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To the memory of my father,
who sharpened my drawing pencils
with his pocketknife

when | was a child
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Preface

Twenty years have passed sincethefirst publication of Drawing on
the Right Sde of the Brain in July 1979. Ten years ago, in 1989,
| revised the book and published a second edition, bringing it up
to date with what | had learned during that decade. Now, in 1999,
| am revising the book one more time. This latest revision repre-
sents a culmination of my lifelong engrossment in drawing as a
quintessentially human activity.

How | came to write this book

Over the years, many people have asked me how | came to write
this book. As often happens, it was the result of numerous chance
events and seemingly random choices. First, my training and
background were in fine arts—drawing and painting, not in art
education. This point is important, | think, because | came to
teaching with a different set of expectations.

After amodest try at living the artist's life, | began giving pri-
vate lessons in painting and drawing in my studio to help pay the
bills. Then, needing a steadier source of income, | returned to
UCLA to earn a teaching credential. On completion, | began
teaching at Venice High School in Los Angeles. It was a mar-
velous job. We had a small art department of fiveteachers and
lively, bright, challenging, and difficult students. Art was their
favorite subject, it seemed, and our students often swept up many
awards in the then-popular citywide art contests.

At Venice High, we tried to reach students in their first year,
quickly teach them to draw well, and then train them up, almost
like athletes, for the art competitions during their junior and
senior years. (I now have serious reservations about student con-
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tests, but at the time they provided great motivation and, perhaps
because there were so many winners, apparently caused little
harm.)

Those five years at Venice High started my puzzlement about
drawing. As the newest teacher of the group, | was assigned the
job of bringing the students up to speed in drawing. Unlike many
art educators who believe that ability to draw well is dependent
on inborn talent, | expected that al of the students would learn to
draw. | was astonished by how difficult they found drawing, no
meatter how hard | tried to teach them and they tried to learn.

| would often ask mysdf, "Why is it that these students, who
| know are learning other skills, have so much trouble learning to
draw something that is right in front of their eyes?' | would some-
times quiz them, asking a student who wes having difficulty draw-
ing a gtill-life setup, "Can you see in the dtill-life here on the table
that the orangeisin front of the vase?' "Yes" replied the student,
"I seethat." "Well," | said, "in your drawing, you have the orange
and the vase occupying the same space." The student answered,
"Yes | know. | didn't know how to draw that." "Wdll," | would say
carefully, "you look at the still-life and you draw it as you seeit."
"I was looking at it," the student replied. "I just didn't know how
to draw that." "Well," | would say, voice rising, "you just ook at
it..." Theresponse would come, "I amlooking at it," and so on.

Another puzzlement was that students often seemed to "get"
how to draw suddenly rather than acquiring skills gradually.
Again, | questioned them: "How come you can draw this week
when you couldn't draw last week?' Often the reply would be, "1
don't know. I'm just seeing things differently.” "In what way differ-
ently?' 1 would ask. "I can't ssy—jugt differently.” | would pursue
the point, urging students to put it into words, without success.

Usualy students ended by saying, "l just can't describeit.”

In frustration, | began to observe mysdf: What was | doing
when | was drawing? Some things quickly showed up—that |
couldn't talk and draw at the same time, for example, and that
| lost track of time while drawing. My puzzlement continued.
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One day, on impulse, | asked the students to copy a Picasso
drawing upside down. That small experiment, more than any-
thing else | had tried, showed that something very different is
going on during the act of drawing. To my surprise, and to the
students' surprise, the finished drawings were so extremely well
done that | asked the class, "How come you can draw upside
down when you can't draw right-side up?' The students
responded, "Upside down, we didn't know what we were draw-
ing." This was the greatest puzzlement of al and left me smply
batfled.

During the following year, 1968, first reports of psychobiolo-
gist Roger W. Sperry's research on human brain-hemisphere
functions, for which he later received a Nobel Prize, appeared in
the press. Reading Sperry's work caused in me something of an
Ah-hal experience. His stunning finding, that the human brain
uses two fundamentally different modes of thinking, one verbal,
analytic, and sequentia and one visual, perceptual, and simulta-
neous, seemed to cast light on my questions about drawing. The
idea that one is shifting to a different-from-usual way of think-
ing/seeing fitted my own experience of drawing and illuminated
my observation of my students.

Avidly, | read everything | could find about Sperry's work and
did my best to explain to my students its possible relationship to
drawing. They too became interested in the problems of drawing
and soon they were achieving great advances in their drawing
skills.

| was working on my master's degree in Art at the time and
realized that if | wanted to seriously search for an educational
application of Sperry's work in the field of drawing, | would need
further study. Even though by that time | was teaching full time at
Los Angeles Trade Technical College, | decided to return yet
again to UCLA for a doctoral degree. For the following three
years, | attended evening classes that combined thefields of art,
psychology, and education. The subject of my doctoral disserta-
tion was "Perceptual Skills in Drawing," using upside-down
drawing as an experimental variable. After receiving my doctoral
degree in 1976, | began teaching drawing in the art department ot
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Cdifornia State University, Long Beech. | needed a drawing text-
hook that included Sperry's research. During the next three years
| wrote Drawing on theRight Side of the Brain.

Since the book was first published in 1979, the ideas | expres-
sed about learning to draw have become surprisingly widespread,
much to my amazement and delight. | fedl honored by the many
foreign language translations of Drawing on the Right Sde of the
Brain. Even more surprising, individuals and groups working in
fields not remotely connected with drawing have found ways to
use the ideas in my book. A few exampleswill indicate the diver-
sity: nursing schools, drama workshops, corporate training semi-
nars, sports-coaching schoals, real -estate marketing associations,
psychologists, counselors of delinquent youths, writers, hair styl-
ists, even aschoal for training private investigators. College and
university art teachers across the nation aso have incorporated
many of the techniques into their teaching repertoires.

Public-school teachers are aso using my book. After twenty-
five years of budget cutsin schools' arts programs, | am happy to
report that state departments of education and public school
boards of education are starting to turn to the arts as one way to
help repair our failing educational systems. Educational adminis-
trators, however, tend to be ambivalent about the purpose of
including the arts, often still relegating arts education to "enrich-
ment." This term's hidden meaningis "valuable but not essential.”
My view, in contrast, is that the arts are essential for training
specific, visual, perceptual ways of thinking, just asthe"3 R's" are
essential for training specific, verbal, numerical, analytical ways
of thinking. | believe that both thinking modes—one to compre-
hend the details and the other to "see" the whole picture, for
example, are vital for critical-thinking skills, extrapolation of
meaning, and problem solving.

To help public-school administrators see the utility of arts
education, | believe we must find new ways to teach students how
to transfer skills learned through the arts to academic subjects
and problem solving. Transfer of learning is traditionally
regarded as a mogt difficult kind of instruction and, unfortunately,
transfer is often Ieft to chance. Teachers hope that students will
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SUGGESTED DESIGN
FOR U.S. CAPITOL

In the history of inventions, many
creative ideas began with small
sketches. The examples above are
by Galileo, Jefferson, Faraday, and
Edison.

Henning Nelms, Thinking Witha
Pencil, New York: Ten Speed Press,
1981, p. xiv.
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"Analog" drawings are purely
expressive drawings, with no nam-
able objects depicted, using only the
expressive quality of line—or lines.
Unexpectedly, persons untrained in
art are able to use this language—
that is, produce expressive draw-
ings—and are aso able to read the
drawings for meaning. The drawing
lessons of the seminar's first seg-
ment are used mainly to increase
artistic self-confidence and confi-
dence in the efficacy of analog
drawing.
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"get" the connection, say, between learning to draw and "seeing"”
solutions to problems, or between learning English grammar and
logical, sequential thinking.

Corporate training seminars

My work with various corporations represents, | believe, one
aspect of transfer of learning, in this instance, from drawing skills
to a specific kind of problem solving sought by corporate execu-
tives. Depending on how much corporate time is available, a
typical seminar takes three days. a day and a half focused on
developing drawing skills and the remaining time devoted to
using drawing for problem solving.

Groups vary in size but most often number about twenty-five.
Problems can bevery specific ("What is ?—
a specific chemical problem that had troubled a particular com-
pany for severd years) or very genera ("What is our relationship
with our customers?') or something in between specific and gen-
eral ("How can members of our special unit work together more
productively?").

The first day and a half of drawing exercises includes the
lessons in this book through the drawing of the hand. The two-
fold objective of the drawing lessons is to present thefive percep-
tual strategies emphasized in the book and to demonstrate each
participant's potential artistic capahilities, given effective instruc-
tion.

The problem-solving segment begins with exercises in using
drawing to think with. These exercises, called analog drawings,
aredescribedin my book DrawingontheArtist Within. Participants
use the so-called "language of line," first to draw out the problem
and then to make visible possible solutions. These expressive
drawings become the vehicle for group discussion and analysis,
guided, but not led, by me. Participants use the concepts of edges
(boundaries), negative spaces (often called "white spaces’ in busi-
ness parlance), relationships (parts of the problem viewed pro-
portionally and "in perspective'), lights and shadows (extra-
polation from the known to the as-yet unknown), and the gestalt
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of the problem (how the parts fit—or don't fit—together).

The problem-solving segment concludes with an extended
small drawing of an object, different for each participant, which
has been chosen as somehow related to the problem at hand. This
drawing, combining perceptual skills with problem solving,
evokes an extended shift to an alternate mode of thinking which |
have termed "R-mode," during which the participant focuses on
the problem under discussion while also concentrating on the
drawing. The group then explores insights derived from this
process.

The results of the seminars have been sometimes startling,
sometimes amost amusing in terms of the obviousness of engen-
dered solutions. An example of a startling result was a surprising
revelation experienced by the group working on the chemical
problem. It turned out that the group had so enjoyed their specid
status and favored position and they were so intrigued by the fas-
cinating problem that they werein no hurry to solveit. Also, solv-
ing the problem would mean breaking up the group and
returning to more humdrum work. All of this showed up clearly
in their drawings. The curious thing was that the group leader
exclamed, "I thought that might be what was going on, but | just
didn't believe it!" The solution? The group realized that they
needed—and welcomed—a serious deadline and assurance that
other, equally interesting problems awaited them.

Another surprising result came in response to the question
about customer relations. Participants' drawings in that seminar
were consistently complex and detailed. Nearly every drawing
represented customers as small objects floating in large empty
gpaces. Areas of great complexity excluded these small objects.
The ensuing discussion clarified the group's (unconscious) indif-
ference toward and inattention to customers. That raised other
questions: What wes in dl of that empty negative space, and how
could the complex aress (identified in discussion as aspects of the
work that were more interesting to the group) make connection
with customer concerns? This group planned to explore the
problem further.
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Krishnamurti: "Sowheredoes
silence begin? Does it begin when
thought ends? Have you ever tried
to end thought?"

Questioner: "How doyoudoit?*

Krishnamurti: "I don't know, but
have you ever tried it? First of all,
who is the entity who is trying to
stop thought?"

Questioner: "The thinker."

Krishnamurti: "It's another thought,
isn't it? Thought is trying to stop
itself, so there is abattle between
the thinker and the thought....
Thought says, ‘I must stop thinking
because then | shall experience a
marvelous state.'... Onethought is
trying to suppress another thought,
so thereis conflict. When | see this
as afact, seeit totally, understand
it completely, have an insight into
it... then the mind is quiet. This
comes about naturally and easily
when the mind is quiet to watch, to
look, to see.”

—J. Krishnamurti
You Arethe World, 1972
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The group seeking more productive ways of working
together came to a conclusion that was so obvious the group
actually laughed about it. Their conclusion was that they
needed to improve communication within the group. Members
were nearly al scientists holding advanced degreesin chem-
istry and physics. Apparently, each person had a specific
assignment for one part of the whole task, but they worked in
different buildings with different groups of associates and on
individual time schedules. For more than twenty-five years
they had never met together as a group until we held our
three-day seminar.

| hope these examples give-at least someflavor of the cor-
porate seminars. Participants, of course, are highly educated,
successful professionals. Working as | do with a different way of
thinking, the seminars seem to enable these highly trained
people to see things differently. Because the participants them-
selves generate the drawings, they provide real evidence to
refer to. Thus, insights are hard to dismiss and the discussions
stay very focused.

I can only speculate why this process works effectively to
get at information that is often hidden or ignored or "explained
away" by the language mode of thinking. | think it's possible
that the language system (L-mode, in my terminology) regards
drawing—especially analog drawing—as unimportant, even as
just aform of doodling. Perhaps, L-mode drops out of the task,
putting its censoring function on hold. Apparently, what the
person knows but doesn't know at a verbal, conscious level
therefore comes pouring out in the drawings. Traditional exec-
utives, of course, may regard this information as "soft," but
| suspect that these unspoken reactions do have some effect on
the ultimate success and failure of corporations. Broadly
speaking, a glimpse of underlying affective dynamics probably
helps more than it hinders.
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| ntroduction

The subject of how people learn to draw has never lost its charm
and fascination for me. Just when | begin to think | have a grasp
on the subject, a whole new vista or puzzlement opens up. This
book, therefore, is awork in progress, documenting my under-
standing at thistime.

DrawingontheRight SdeoftheBrain, | believe, wasoneof the
first practical educational applications of Roger Sperry's pioneer-
ing insight into the dual nature of human thinking—verbal, ana-
Iytic thinking mainly located in the left hemisphere, and visual,
perceptual thinking mainly located in the right hemisphere.
Since 1979, many writers in other fields have proposed applica-
tions of the research, each in turn suggesting new ways to
enhance both thinking modes, thereby increasing potential for
personal growth.

During the past ten years, my colleagues and | have polished
and expanded the techniques described in the origina book. We
have changed some procedures, added some, and deleted some.
My main purpose in revising the book and presenting this third
edition is to bring the work up-to-date again for my readers.

Asyou will see, much of the original work is retained, having
withstood the test of time. But one important organizing princi-
ple was missing in the original text, for the curious reason that
| couldn't see it until after the book was published. | want to
reemphasize it here, because it forms the overal structure within
which the reader can see how the parts of the book fit together to
form awhole. This key principleis. Drawing is a global or
"whole" skill requiring only alimited set of basic components.

Thisinsight came to me about six months after the book was
published, right in the middle of a sentence while teaching a
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Please note that | am referringto
the learning stage of basic realistic
drawing of a perceived image.
There are many other kinds of
drawing: abstraction, nonobjective
drawing, imaginative drawing,
mechanical drawing, and so forth.
Also, drawing can be defined in
many other ways—by mediums,
historic styles, or the artist's intent.
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group of students. It was the classic Ah-hal experience, with the
strange physical sensations of rapid heartbeat, caught breath, and
asense of joyful excitement at seeing everything fdl into place. |
had been reviewing with the students the set of skills described in
my book when it hit me that this was it, there were no more, and
that the book had a hidden content of which | had been unaware.
| checked the insight with my colleagues and drawing experts.
They agreed.

Like other global skills—for example, reading, driving, skiing,
and walking—drawing is made up of component skills that
become integrated into awhole skill. Once you have learned the
components and have integrated them, you can drawv—just as
once you have learned to read, you know how to read for life
once you have learned to walk, you know how to wak for life. You
don't have to go on forever adding additional basic skills. Progress
takes the form of practice, refinement of technique, and learning
what to use the kills for.

Thiswas an exciting discovery because it meant that a person
can learn to draw within areasonably short time. And, in fact, my
colleagues and | now teach a five-day seminar, fondly known as
our "Killer Class," which enables students to acquire the basic
component skills of realistic drawing in five days of intense learn-

ing.

Five basic ills of drawing

The global skill of drawing a perceived object, person, landscape
(something that you see "out there") requires only fivebasic com-
ponent skills, no more. These skills are not drawing skills. They
are perceptual ills, listed asfollows:

One:  the perception of edges

Two: the perception of spaces

Three: the perception of relationships

Four: the perception of lights and shadows
Five  the perception of the whole, or gestalt
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| am aware, of course, that additional basic skills are required
for imaginative, expressive drawing leading to "Art with a capital
A" Of these, | have found two and only two additional skills:
drawing from memory and drawing from imagination. And there
remain, naturally, many techniques of drawing—many ways of
manipulating drawing mediums and endless subject matter, for
example. But, to repeat, for skillful realistic drawing of one's per-
ceptions, using pencil on paper, thefiveskills | will teach you in
this book provide the required perceptua training.

Thosefivebasic skills are the prerequisites for effective use of
the two additional "advanced" skills, and the set of seven may
constitute the entire basic globa skill of drawing. Many books on
drawing actually focus mainly on the two advanced skills. There-
fore, after you complete the lessons in this book, you will find
ample instruction available to continue learning.

| need to emphasize a further point: Global or whole skills,
such asreading, driving, and drawing, in time become automatic.
As| mentioned above, basic component skills become completely
integrated into the smooth flow of the globa skill. But in acquir-
ing any new global skill, the initial learning is often a struggle,
first with each component skill, then with the smooth integration
of components. Each of my students goes through this process,
and so will you. As each new skill is learned, you will merge it
with those previously learned until, one day, you are simply
drawing—just as, one day, you found yourself ssimply driving
without thinking about how to do it. Later, one amost forgets
about having learned to read, learned to drive, learned to draw.

In order to attain this smooth integration in drawing, dl five
component skills must be in place. I'm happy to say that the fifth
kill, the perception of the whole, or gestalt, is neither taught nor
learned but instead seems to emerge as a result of acquiring the
other four skills. But of thefirst four, none can be omitted, just as
learning how to brake or steer cannot be omitted when learning
to drive.

In the original book, | believe | explained sufficiently well the
first two skills, the perception of edges and the perception of
spaces. The importance of sighting (the third skill of perceiving
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"You have two brains: aleft and a
right. Modern brain scientists now
know that your left brain is your
verbal and rational brain; it thinks
serially and reduces its thoughts to
numbers, letters, and words....
Your right brain is your non-verbal
and intuitive brain; it thinks in pat-
terns, or pictures, composed of
‘whole things,’ and does not com-
prehend reductions, either num-
bers, |etters, or words."

From The Fabric of Mind, by the
eminent scientist and neurosur-
geon Richard Bergland. New Y ork:
Viking Penguin, Inc., 1985, p. 1.
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relationships) however, needed greater emphasis and clearer
explanation, because students often tend to give up too quickly
on this complicated skill. And the fourth skill, the perception of
lights and shadows, also needed expanding. Most of the content
changes for this new edition, therefore, are in the last chapters.

A basic strategy for accessing R-mode

In this edition, | again reiterate abasic strategy for gaining access
at conscious level to R-mode, my term for the visual, perceptual
mode of the brain. | continue to believe that this strategy is prob-
ably my main contribution to educational aspects of the "right-
hemisphere story" that began with Roger Sperry's celebrated
scientific work. The strategy is stated as follows.

In order to gain access to the subdominant visua, perceptual
R-mode of the brain, it is necessary to present the brain with ajob
that the verbal, analytic L-mode will turn down.

For most of us, L-mode thinking seems easy, normal, and
familiar (though perhaps not for many children and dyslexic
individuals). The perverse R-mode strategy, in contrast, may
seem difficult and unfamiliar—even "off-the-wall." It must be
learned in opposition to the "natural” tendency of the brain to
favor L-mode because, in general, language dominates. By learn-
ing to control this tendency for specific tasks, one gains access to
powerful brain functions often obscured by language.

All of the exercises in this book, therefore, are based on two
organizing principles and mgjor ams. First, to teach the reader
five basic component skills of drawing and, second, to provide
conditions that facilitate making cognitive shifts to R-mode, the
thinking/seeing mode specidized for drawing.

In short, in the process of learning to draw, one dso learns to
control (at least to some degree) the mode by which one's own
brain handles information. Perhaps this explains in part why my
book appeals to individuals from such diversefidds. Intuitively,
they see the link to other activities and the possibility of seeing
things differently by learning to access R-mode at conscious
level.
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