279, 283–284
balancing with shape, 113–114
cast shadow, 166
cloud, 249
determining, 184–185
feather, 276
planning, 321
refi ning, 185
scaling from light to dark, 178–179

lighting
backlight, 240–241
direct, 156
drawing space, 29, 320
frontal, 240–241
highlight, 156, 240
light source, 156, 158
natural, 239
overhead, 240
refl ected, 157, 167–168, 240
right side, 240
still-life drawing, 238–241
three-dimensional drawing, 

155–158
line

angled, 137–138
animal drawing, 282
blind contour drawing, 132–133
calligraphic, 319
combining different, 134
comfort level of drawing, 131–132
compositional, 108–112

construction, 143
contour, 132–133, 165, 291–292, 299
coordination of vision with hand, 

132–133
curved, 110, 138
diagonal, 109–110, 135
emotive value, 134
essential, 54
functional eye path, 108–110
gesture drawing exercise, 139–141
horizontal, 110, 135
imaginary, 139–141
“lost,” 145
as most essential drawing 

component, 44
perspective, 206
seeing beyond the, 99
seeing edges as, 44
squiggly, 202
stages of drawing, 44
straight, 135–137
variety of types, 134–135
vertical, 110, 135
weight, 134, 145, 244

linear perspective. See geometric 
perspective

lips, mouth, 298–300
logic, 24
loose versus tight drawing, 24–25
lopsided composition, 113
“lost” line, 145
low-contrast, 158–159

• M •
Mac computer, 63
mark-making technique, 23–24
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mathematical logic, 84
Matisse, Henri (artist), 16
matte texture, 193–195
mechanical pencil, 36, 319
media. See supplies
memory

drawing from, 27–28
RAM, 62

Michelangelo (artist), 26
mind’s eye, 94–95
mineral spirits, 325
monitor, computer, 62
motion capture

gesture drawing, 306–307
hands and feet, 308
people drawing, 306–308
photographic reference, 306
project, 308–311

motivation
benefi ts of drawing, 13–14
desire to draw, 9–12
fi nding uses for drawing, 12–13

Mountains layer, 77–78
mouth

contour line, 299
lips, 298–300
opened, 300–301
people drawing, 298–301
shading, 299–300
teeth, 301

muscle, 286–287
museum, art, 324

• N •
natural lighting, 239
natural mark, 173

nature drawing. See also landscape 
drawing

challenged, 247
cloud, 249–251
fl ower, 257–260, 264–268
people in, 248
sky, 248–251
tree, 252–256
winter scene, 261–263

negative shape
composition, 106–108
left-to-right brain thinking, 87–88
positive shape comparison, 

145–146
story telling with, 107–108

nonrepresentational art, 326
nose

foreshortening example, 218
front-facing, 295
nostril, 296
people drawing, 295–296
profi le, 295
shading, 295–296

• O •
“O” composition, 118–119
Oil Painting For Dummies (Giddings 

and Clifton), 329
Okabayashi, Kensuke
Figure Drawing For Dummies, 285

on-board video, 62
one-point perspective, 210, 218–220
online drawing. See also digital 

drawing
art blog, 69
art community, 68
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chat room, 69
fi le sharing, 69
free tools, 67
interactive, 69
portfolio, 68–69
recordable drawing tool, 69
replay, 70–71
speed painting, 71
tutorial, 70

openCanvas software, 65
order of operation

drawing habits, 17–18
stages of drawing, 43

organization
sketchbook, 31
storage container, 30

outline, 165, 292
overhead lighting, 240
overlapping

identifying perspective, 214
illusion of depth, 106

ownership, 334. See also copyright

• P •
painting

resource, 329
speed, 71

Paint.NET software, 64
PaintShop Pro program (Corel), 65
paper

color, texture, and type, 39
smooth, 319
still-life drawing, 237
tracing, 53–55, 319

passion, 25
pastel, chalk, 38, 324

Pastels For Dummies (Stone and 
Giddings), 324

patience, 18
pattern

combining forms of, 200–201
defi ned, 191
striped, 192
versus texture, 191–192
three-dimensional drawing, 200–

201
PC computer, 63
pear, 143
pen

brush, 319
digital drawing, 66
dip, 319
technical, 320

pencil
for beginner, 36
charcoal, 325
colored, 320, 325
graphite, 172–173, 182
holding, 20–23
mechanical, 36, 319
nonstandard, 39
sharpener, 37, 326
types, 36, 39
woodless, 39

people drawing
atmospheric perspective, 304
bone and muscle, 286–287
contour line, 291–292
crowds, 304–306, 308–311
distance/far-off, 304–306
ear, 301–302
eye, 297–298
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people drawing (continued)

eye proportion, 294
face proportion, 293–294
foreshortening, 290–291
gesture, 289
hair, 196–197, 302–303
head, 289–291
head proportion, 293–294
improving skill set through, 32
motion capture, 306–308
mouth, 298–301
in nature, 248
nose, 295–296
outline, 292
overview, 285
perspective, 214–215
portrait, 292–293
project, 308–311
proportion, 288
skeleton, 286–287
suggested form, 304
superfi cial aspect, 286

perception. See also visual 
perception

drawing preference, 24
on perspective, 209

perspective. See also atmospheric 
perspective; geometric 
perspective

cloud drawing, 250
on depth, 214–215
foreshortening, 216–218
illusion of depth, 47–48
line, 206
one-point, 210, 218–220
overlap device, 214
people drawing, 214–215

perception, 209
scale device, 214
still-life drawing, 238
three-dimensional drawing, 162
three-point, 222–225
two-point, 210, 220–221
vertical location device, 214
volume, 47–48

photograph
fi nding vanishing point in, 209–211
planning composition from, 

123–124
working from, 327–328

photographic reference, 306
photorealism, 327
photo-sharing, 330
Photoshop software (Adobe), 66
Picasso, Pablo (artist), 16
pictogram, 11
pink eraser, 37
Pitcher, Colette
Acrylic Painting For Dummies, 329
Watercolor Painting For 

Dummies, 329
Pixelmator software, 65
plagiarism, 335
plan. See also composition

dark and light value, 321
impulse to draw, 103
texture, 199–200

plastic triangle, 319
point of view. See perspective
Pollock, Jackson (artist), 16
portfolio

as needed supply, 38
online, 68–69
types, 38
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portrait drawing. See also people 
drawing

animal, 277–279
inspiration, 13
layer, 75

positive shape
composition, 106
negative shape comparison, 

145–146
right-to-left brain thinking, 86–87

posture. See gesture drawing
powered charcoal, 39, 182, 325
powered graphite, 39, 182
practice

acquiring basic skill, 17
order of operation in, 17–18
patience and confi dence, 18
before using ink, 322

preference
loose versus tight drawing, 24–25
mark-making techniques, 23–24
pencil-holding methods, 20–23
perceptions and logic approach, 24

prehistoric drawing, 26
primary focal point, 104
problem

positive and negative shape 
comparison, 145–146

proportion, 145–148
professional software, 66–67
project

animal drawing, 280–284
composition, 125–129
conventions used in this book, 

1–2
digital drawing, 75–81
doodling, 98–99

exploration and observation, 
149–152

fl ower, 264–268
motion capture, 308–311
people drawing, 308–311
proportion, 149–152
pupil of iris, 39–41
shading, 186–189
sphere, 167–170
stages of drawing, 52–55
still-life drawing, 241–245
texture, 201–204
three-point perspective, 225–228
winter scene, 261–263

proportion
breaking objects into simple 

shapes, 143–145
defi ned, 142
dimension measurement, 146–149
exploration and observation 

project, 149–152
eye, 294
face, 293–294
head, 293–294
people drawing, 288
problem, fi xing, 145–148
project, 149–152
shape, 143–145
space between object 

measurement, 149
volumetric-form, 143

proportional relationship, 146–149
protection. See copyright
pupil of iris project, 39–41

• Q •
Queeky drawing tool, 67
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• R •
RAM memory, 62
raster-based software, 64
RateMyDrawings drawing tool, 67
realism, 327
real-life scene

cartoon drawing, 317
drawing from memory, 27
fi nding horizon line and vanishing 

point in, 211–213
growing as artist, 327–328
working from, 327–328

recordable drawing tool, 69
rectangle

horizontal placement, 51
three-dimensional drawing, 

163–164
Redbubble Web site, 68
refl ected light, 157, 167–168, 240
registration, copyright, 336
Rembrandt elephant drawing, 178
replay, online drawing, 70–71
representational art, 327
resolution, scanner, 62
right triangle, 117–118
right-brain function, 84–87, 95
Rockwell, Norman (artist), 52
rough texture, 176, 193, 198
rounded object, 138–139
rule of thirds, 116–118
ruler

size, 37
smudge, 136
straight line drawing, 136, 319
types, 37

• S •
“S” composition, 118–119, 125
sand drawing, 13
sandpaper, 37
saved version, 59–60
scale device, 214
scanner

hard copy sketch, 73
resolution and color depth, 62

scribbling
contemporary art, 16
textural mark making, 202

s-curve, 110
Seashore software, 65
secondary focal point, 104–105
set

crosshatching, 177
hatching, 174

shading. See also additive drawing; 
subtractive drawing

animal drawing, 278, 283
building light and volume through, 

48–49
changes in topography, 49
cloud, 249
contrast, 49
egg project, 186–189
fl ower drawing, 258–259
light and dark value 

determination, 184–185
mouth, 299–300
nose, 295–296
refi ning values, 185
rough and grassy texture, 198
textural mark making, 198, 201–202
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three-dimensional drawing, 48–49, 
162–164

tree drawing, 256
wing, 275

shadow
cast, 157–158, 166, 196, 236
contact, 157, 188
core, 157, 166
furry and hairy texture, 196
mesh-like structure of, 177–178
three-dimensional drawing, 

155–158
shaft, feature, 276
shape

balancing value and shape, 
113–114

breaking objects into, 45–47, 
143–145, 242–243

complementary, 107
doodling to fi nd, 96–98
drawing format, 111
ellipse, 243
line of symmetry, 88–89
negative, 86–87, 106–108, 145–146
pear, 143
positive, 86–87, 106, 145–146
proportion, 143–145
selection, 111
square to cube transformation, 

162–163
stages of drawing, 45–47
as starting point to drawing, 45
three-dimensional drawing, 

162–167
value, 159–161
visual perception, 160–162

shared artwork
digital drawing advantage, 60
through Internet, 330

sharpener, pencil, 37
shiny texture, 193–195
simplicity, 237
site. See Web site
6B pencil, 36, 173
size of subject, 114–115
skeleton, 286–287
sketch

cartoon drawing, 320–321
different combination of, 

320–321
digital drawing, 73
evaluation, 321
groups, 14
thumbnail, 320

sketchbook
creativity, 34
ideas, playing with, 34
as needed supply, 35
for on-location drawing session, 

31–34
organization, 31
size, 35

skill
basic, 17
conventions used in this book, 4
growing as artist, 329

sky
clear and calm, 250
and cloud formation, 249–251
cloudy and picturesque, 250
and land together with, 248
stormy and angry, 250
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Sky layer, 77–78
skyscraper, 222–225
smooth drawing paper, 319
smooth texture, 192–195
smudge

fi nger, 181
ruler, 136

software
Adobe Photoshop, 66
ArtRage, 65
Artweaver, 65
Autodesk SketchBook Pro, 66
Corel Painter, 66
Corel Painter Essentials, 65
Corel PaintShop Pro, 65
digital drawing, 63–67
entry-level and affordable, 65
free drawing tools, 64–65
Gimp, 64
openCanvas, 65
Paint.NET, 64
Pixelmator, 65
price, 64
professional-level, 66–67
raster versus vector-based, 64
reputation, 64
Seashore, 65
selection consideration, 64
TwistedBrush, 65

sound system, 29
speed painting, 71
sphere

project, 167–170
texture, 195
three-dimensional drawing, 

165–167
spontaneity, 329

spotted animal fur, 271–272
spray fi xative, 37–38
square

one-point perspective example, 
218–220

seeing objects as, 46
square to cube transformation, 

162–163
squiggly line, 202
squinting, 159–161, 199
stack, layer, 74
stages of drawing

composition, 51–52
lines, 44
order of operation, 43
project, 52–55
shapes, 45–47
texture, 49–50
three-dimensional, 47–49

static composition, 110–111
still-life drawing

background, 237
base object, 237
cast shadow, 236
composition, 232
crystal object, 234–235
drawing paper, 237
experimentation, 237
fl at object, 241
glass object, 234–235
grouped objects, 233–234
lighting, 238–241
meaningful objects, 232
object arrangement, 236–238
perspective, 238
as popular subject in history of 

art, 231
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project, 241–245
subject selection, 231
texture, 235–236
theme, 234
transparent object, 234–236
visual element, 233

Stone, Sherry
Pastels For Dummies, 324

storage container, 30
story telling, 107–108
straight line

drawing stages, 136–137
drawing with ruler, 136
types, 135

striped pattern, 192
studio. See drawing space
style

growing as artist, 326–327
natural rhythms and tendency, 

15–16
work in progress, 317

subject
conventions used in this book, 5
dramatic drawing, 92
fi nding to draw, 90–91
proportion, 113
size, 114–115
still-life drawing, 231

subtractive drawing. See also 
additive drawing; shading

defi ned, 171, 181
eraser, 182
exercise, 182–183
toning your paper, 182

suggested form, 304
Sumo Paint drawing tool, 67

supplies
cartoon drawing, 318–320
charcoal, 37, 39
cheap versus expensive, 15
colored pencil, 38
conté crayons and chalk pastel, 38
eraser, 36–37
necessities, 35–38
pencil, 36
pencil sharpener, 37
portfolio, 38
ruler, 37
saving money on, 34–35
selection considerations, 14–15
sketchbook, 35
spray fi xative, 37–38
wish-list items, 38–39

surrealism, 327
surrealist, 96
symbol, copyright, 337
symmetry

line of, 87–88
visual perception, 86

• T •
table, drawing, 29–30
talent

deciding to draw, 9–10
sensitivity to visual facts, 10

tape, 38
technical pen, 320
textural mark making, 198, 201–202
texture

bumpy, 192
challenge of re-creating, 193–194
combining forms for, 200–201

              



358 Drawing For Dummies, 2nd Edition 

texture (continued)

defi ned, 191
degree of realism, 49
fabric, 192, 194
fl uffy, 193, 195–196
furry, 192–193, 196–197
fuzzy, 193, 195–196
glistening, 193–195
grassy, 193, 198
gridline, 199
hairy, 50, 176, 193, 196–197, 

302–303
hatching, 176
jagged, 176
leather, 194
matte, 193–195
versus pattern, 191–192
plan, 199–200
project, 201–204
rough, 176, 193, 198
shiny, 193–195
smooth, 192–195
sphere, 195
stages of drawing, 49–50
still-life drawing, 235–236
three-dimensional drawing, 

200–201
tree, 256
types, 193
visual perception, 198

theme, 234
third eye, 94–95
thread, 325
three-dimensional drawing. See 

also value
box, 163–164
circle, 165–167

color, 160–161
cone, 163–164
contrast, 158–159
cylinder, 163–164
ellipse, 163
light and shadows, 155–158
pattern, 200–201
perspective, 47–48, 162
rectangle, 163–164
shading, 48–49, 162–164
shape, 162–167
sphere, 165–167
square to cube transformation, 

162–163
stages of drawing, 47–49
texture, 200–201
triangle, 163–164

three-point perspective
dynamism, 225
geometric perspective 

limitation, 222
project, 225–228
skyscraper example, 222–225

thumbnail sketch, 320
tight versus loose drawing, 24–25
time

fi nding time to draw, 28–30
timing yourself, 28

tone, 172–174
toning your paper, 182
tool. See supplies
tracing paper, 53–55, 319
transparent object, 234–236
trapezoid, 46
tree

atmospheric perspective, 253
bark, 198

              



5359 Index

distant, 252–253
gesture drawing, 254
nearby, 253–256
shading, 256
texture, 256

Trees layer, 79
trends, 12
triangle

rule of thirds, 117–118
three-dimensional drawing, 

163–164
tutorial, 70
TwistedBrush software, 65
2B pencil, 36, 173
2H pencil, 36, 173
Twombly, Cy
Leda and the Swan, 44

two-point perspective, 210, 220–221

• U •
“U” composition, 120
Undo feature, 59
U.S. Copyright Offi ce, 333–336. See 

also copyright

• V •
value. See also three-dimensional 

drawing
balancing value and shape, 

113–114
contrast, 158–159
defi ned, 155
full scale of, 178–179
illusion of depth, 155
light and shadow, 156–158

from light to dark, 178–179
refi ning, 185
shape, 159–161
visual perception, 159–161

Van Allsburg, Chris (artist), 52
vanishing point

defi ned, 206
fi nding in photograph, 209–211
fi nding in real-life scene, 211–213

vector-based software, 64
vertical line, 110, 135
vertical location, 214
video graphics card, 62
video Web site, 71
viewer attention capture, 104–106
viewfi nder frame, 122–123
vine charcoal, 325
vinyl eraser, 36–37, 182, 319
vinyl portfolio, 38
visual element, 233
visual perception

brain function, 83–90
color, 160–161
doodling, 96–97
dramatic drawing subject, 92
fi nding drawing subject for, 90–91
food-inspired drawing, 93
horizon line, 207–208
inner eye, 94–95
landscape drawing, 94
perspective, 209
shape, 160–162
squinting, 159–161
symmetry, 86, 88
texture, 198
value, 159–161

visual weight, 112–113
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volume
animal fur, 271
depth perspective, 47–48

volumetric-form, 143

• W •
Water layer, 77–78
Watercolor Painting For Dummies 

(Pitcher), 329
water-resistant portfolio, 38
Web page, 330
Web site

art community, 68
drawing tool, 64–65, 67
photo-sharing, 330
tutorial, 70
video, 71

weight, line, 134, 145
willow charcoal, 325
wing, drawing project, 280–284
winter scene (project), 261–263
Woman with Dead Child 

(Kollwitz), 24
work in progress, 317
workable spray fi xative, 37–38
workshop, 328–329

• Y •
YouTube Web site, 71
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