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SEQUENCE OF WORK

I. Conception
Choice of materials 
Study

II. Sketch 
Composition 
Proportions
Movement
Tonal relationships

III. Building up a er a Sketch 
De ning the Main and  
the Secondary

IV. Penciling of Details 
1. Eyes
2. Nose
3. Mouth
4. Forehead
5. Analysis of forms with regard to      
    main intersections of planes
6. Insertion of the neck into the  
    shoulder girdle

V. Final Phase
Summarizing,
Restoration of tonal relationships
Subordination of details

For a training drawing the sequence of its development should be similar to that for a creative 
drawing. e only di erence is that a training drawing is “extended” in time since it involves 
both, studying and training. A creative drawing, contrariwise, takes little time. In our life 
there is never enough time to draw from nature. Nevertheless, in the creative oeuvre of an 
artist endowed with experience and integral vision, some stages of the drawing process may 
be united and shortened in time.
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Before setting oneself to work, it is necessary 
to think the drawing over. First and foremost, 
one must try to discern the beauty of a model. 
It is quite possible to see beauty absolutely in 
everything created by nature. One should be 
well aware of what he/she wants to convey to 
the viewer in the drawing.

e peculiarity of ne art is that by means of 
representation an artist can “record” his/her 
feelings and thoughts in the work of art and 

the latter (a picture, a drawing or a sculpture) 
will keep on conveying them to the viewer as 
long as it exists. A work of art creates its own 
emotional environment and little by little, 
unobtrusively exerts its in uence on a man 
within it.

An artistic image is a medium for carrying 
sensual information. us, any drawing, 
even a study, must not be impassive.

I. CONCEPTION 
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e choice of material must correspond 
to its conception and solution. e 
combination of paper and material must 
arouse the viewers’ aesthetic emotions. 

e old masters were very serious about 
it and more o en than not resorted to 
color priming.

As a rule, the priming for a drawing is 
made up of color pigments and glue, 
sometimes with an admixture of whiting. 
Such priming is mostly used combined 
with some so  materials (sepia, charcoal, 
sanguine, sauce).

We are going to use pencils for drawing 
and tint paper using watercolors of warm 
gray shade. To have the paper tinted, it is 
necessary to pull it onto a sketch-board, 
otherwise the paper will distort.

Choice of material
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Study

First of all it is important to designate the 
format. e proportions of the study must 
agree with the format of the future drawing. 

e size of our sketch-board is 40-50 cm. 
Taking the size into consideration we model 
the head. In a drawing the head must be 
less than a life size since the life size gives 
an impression of a “giant”. However, if the 
representation is diminished in format, the 
depicted person will seem small. As a rule, 
the distance between the edge of the sheet 
and the face must be a little bit bigger than 
that and the back of the head. Nevertheless, 
the nature of the model, its movement or 
state may, sometimes, demand quite di erent 
compositional variants.

Keep in mind and observe the model’s 
proportions, draw from the general to the 
particular.

Movement in our drawing, though, static is 
still a movement and we have to depict it. We 
have to keep an eye on binding the head to the 
shoulder girdle.

We choose tonal relationships, take notice 
of the fact that the eyes, nose and mouth are 
always more active than other details of the 
head. De ne the main and the secondary.

e aim of a study is, without working over 
the details, to capture the impression which 
the nished work of art is supposed to convey 
to the viewer.

! 

A study for a training drawing is usually done to help students see the nal result of their 
work. us four tasks are considered: composition, proportions, movement and tonal 
relationships. Compositional solution is in uenced by conception, model’s characteristics, 
lighting and model’s environment. With all these in mind we have to decide what our 
future drawing will be: with a background, with partial introduction of it or with a neutral 
background. We practice drawing using neutral background.

BAD  
large representation

BAD  
small representation

BAD  
with the head turned this way it is not centrally 
located

GOOD 

Drawing with a background Drawing with partial introduction of a background Drawing with a nominal background

 Common mistake: Without preliminary 
consideration a drawing turns into an 
impassive enumeration of details with a dull 
composition and poor proportions.
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Composition
We position the mass volume of the head 
with a shoulder girdle within the sheet 
format. We have already carried out such a 
task in the study drawing.  en transfer the 
composition onto a large format.

Proportions
e main problem when drawing a sketch 

is to overcome fragmentary observation. 
A student o en draws adding one detail 
to another. is way makes it very hard to 
“grasp” proper proportions, to make the 
portrait life-like and expressive. In this case it 
is recommended to follow P. P. Chistyakov’s 
advice and to draw from the general to the 
secondary.

1. Having modeled the general silhouette of 
the head, we check its similarity. Pay attention 
to the insertions, places of junctions of the 
planes.

2. A er that we position the silhouette of 
the face mass, hair mass. en – the light 
silhouette, the patch of shade on the face.

3. Within the face mass, we position the 
silhouettes of eye-sockets, then those of the 
nose and mouth.

It is useful to have certain knowledge of 
classical proportions. Each person possesses 
individual proportions, nevertheless, the 
knowledge of classical proportions helps 
to avoid serious distortions (see head 
proportions according to Losenko).

e middle of the head of most people 
lines up with pupils. Longitudinally the 
face section can be hypothetically divided 
into three equal parts: from the line of hair 
grow to the superciliary arches, from the 
superciliary arches to the base of the nose, 
from the base of the nose to the chin.

II. SKETCH It is better to start drawing a portrait with a sketch rather than with building up a portrait 
itself. is stage is very important. It is necessary to immediately render your rst impression 
of the model in a drawing. is ability is to be developed by making sketches regularly. Later, 
you will nd hard to do it since your eyes tire and feelings benumb in the process of work. 
Whereas feelings put into a drawing right away make the whole process of work interesting 
to the artist, thus contributing to the artist’s integral vision.

It is preferably to sketch with a so  pencil – 3В, 4В. With the conception in mind we solve 
the same problems as in the study drawing: composition, proportions, movement and tonal 
relationships.
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1 2

3 4
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Movement
We bind the head to the shoulder girdle, compare the position of the 
suprasternal notch with the details of the head; check its position by 
drawing a vertical line through it. Take notice how the axes of the 
head correlate with the axes of the shoulder girdle.

Tonal relationships
Tonal relationship is the di erence between the dark and light 
mass, on the head and the contrasts these light and dark mass, 
create. 

Tonal relationships are established in the sketch, they in uence the 
perception of proportions. If tonal relationships are not set from 
the very start then it is hard to do it while drawing the details.

First of all you apply shading. Start drawing it from the borderline 
shi ing it towards the shade. en indicate the di erence “in 
light”. Bear in mind that even the lightest re ection is darker than 
the darkest hal one.

 
       Common mistake: Fragmentary observation hinders correct 
proportioning and establishment of proper tonal relationships.
! 

darklight
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Before you set up to modeling the details be sure 
that they are in the right places and check their 
proportions once again.

1. Draw the center line.

2. Draw the axes through the reference points of 
the head: lacrimal sacs of the eyes, top edge of 
the eye-socket, base of the nose, frontal tubers, 
chin, etc. See if the above-mentioned points 
are symmetrical with respect to the centre line. 
Accentuate them. Many painters make these 
points prominent in their portraits thus creating 
the e ect of constructiveness. Portraits of such 
di erent masters as Karl Brullov and Nikolai 
Feshin exemplify that.

3. Verify the bend of the head, comparing the top 
part of the eye-socket with the top edge of the ear, 
the base of the nose – with the lower edge of the 
ear. Check the facial angle.

4. Bind the head to the shoulder girdle – draw a 
vertical line from the suprasternal notch and see 
where it comes to with respect to the eye.

5. Find the vertebra prominens, draw the musculus 
Capucini line through it.

Verify the proportions (see Proportions, p. 14).

If all the details are equally designated, 
the drawing will seem fractional and 
un nished. Any work of art has the general 
and the secondary. It is necessary to 
subordinate the details according to their 
signi cance and degree of completeness.

Looking at the sketch, de ne the general and 
the secondary. For the sake of convenience 
number the details.

 
DETAILS 
 
1 – Eyes 
2 – Nose 
3 – Mouth and Chin 
4 – Forehead 
5 – Analysis of form with regard to main     
       intersections of planes 
6 – Insertion of the neck into the shoulder                     
       girdle 

Common mistake: is stage is totally 
skipped over.

III. BUILDING UP AFTER A SKETCH
De ning the General and the Secondary

!

1

2

3

4

5
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Before start working on a detail it is 
advisable to get the overview of the head as 
a whole. If necessary, specify the character 
of the model, his/her proportions. ink of 
the emotional message of the detail (eyes: 
amused, pensive, thoughtful etc.) en with 
the conception in mind set up to modeling. 
Start drawing the fragment with analyzing 
the chiaroscuro borderline. en work “in 
light”. Try to avoid working too much on 
the shades, make them atter. As a rule, 
the border of chiaroscuro runs over the 
main intersections of planes. If the position 
of the plane changes, its illumination 
changes with it as well as tangency at the 
intersection of planes. Analyzing tangency 
along the chiaroscuro borderline we create 
the illusion of volume. With the help of 
contrasts we “protrude” the form onto 
the viewer, if we so en the contrasts, the 

form recedes into the background. Having 
worked over the chiaroscuro borderline, 
analyze the form “in light”. e hal ones, 
like the shade, have their own limits. ey 
also run along the borders of planes and 
have points of tangency of their own. Such 
a sequence of work – rst the shade, then 
the light  – will not allow to break tonal 
relationships.

All the “lights” are in hal ones, highlights 
can be only on the tops or in the depressions 
where three or four planes meet.

Working over the eyes, accentuate the 
lacrimal sac and the outer edges of the eyes.

  
      Common mistake: Lack of tonal 
deepening of the eye-socket.

IV. PENCILING OF DETAILS

1 – orbicular muscle of eye
2 – muscle contracting  
eyebrows

2

1

1   – frontal bone
1а – superciliary arches
1б – temporal line
2   – jugal bone

1 1а 1б

2

! 

1. Eyes


