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Key Sales Points

Explores the visual approaches and concerns of 100 great artists,
including Frangois Boucher, Willem de Kooning, Pablo Picasso,
Auguste Rodin, Tintoretto, Rembrandt, Edward Hopper,

George Braque, Ingres, Matisse and more

In the same format and style as Thames & Hudson’s popular
Photography Masterclass

Reveals the creative process of making each drawing and analyses
the way the artists made the drawings, what they did well (or badly),
and how and what we can learn from them

Explains how to use these materials and techniques in your own
drawings with step-by-step illustrations, practical tips and expert

analysis
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Clutch Chalk Holder
Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

= Stump Pencil/Blending Pencil
Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

Assorted Pencils
Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

“

Sharpener

Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

Assorted Rubbers
Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

Sandpaper

Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

Fixative

Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

Clothes
Sequosae perum quia eatem
fugit vero cus porepro
voluptiust est fuga. Ut
repudio es voluptur mos auda
nimusa inctas auta ni berum
nemollacea cus volorro mos si
re nus. Umquam inum fuga. Et
qui bea

You Wil Need 3




Pierre-Paul Prud’hon

6 Nudes

Standing Nude 1810

charcoal heightened with white chalk on blue paper
24x13% inches (61*34.9cm)

Museum of Fine Arts Boston, USA

The ideas behind Prud’hon’s way of drawing were not
revolutionary. Although he had mixed feelings about
Neoclassicism, this drawing of a nude was in the by then
well-established Neoclassical style of idealized proportions, using
a conventional visual language. However, the drawing has such
elegance and is so complete, it is still very convincing.

The figure is a series of parts that have been pieced together
and each part is given a size in relation to the rest of the figure.
But those relationships have been determined by the conventions
of Neodassicism not from observing the world around him.

In 1683, Gérard Audran produced Les Proportions du Corps
Humain (The Proportions of the Human Bodly). This book, as did
many others, lays out the rules very precisely, rules that were
deduced from measuring human proportions found in Greek

and Roman art. In Prud’hon’s drawing you can see how small the
feet are in relation to the body and how masculine the body is
compared to the head. This odd feeling of disconnection between
parts and the whole can sometimes be used to great effect but
often destroys any sense of unity the drawing might have.

Here, Prud’hon has managed to create unity with some clever
tonal shading and highly refined contours (see figure 2). Most
artists don't fit that neatly into one category and Prud’hon is no
exception. Many of his drawings and paintings mix Neodassic
simplicity and spareness with the vitality and drama of
Romanticism. However, this drawing is a Neoclassical masterpiece.

pantings. B
consumea w

Assembled Parts

The predominant practice
was for artists to assemble
the parts of a drawing as if

a collage. Gathering visual
information especially of

the human form has often
baen done directly from life.
It is important to decide on
what you are aiming for as
you bring the parts together.
Playing with differant
arrangements will suggest
different effects. For example,
making the head very

small will make the body
seem monumental

Shadow

Although the assembled parts
can be seen as separate, a
drawing is not achieving its
full effect if it lacks unity. For
example, a blurred charcoal
rectangle is unified. Put some
shapes in it and it changes;
how do the shapes break up
the unity of the blurred area?
The style of line or shading
has an effect, too. Here, large
shadows take the eye ona
journey from toe to head and
connect the assembled parts.
Identify big areas of light and
shade early on.

Tone

Prud’hon uses a tonal
structure familiar to artists
from the Renatssance. When
you use this technique,

keep control of the big tonal
relationships. Most of the
image has four or five tones.
The mid-tones make up a
small percentage.

A Highlight (see p.6)

B. Shadow (see pi2)

C. Mid-tones or linking tones
(see pl4)

D. Reflected light (see p10)
E. Reflected light (see p10)
F. No reflected light (see p12)

Plerre-Paul Prudhon 7
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Paul Cézanne

1B X000

A Nude Youth 1
493=31cm

Fitzwilliam Museum, Cambrid

Cezanne is rightly thought to be one of paintings great
revolutionary figures but here, in this early work, he uses a very
conventional drawing language. Compared to the Prud’hon
drawing (page xxx), the tonal structure is almost identical. Of
course there are differences. Here Cezanne's flagrant disregard for
an idealised form with proportions that conform to the academic
rules is obvious.

Around this time many of the male models were soldiers who,
having no war to fight were looking for unskilled work in the
cities. These men were physically fit but hardly the Greek idea
The problem Cézanne faced was he had no desire to idealise
the figure - the studios he was working in demanded a different
approach to that straightforward realism - even some of his fellow
students ridiculed him. So it was the blatant realism rather than
a revolutionary development of the graphic language that put
Cezanne at odds with the establishment.

Compared to many of the more refined early 19th-century
drawings Cezanne reduces the transition tones. This makes
the light look more dramatic. The tones in this drawing are
generalised; large areas are not broken up into smaller more
detailed areas but synthesised. The tonal value of each area has
been gauged in relation to the other areas - The models chest
looks like its tonal value has been compared to light of the tummy
and the dark of the face.

Scale & Size
his drawing is just over
AZ - since the head and feet

% the top of the
head and mark where you
want the foot. This has two
tages: first it will help
nt the figure becoming

— - - guide marks, and secondly

Compare Drawings
Prud’hon, Cezanne and
Matisse. These three life
drawing: de us w
some int;
They all us
fox
figure and were most likely
done, if entirely, from

& uses
der technique to create
amore realistic and vigorous
image. The Matisse is more
fluid and atmospheric.




Jean-Honore Fragonard
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Subject Matter

Although Fragonard made many
drawings directly from nature it is
unlikely this drawing v Istcobig
and tco elaborate. However all thase
hours of working directly from life
have been utilised in this imaginary
landscape.

22 3000000

Visual Language

Look closely and you can see a range

of marks that characterise the leaves
and blades of grass. These marks don't
describe each leaf but suggest the look
eaves have. Practice different kinds
of mar ate differant kin
leaves and trees. It may be w
interested in the patterns these marks
or signs create but if you want to make
a corwincing whole you will have to

difficult but not impossil
chalk is available at goed art
can be bought online if necessary

A Gathering at Wood’s Edge 1770-72
Metropolitan Museum of Art, New York
375x492cm

The first thing that strikes you when you see this drawing is the
perfect surface quality - the tiny horizontal ridges in the paper
create (see laid paper) an almost machine manufactured look
to the red chalk. There is no ugly rubbing out, everything looks
deliberate, subtle and controlled. Just like the scene that is being
represented the technique is easy and relaxed - this is an ideal
world. But Fragonard was about to see this easy privilege life
come to a shattering end with the French Revolution.

The late Rococo period was in many ways, if you were born
into privilege and wealth, a great time to live but as with all great
art the apparent ease of execution belies hard won skills and
extraordinary technique. Fragonard spent about six months in the
studio of Chardin and then several years with Boucher learning
the prevailing traditions and skills. Only 5 of Fragonard's painting
are dated so we can't say for certain when this drawing was done
but it seems likely to of been about 1772. At this time there were
some great artists working: Goya was 25, JL.David 22, Greuze 46,
Gainsborough 44, Chardin 72 and Tiepolo had just died.

Fragonard's drawings were appreciated by a growing audience
as original works by the hand of the artist - work was turning up
at public auctions and gaining good prices suggesting that they
were made for the market as independent works of art.

ble to replicate the materials
and techniques Fragonard used. Laid
paper is simply paper that has been
handmade, where tha wire mesh leaves
the surface. Buying large

Jean-Honore Fragonard 23




Francisco Goya

28 Yoo

God Save Us From Such A Bitter Fate
Brush with indian ink and gray wash and s

(0

26.8x18.7cm (0 W}

s 5727

Metropelitan Museum of Art, New

It is not known if Goya was familiar with William Hogarth's work -
Goya would have been 18 when Hogarth died, but the two artists
do bear some interesting similarities. Like Hogarth (who was
working in London), Goya produced several velumes of prints that
were commentaries on the social ills of that period. It is fair to say
that Goya was the greater artist and in this drawing and the saries
it is from we can see Goya at his bast.

Goya made more than 800 paintings and over a thousand
drawings, about half in eight sketchbooks and half as preparations
for paintings and prints.

In this drawing the nightmarish atmosphere is enhanced by the
strange lock that the figures are stuck and can't move - not that
they are planted in the ground but it’s as if they have been frozen.
They're aware of their imminent danger but unable to do anything
about it.a

Tne image is ke a film still or scenes from the storyboard - the
diageonal flat shapes seem to sugges: scenery wings from either
side of the stage. Even the figures lock a little flat like the very
scenery that surrounds them. But the whole arrangement has
been carefully composed within the painted line rectangle.

Tne peculiar black cloud that seems 1o hang over the three
figures is quite obviously a portent of doom loaded with symbolic
meaning is a briliant way of creating a surprising composition.

The variations in texture not only create highlights but engage
the eye with the surface of the paper - creating a range of
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Visual Language - Tone & Space ey
Whether you are drawing directly from -
the landscape, from memory or from A
another painting try to think of the

image as large generalised shapes of

tone. This can be difficult as there always

seems to be parts within large areas -
that contradict or breakup that large

area. For instance in the foreground of

the picture illustrated there is a patch

of light on the quay that seems to go

Harbor Scene 1626

Pen and brown ink with brown wash and white heightening
on white paper

196x256cm (0
British Museum

x0in.)
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eos molupieniet, eum volupta testrum entio. Nem ulparit quis
dolessenis atur apel et rentotas eum hillam eum era dis iderae
nonsed quasintempos sum nobist aut quam, officae ceperem
eostem rescia sedipsum faccus, sum ut et audicte eaquodis dit, se
alitio. Nequaepudant ut ut ea sit litatios acimaio ellam verciet unt.

Nulliquo omnimus as quidipient recaeperit laborerio. Arum
aditatem aut dolupta tistem eius, nonsequ untius experferit es
estota dios as eseces exceati struptasim es ut lab ipis nulla qui
dudil et accae conseque num facia aute aut latur, int pedit por adia
voluptibus erepudi doluptaspis doluptae. ltatiam aborum quiandi
cus et pellation consequiasit voluptur? Unt faccuptae voluptio
conse enia num, sequide mpedian torumet, illitat.

Ut velibus evella comnim et esse doluptaquia sequia asped mo
imincid quam, te volut lignam iunt.

Name nescia sitatur, cullit od quo officatium eosa quam
quaescitat.

Abore nos eaque vollecabo. Ut quas asperibus earitatiunt fuga.
Fugias estiis dit odi quibus exereped qui occusda ndicientiam,
occupic aborestium doluptas dipitat iumque voluptasim que ratur
ad quias dest, sum et deniet eosanis quam aute omnis cullatur ma
quamus sequi re aut aped et essit quiatquam quam as si net fuga.
Nam enimpel itatum doluptaspiet min corum hiliber natiamet
preprore, acidunt audicl modio inctusant ant liatiunt maior as

Composition

The relationship between the big

areas of light and shade and the
composition of the whole image is very
interconnected. Although the light area
around the sun forms a focal point there
are strong long zigzagging movements
into the space. The way these big tonal
areas and strong linear spatial directions
pull the eye around the image forms
the composition. Claude has a major
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