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Beta House French Doors 19 x 25 inches (48 x 63 cm) - 2009



“Great painting is the product of a mind that is seeing, tastamgl exploring the entire fabric of life.”

-- W. Somerset Maugham

| just LOVE colored pencils! The more colors | own thedrel feel. But to tell you the truth, all you really
need to start out an adventure in artistic exploratian ligsic set of 24 pencils, a paper pad, two eraserge(whi
and kneaded) and a pencil sharpener. That's it! Good qualtsriaia help the students to produce better art as
opposed to the use of low-quality supplies. However, it'somgmt to remember that it's not just the materials
that create a winning painting, but the artist who orchiesttaeauty and harmony on paper.

Colored pencils are versatile: they can be mixed witleromedia like watercolor, graphite, pastel, markers
and even acrylic paint. Pencils allow for maximum controkalist rendering and deliver rich colorful surfaces.
They are also the easiest medium to master drawihgraé. For all of these reasons, | believe colored pencils
offer the perfect medium for the beginning artist.

So, let’s begin!

* % H

Burnishing— a technique of layering color with heavy pressure. Taodsdolorless blender, white pencil,
turpenoid or mineral spirits are used to get rid of any textaneds appearing in the drawing. In other words,
burnishing allows the artist to polish the surface to its max smoothness, producing deeper darks and rich
mid-tones.

Colorfast or Lightfast paper or pencidscolor resistant materials that resist to fading fligimt, heat, acids or
other environmental agents. In other words, these are papkpEencils that don't “age” with time.

Deckle Edge- the feathery paper edge in handmade or mould made papdseéiutiful and creative to tear
sheets into smaller pieces of paper to achieve thisyilaledkle edge in lithographic prints and drawings. The
deckle edge is not covered with a mat when framed.

GSM or Grams per square meteithe gram weight per square meter of paper that does nyotvith sheet
size. It is helpful for the artist to determine paper’sghe Strathmore Bristol vellurpaper, for example, is 100
Ib (260g/m2) whileStrathmore Drawing mediumpaper is 80 Ib (130g/m2)—meaning the first is heavier (thicker)
than the second.

Hue— another word for “color” (ex. red, green).

pencils are also transparent when layered with slightilganessure.
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Edges play crucial role in drawing. Some must be definitedaadriptive, others soft and less color intense.
- Blurred edges exist where colors are similar in value.
- Hard edges occur through strong contrast of light and dark.

- Linear edges are descriptive, defining form.

7*

There are several ways to transfer your final outline onto
clean drawing paper. | usually complete a freehand drawing
on my good paper, and have no need to transfer anything—
unless I'm working on a vase or geometrically complex
composition. If |1 do transfer the image, either from my
picture or my sketch, | rely on the window light. You can
also use either a light box or transfer paper.

Here are some transfer methods:

- &

Mylar is a transparent type of paper often used insbédchnsfer paper. It leaves no residue while drawing
and is a popular choice among artists.

- # #:




Many artists use a slide or a photo, and then progaiége onto drawing paper and trace the outline with a
graphite pencil. It is the quickest method to change thke sif drawing from a tiny picture to a giant piece.
However, beginners must be aware of possible distortiomeeipicture. If the projector is situated at an angle, or
the picture is too small, or the print of poor quality, ttmage will be blurred and distorted. In my opinion, the
projector can help you determine size relationships quicklyydwistill need to understand and redraw both the
geometry and perspective to achieve the accurate results.

- o

This is a great method for transferring your image ontwidgpaper during the day, if your paper is not too
large or heavy. (Heavy papers don't allow enough light to gassigh to see the lines). This is my favorite

transferral method, despite the fact that | can’t enltdrgelrawing.

*

Here is a proven technique that the old masters employacygscale mural painting.

First, divide the picture into equal squares with a grepbéncil and a ruler. Then, on the larger piece of
paper, draw a grid. Finally, hand transfer parts ofdfasving onto your clean paper, relying on the previously
divided image. Each small square contains a part of dberpito be copied into the corresponding larger square.

This method is time-consuming, but effective and accurate.



I cannot stress enough that the success of your
finished piece depends on your drawing skills. Despite
wonderful colors and composition, if a vase appears
crooked it will diminish the appeal of your finished
drawing. If your perspective is intuitive, your landscape
will exhibit proportional discord. In other words, any
artist (amateur or professional) must spend enough time
studying an object—its shape, proportion, scale and
view in perspective—to create a successful drawing.

For these and many other reasons all beginning
artists must sketch out objects, understanding their form,
color relationships and shadow patterns, rather than

solely relying on provided outlined drawings of projects.



It is important to establish good proportions betweendjects. While . - 3
sketching, | keep a grid in my mind to check the distancesr@ationships

between all the elements in my work. How tall is the vasgmparison to its

flower? How wide are the marbles in comparison to the veles®? far is the |
marbles’ cast shadow to the table’s edge?

The most striking drawings always posses strong corafdight and shade
and show relative dynamism of objects—a beautifully lit elysase, half- &
hidden in darkness; bright fruit casting long shadows acrassle tdescribing
surrounding space; a single translucent flower contrastingntipéiness of deep
a blue background.

In your drawings, try creating a setup that visually attrattemtion with its own abstract patterns of light and
shade. Also, look at representational artwork by Cagiea George de La Tour and Rembrandt—all highly
regarded masters of chiaroscuro painting—to better unddrtarconcept of light and shade.

;6 While shading, constantly turn the colored pencil to itesito keep it sharp longer. Also, apply

more pressure as you progress from light to dark in theexgrhdations.

Still Life with Marbles & Crystal -9 x 12 inches (23 x 30 cm) - 2007 - private collection



# : Draw the outline.

# . | tap a kneaded eraser lightly over the lines to

lighten my pencil outline. I've decided to make the backgdoun
white to focus on the peach and its cast shadow moraw tiire
core shadow with “olive green” and the cast shadow with
“Tuscan red.” | draw with yellows around the highlights. “Poppy

red” pencil outlines the fruit.

# ® with varied pressure and multidirectional stroke |

apply “crimson red” over the entire peach surface, teathe

highlights untouched.



# )): A wash of mineral spirits is applied over the entire

image. The colors become much brighter and the surface gets

smoother. Wait till it dries.

# . Varying pencil pressure, | draw the cast shadow with

“grass green.” The cast shadow right under the peachysdaek
and crisp and contains some peach color. It becomés sofd
lighter further away. | use “poppy red” and “orange” to diaer
the dry surface of fruit. |1 also touch up yellow highlights with

“olive green.”

# HE After establishing this basic, vivid, warm tone | work

on textural details. With sharp pencil lead of “crimsori’ edraw
random grain to imitate the fruit's texture.

Next, | consider differences in color temperature. To céiol o
the surface, | use “mulberry,” “lilac” and “cool grey 50%,”
drawing the reflected light on the sides. The same grey ®lo

added in the cast shadow



# 6 You can introduce a variety of local colors

into your picture by layering them over black
underpainting. Apply “cerulean blue” and “dark green”
in the vase, marbles and their reflections, while using a
mix of “yellow ochre” and “cerulean blue” to cover the
lighter areas in the vase. Add “Spanish orange” or

“yellow ochre” in the yellowish reflections.

# $6 1t is optional to burnish the color surface

with turpenoid now.

Add more of the same colors over the dried layer
again. Use “ultramarine,” “lilac” and “apple green” in
the marbles and their reflections.

Keep some edges of the vase blurry and soft, and
with sharp pencil reinforce the lines closest to the cente

of interest.



O 6 This close-up of the crystal vase shows the

multitude of colors required, and the amount of white spaces
left out, to imitate the texture of crystal.
All colors are feathered over strong “black” lines and

then over each other.

# )6 In this final step, smooth the surface even more wablarless blender and soften the edges with

“white” around every highlight. Because it's a glassy, skumface it must exhibit minimal texture and appear

very smooth in both the marbles and the vase.

Still Life with Two Marbles - 9 x 12 inches (23 x 30 cm) - 2008
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I love this picture of a cattail. It is very peaceful aechinds
me of a living creature sitting near water.

This demonstration is different from the previous ones because
of the paper tone. Drawing on colored paper is fun andy fair
quick. It is easier to separate between the values.palmging
approach is also special, with darks and lights appliecdbstim
simultaneously.

= 6 indigo blue, dark brown, ultramarine, dark

green, yellow ochre, grass green, apple green, sienaabliac,

peach, light pink, powder blue or light cerulean blue, and white

# 6 Draw the outline over the mid-toned # 6 When drawing on a colored surface,

grayish paper. It's good to experiment with paper's paint from light to dark. With medium pencil

color but pick a hue close to medium value to begin pressure, lay in the lights with “white” on the right

with. side of the cattail and add “yellow ochre” and
“white” on its left. Add “white” to highlight the

grass.



# 6 Block in the background with a basic

mix of “indigo blue,” “apple green” and “dark
green.”
Draw the water to complete the finish.

Burnish the background with mineral spirits.

# $6 Work on the center of interest—the

cattail's body—adding the darks first with a
combination of “ultramarine” and “dark brown.”

Next, make a transition between the lights and
the darks with “peach,” “light pink” and “yellow
ochre.” Take care to layer colors in short, varied and

curvy strokes, imitating the directions of fur growth



# 6 Make a precise contour drawing of the

folds, marking the highlights at the same time.

# 6 This step becomes crucial in capturing

the three-dimensional form. After careful study of
the folds | copy its movement by darkening the core
shadows and leaving the highlights white with “true

blue” or other similar color.

# 6 1go over the entire surface with “violet

blue” to deepen the shadows and cool down the
overall tone of the material.

If there are too many light areas in the picture,
they all compete and don't give the complete visual
illusion of the three-dimensional form. Thus, | leave
only a few strongest lights and feather other lights
out with light pencil pressure of “light cerulean

blue” and “white.”



| allow the background folds to
recede in space more by placing an
even tone over the background with
“lilac” or “violet blue.” Then, |
burnish the surface with the

colorless blender and “white.”

# $61 create softer transitions between the colors by bungstiie surface with colorless blender and

then “white.” | feather out spaces around the light aredsdeaw a few curvy lines representing soft feathers in

the right hand-corner

Satin -9 x 12 inches (23 x 30 cm) - 2008



# O@with varied pressure of “indigo

blue,” work on the background and the blossom.
Touch the darkest petals with it.

Draw the random texture of the lily pad with
the same pencil but use heavier pressure. Notice,
the left background corner is a lot darker than

the rest of this area.

# ©630Add both cool and warm greens

into the background and the blossom. Restate
the pattern texture of the lily pad with “dark

green” and “indigo blue” if needed.

# SBntroduce violets and lilacs into the

petals with medium pencil pressure. These are
the darkest areas in the flower and lighter
pencils will be applied on top. A few lines need

to be solid and outlined, both in the center of the

petal and its edge.



# )@BVork on the center of interest — the

flower's red filaments and anthers. Use a
combination of “mulberry” and “crimson red” to
define the form and use “dark purple” to outline
a few major filaments.

Add yellows at the bottom of the center and
draw the anthers with “light cerulean blue” and

“lilac.”

# 6@Wwith light pencil pressure and a

sharp point draw the light side of each petal with
pinks, light blues and lavenders. Keep looking at
the black-and-white photo to see relative values.
Blend all petals with a colorless blender and
“cream” or “white.” This detail shows a variety

of light colors applied in layers.

Water Lily - 9 x 12 inches (23 x 30 cm) - 2008



Green Vase and Peas9 x 12 inches (23 x 30 cm) - 2007 - Private collection
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6 black grape, dark purple, dark green, apple green, creamary yellow, poppy red, crimson

red.
This drawing is a collage of different elements in orielgé. It was drawn from various reference sources
and my memory, thus | don’'t have a single reference photcs@el present this project to help students

understand how images can be constructed from actual observa¢imory and imagination.

# 6 Sketch a preliminary outline of the # O63Block in the darks with sharp point of

glass, following the same steps described before. “black cherry.” Vary the pressure to darken some
Use a ruler to measure distances and draw straight areas more than others, to achieve variety in values.
lines. Outline the highlight slightly. Draw the fruit Cast a shadow under the objects.

over the established glass outline.
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Neutralized colo~ means less intense color, either grayed or mixgdits complement.
Negative space- is the “empty” space around and between the objects (ughallypackground space).

Negative space can form an artistically relevant stz be an effective element in the composition.

Outlining — drawing a contour of the object with either a graphiteper a lighter shade of colored pencil. |
used to Xerox the outline drawing and experiment with cabonbinations before starting to work on my actual
drawing.

Overlapping- is covering with a design, in which one element or patrmke covers a part of another.

Paper’s tooth- the surface feel of paper. The more tooth a paper lagugher it feels to the touch. There
are ultra-smooth, smooth, medium, rough and heavily rougacasavailable:

- Hot pressegaper has a smooth surface.

- Vellumpaper has a very finely textured, smooth surface. (Velilsm means heavy weight, translucent

drawing paper.)

Cold pressegbaper has a slightly textured surface.

Plane —a flat or level surface. | use this term to describetyeer’'s surface.

Watermark— is the brand name embossed in the corner of paper sihkwhen a sheet is held to the light
(Examples; Arches cold press, Reeves BFK, etc.).

- Roughpaper has a heavily textured surface.

Positive space- is the “filled” space in a picture, the primary subjecaqgbainting occupied with objects,
lines and shapes.

Proportion — comparative relationships between objects (i.e. size, wluguantity, etc.), which, when

rendered correctly, create a sense of harmony, sywyietr balance.

Shape- is the organic or geometric area contoured by edghslite painting.
Size— are the relative dimensions and proportions of objeckapes to one another.
Space- is the area of the objects or shapes themselvesippsit area in between objects (negative).

Shading- layering colors uniformly in broad strokes, creatirggmoth, even finish.



Symmetry- the correspondence in size, form or arrangement of partpposite sides of a plane or line,

characterized by proportional beauty.

Texture— is the roughness or smoothness of any surface, an illoisiealing in our drawing.
Tonal Foundation— the basic value of a color applied across relativatyjevarea in the picture. (The

background color can be middle gray with other value vanatadded later).
%

Underpainting- the first layer of a painted image, done in one color withl gradations of light and shade.

Unity — is a sense of harmony or completeness in painting.

Vanishing poinis the apex of converging lines situated on the horizon line.
Value— the degree of lightness or darkness of a color, eslyeiciaklation to another contrasting color. It is

the relation of light and shade in painting that cretmeal gradations (chiaroscuro). Value is different fiaotor.

Blue Vase with Green Marble- 4 x 6 inches (10 x 15 cm) - 2009



