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Correct Observation

The first func,tion' of an art student is to observe, to
study nature. The artist’s job in the beginning is not unlike
the job of a writer.He must first reach out for raw material.
(1)He must spend much time making contact with actual ob-
jects.(2)

Learning to draw is really a matter of learning to see—
to see correctly— and that means a good deal more than
merely looking with the eye. The sort of seeing I mean is an
observation that utilizes as many of the five senses as can
reach through the eye at one time.(3)Although you use your
eyes,you do not close up (4) the other senses—rather, the re-
verse, because all the senses have a part in (5) the sort of ob-
servation you are to make. (6) For example, you know sand-
paper by the way it feels when you touch it. You know a
skunk more by odor than by appearance, (7) an orange by
the way it tastes. You recognize the difference between a
'piano and a violin when you hear them over the radio with-
out seeing them at all.

Because the pictures are made to be seen, too much em-
phasis (and too much dependence) is apt to be placed upon
seeing. Actually, We see “through” the eyes rather than with
them. It is necessary to test everything you see with what you
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can discover through the other senses—hearing, taste, smell,
and touch—and their accumulated experience.(8) If you at-
tempt to rely on the eyes alone, they can sometimes actually
mislead you.

I think you will realize that this is true if you imagine
that a man from Mars or some planet totally different from
ours is looking for the first time at a landscape on the earth.
He “sees” what you see, but he does not “know” what you
know. where he sees only a squdre white spot in the distance,
you recognize a house having four walls within which are
rooms and people. A cock’s crow informs you that there is a
barnyard behind the house. Your mouth puckers at the
sight of a green persimmon which may look to him like lus-
cious fruit or a stone.

If you and the man from Mars sit down side by side to
draw, the results will be vastly different.He will try to draw
the strange things he sees, as far as he can, in terms of (9) the
things his senses have known during his life on Mars. You,
whether consciously or not, (10) will draw what you see in
the light of (11) your experience with those and similar things
oh earth. The results will be intelligible, the one to the other,
only where the experience happen to have been similar. (12)
But if you both start out (13) and explore that landscape on
foot, touching every object, inhaling every odor, both will
approach closer to what it is.

A man can usually draw the thing he knows best wheth-
er he is an artist or not. A golfer can draw a golf club, a
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yachtsman can make an intelligible drawing of a sail. This is
a thing with which he has had real experience, a thing he has
touched and used. Many other things which he has seen as
often, but not used, he would not even attempt to draw.

(Excerpts from The Natural Way to Draw—
A Working Plan for Art study by Kimon
Nicolaides)
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Modeling and Composition

Modeling

Every full-color painting has four essential elements:
modeling, color, composition, and drawing. These four el-
ements are so completely interrelated that a mistake in any
one effects all the others.(1) Modeling is the use of light and
dark tones or values, changes in color and color temperature,
and variations in edges to create three—dimensional effects.
(2) Although linear methods are also available for us in
modeling, I will deal only with (3) the tonal approach here.
Line drawing is an art in itself, and I particularly admire

_those such as Holbein the younger, and Hokusai who have

mastered its techniques. However, the linear approach to
modeling does not produce the realistic effects I am con-
cerned with in figure painting. (4)(There are no lines in na-
ture!)(5)

In addition to an understanding of values, color and
color temperature, and edges, a basic knowledge of anatomy
and human form is essential to accurate modeling. In_a]fﬁg-
ure work, a sound knowledge of anatomy can make all the
difference between a convincing, natural figure and a super-
ficial copy of human form. (6)Of course, a painter with a
well-established eye can dQ a credible rendering, but he is
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always faced with the possibility that the model might move
(7) — and even the slight, unconscious movements that
invariably occur may be enough to alter the relationships of
the values and edges and, sometimes, of all the elements in
the pose. Without a working knowledge of anatomy, the
painter must constantly alter the painting as the model

moves.

Principles of Composition

While the rules of design fluctuate with periods and
schools of art, the principles which underlie the rules—in-
cluding those developed by the ModernMovement, as well as
those produced by the classical schools — remain valid and
intact. (8) In painting, these principles are used first to at-
tract the observer’s attention, then to direct it to the impor-
tant area or areas of the painting, and finally to hold the ob-
server’s attention there as long as possible. (9) I feel that al-
most any method or expedient used to accomplish this objec-
tive is legitimate. ’

A c;reful scrutiny of my own paintings and those of the
artists who have strongly influenced me reveals that several
compositional qualities occur again and again. the first is an
overall SIMPLICITY. Even the strongest compositions are
essentially simple, regardless of (10)the size of the painting or
the complexity of the subject matter.

Related to simplicity is HARMONY (11) —the use of a
single pictorial element as a unifying device. In most cases,
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