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Thinking is learning all over again how to see,  

directing one’s consciousness,  
making of every image a privileged place.  

Albert Camus

How you draw is a reflection of how you feel about the world.  
You’re not capturing it, you’re interpreting it. 

Juliette Aristides

Learning to draw rewires us to see the world differently, 
to love it more intimately by attending to and 

coming to cherish its previously invisible details. 
Maria Popova

It gives me such a sense of peace to draw; 
more than prayer, walks, anything. 

Sylvia Plath

I have learned that what I have not drawn, 
I have never really seen, and that when I start 

drawing an ordinary thing, I realize how 
extraordinary it is, sheer miracle. 

Frederick Franck
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Introduction

What is the Heart of Drawing?

Drawing with focused attention on the moment of 
creation and accepting whatever comes is what we 
mean by the heart of drawing. Through repetitive 
acts of cognition and creation, artists interpret what 
they see through evolving drawings. They abandon 
some thoughts and possibilities while focusing on 
others, choosing to make new marks and to remove 
or draw over earlier ones. These choices are parts of 
a conversation artists have with themselves as they 
create and revise. They continually ask, “What am I 
seeing? What do I want to say? Is this what I want? 
Does it express what I’m feeling, what the subject is 
feeling?” Such drawing often requires loose gestural 
marks, freedom in moving the drawing implement, 
and no fear of failure.

This sort of fluid drawing is an adventure, 
and the artists represented here are explorers on a 
quest. For each, the process of drawing is different 
as they explore inner and outer worlds through 
mark making. Each has a different story to tell of 
their lives, of their subjects, and of their drawing 
practices, but they are linked by their attention to 
the moment of creation. 

Although the participants in this project are 
diverse, conversations with them elicited similar 
themes. For example, many grew up in households 
where someone—a parent, grandparent, or teacher—

encouraged and supported their artistic pursuits. 
Most started drawing when quite young, although 
they may not have seriously begun their work as art-
ists until later in life. Their final images vary widely, 
but their creative processes are stunningly similar. 

We briefly discuss five parallels in their cre-
ative practices. 

Arlene Diehl
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Many of the artists talked about how they 
engage in a dialogue with the medium, the marks, 
the subject, and their inner selves as they create. 
They let the mark-making and the emerging draw-
ing lead them. As Arlene Diehl says of her process, 
“I allow the drawing to speak to me and guide me; 
it has its own voice and I want to be acutely aware 
of and awake to this. Consequently, the path to an 
‘end’ varies considerably from drawing to drawing.”

As part of the dialogue with the emerging 
image, the artists do not begin with final images 
in mind; they do not seek to reproduce what they 
see before them. They may begin with an idea, but 
they let the image evolve. Karen Kaapcke speaks to 
this: “I begin work by making marks, rarely visual-
izing anything beforehand. . . The marks are often 
meaningless for a while, but as I keep working with 
an eye towards abstract composition, the figures and 
the narrative emerge. . .  I work against obvious-
ness. I want my work to remain in an indeterminate 
realm where I guide or orchestrate meaning rather 
than determine it.”

Without any prompting, the artists also talked 
about concentrated “attention to the moment,” 
that they enter a flow state when nothing matters 
other than the act of putting marks on a paper 
or board. Doris Schmitz’s words exemplify this 
theme: “Drawing is for me a meditation. When I 
draw, I enter another universe, totally absorbed in 
what I do in the moment. In this space everything 
happens out of an impulse. I seldom aim for con-
veying something to a viewer as I am not drawing 
for others but for myself as an emotional outlet, out 

of sheer joy and passion. The work says a lot about 
me, but I don’t plan this. It is rather a by-product of 
my process.”

Another theme was about how the drawing 
process can change as visual thinking shifts. The pro-
cess can be messy and unpredictable and a drawing 
can be “lost,” and then found over and over again 
through layers of success, ruin, and recovery. Here’s 
what JYM has to say on this: “Drawing is a lesson in 
humility; it requires a state of presence, being vigi-
lant that formulas and solutions do not replace the 

JYM
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actual experience. Elegance of line will come with 
harmony and the search for truth. Ruthlessness and 
risk are required equally to abandon and change that 
which does not work. (You only have to wipe out a 
few lines with a rag to start anew.)”

One final topic, suggested in earlier themes, 
but worth specific attention seems self-evident 
on the surface: the artist is not separate from the 
art. This statement, however, implies more than 
a painter’s style or “handwriting.” The drawing or 
painting, no matter the subject, also reflects some 
part of the artist. As JYM says, “You want to access 
your unconscious and your heart for your line to 
have meaning.” 

The diversity of the group is astonishing, as is 
the commonality of their love for and compulsion 
to express themselves visually through drawing.

What You Can Learn from the Drawings

As an act of cognition, drawing can help you learn to 
write, develop eye-brain-hand coordination, con-
ceptualize and analyze ideas, think creatively, and 
express yourself literally and metaphorically. The 
images here may help you find creative and imagina-
tive ways to take your drawing practice. They could 
lead you to try a different style, experiment with 
different materials, or consider new techniques. 

All these artists know well that being creative 
in drawing requires more than an idea, a vivid 
imagination, and paying attention to what they 
see or imagine. You must put pencil, pen, pastel, 
or brush to paper or canvas and begin making 
marks. Creativity, in part, emerges out of drawing 

and redrawing while abandoning self-judgmental 
thoughts. Your images can show, as the images in 
this book express, the result of mind and hand mov-
ing the drawing implement on the paper to experi-
ment and explore. 

When Picasso made his famous quotation 
“Good artists borrow, great artists steal,” he did not 
mean copying the art of others. He was referring 
to using another’s style, method, composition, or 
imaginative renderings as springboards for making 
new work. Dodson in his book Keys to Drawing has 
referred to an artist’s style, in part, as “the artist’s 
handwriting.” You can often recognize an artist by 
his mark making—van Gogh’s swirls and curls, 
Morandi’s crosshatching, or Matisse’s decorative 
line drawings. It may be loose and gestural or tight 
and controlled. All of these styles and more appear 
here. You can learn from these artists new ways of 
creating a drawing of a subject in front of you, from 
your imagination, or from a combination of the 
two. When applied to image-making rather than 
poetry, a quotation from T.S. Eliot sums up this pro-
cess: “Immature poets imitate; mature poets steal; 
bad poets deface what they take, and good poets 
make it into something better, or at least something 
different. The good poet welds his theft into a whole 
of feeling which is unique, utterly different than 
that from which it is torn.” 

The Artists and Their Stories

Contributors to this book grew up in or currently 
reside in twenty-two different countries. Sixty 
percent grew up in either the United Kingdom or 
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the United States, but the other forty percent come 
from around the globe, including the Philippines, 
Japan, Russia, and Estonia, among other countries. 
All are members of the Facebook Group The Heart 
of Drawing. Their work is often loose, gestural and 
sometimes in an unfinished style that may contain 
degrees of exaggeration and restating, as well as 
aspects added from their imagination. If you study 
the images, you will sometimes see remaining 
elements of the creative process in the restated line, 
shape, and value. The work often communicates 

ideas, feelings, or emotions not easily expressed in 
language. Rather, the images present internal real-
ities—the feelings, imagination, fantasies, dreams, 
and spirit of the creators, as well as of the subjects.

Reference sources for these drawings come 
from many places, including life drawing sessions 
with models, clothed or unclothed, the artist’s 
imagination, and informal sketches made when the 
artist is sitting in the boarding area of an airport, 
on a train or bus, at an outdoor café, in a park, or 
at home. These artists are always paying attention 
to the world around them, looking at it carefully. 
Although photographs may have been used as refer-
ence sources, few works exhibit photorealism. 

The images in this collection are accompanied 
by short descriptions of each artist’s personal creative 
journey. These stories have been generated through 
months of email dialogue. Some portions are in first 
person, quoted from responses. Other segments are 
summaries taken from the dialogue or artists’ web-
sites and other online sources. Some of the stories 
are short, letting the images speak for themselves. 
Others are more detailed and provide a context from 
which the images may be better understood. With 
the artists’ permission, contact details, websites, 
Instagram pages and other information are noted so 
you may explore their work further. Because image 
descriptions vary so widely in content and form, we 
are leaving them as submitted to us.

Many of the artists in the following pages create 
art as a profession and also teach. Others have pro-
fessions outside of the arts and draw when they can. 
The artists have quite different lives and occupa-Karen Kaapcke
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tions, but they all have a passion for drawing which 
you will see in their stories and images. 

The Authors and the Origins of this Book

The Heart of Drawing has its origins in the Facebook 
group of the same name. The group was started 
and is still administered by Mags Phelan Stones. At 
the time of this writing, it has forty-four hundred 
members from around the world. The focus in the 
group is expressive drawing (not painting), whether 
from life, imagination, or photos. “Expressive 
drawing” refers here to looser styles of drawing or 
to drawings with elements of distortion. There is 
no straightforward copying or photorealism. All 
mediums are represented.

About a year ago, Michael Strauss, a member 
of the group, contacted Mags asking whether she 
might be interested in creating a book that would 
represent the kind of work and the diversity of 
artists submitting their art. She and Michael agreed 
and brought into the project another member of the 
Heart of Drawing Facebook group, Abrah Griggs. 
Abrah’s job, as an Adobe InDesign expert and free-
lance book compositor, was that of contacting the 
artists, keeping track of the voluminous amounts 
of digital information and images, and designing 
the book. Michael and Mags chose fifty-nine artists 
to represent in the book, then Michael and Abrah 
began the correspondence process. Extensive email 
conversations with each of the contributors has 
been a major part of the book’s evolution since 
2020. Both Michael and Mags have also contributed 
stories and images to the book. 

The Heart of Drawing Facebook group almost 
didn’t happen. A few years before it came into 
being, Mags had started another Facebook group 
dedicated to drawing. That first group thrived  
and was well-received, but Mags felt the focus 
wasn’t where she’d hoped it would be and strug-
gled to pinpoint what was bothering her. She 
chose to hand the group over to a small band of 
members, thinking that maybe it (or she) had run 
out of steam.

As her own drawing practice expanded, she 
became aware of the kind of work that excited 
her—drawing that elicited more of a felt response 
than an intellectual one. As much as she appreciated 
technically skillful and precise work, it didn’t light 

Mags Phelan Stones
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that fuse. She wanted less of the head and more 
of the heart. Thus, the Heart of Drawing (HOD) 
Facebook group was born on May 5, 2019.

To her delight, she found many other people 
who shared her outlook. In the new group, the 
emphasis was less on technique and more on honest 
expression, running the gamut from ethereal sensi-
tivity to visceral rawness. While many groups focus 
on slick exactitude, HOD is intentionally rough 
around the edges, embracing humanity with all its 
flaws. The work shared by its members ranges from 
surreal blind drawings and unsteady non-domi-
nant hand explorations to breathtakingly gestural 
pieces, and all points in between. The group has 

also become a repository of recommendations for 
books, articles, programs, videos, exhibitions, and 
life drawing classes.

At HOD, everyone is welcome, from absolute 
beginners to professional artists with decades of 
experience—all are equal there. Indeed, the growth 
of the community has been its greatest strength. In 
addition to a place for sharing artwork, it provides 
a forum for thoughtful support, shared experience, 
and philosophical discussion from around the globe. 

We’ve learned a lot through being part of the 
Heart of Drawing and give our warmest of thanks to 
the Heart of Drawing membership—perfect in all 
your glorious imperfection!
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Instagram: alexnewberry.design

“I try to portray that speck of humanity, the flare of 
emotion, and the barely pent-up vibrancy of life.

I grew up in Norfolk and Hampshire in the 
UK. Like all children I enjoyed drawing and paint-
ing. I remember very distinctly, during a school 
lesson at the age of five, tracing a simple drawing of 
a watch and wishing I could draw as well as that. 

My working life has been spent as a graphic 
designer using computers. I returned to drawing 
about four years ago. As an artist, the vibrant colors 
and simplicity of Matisse have had a great influence 

on my work. These days I cling to the quieter shores 
of Derek Overfield, Damian Goidich, and Mark 
Demsteader. My work is purely figurative.” 

Generally using charcoal, but occasionally ink, 
ink wash, and watercolor, Alex works directly from 
the model, either in front of her or via Zoom ses-
sions. For her, “the spark of life” is missing if working 
from photographs. Her drawings take anywhere from 
ten to forty minutes to create. Sometimes, she does a 
little “tidying up” after a session but not too much as 
she feels it spoils the spontaneity of the process.  

Alex Newberry
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Dominique Muse, charcoal, A2

Dominique Muse with her beloved  
Teddy bear Arthur, charcoal, A2
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Amy Szwaya was born in a suburb of Chicago with, 
as she puts it, “a crayon in my hand!” Her earliest 
memories are of coloring and drawing. With speech 
and hearing challenges, drawing became a way of 
communicating with others and making the world 
her own. A nun in a local convent who carved large 
wooden Madonnas significantly influenced Amy 
as a youngster. She was impressed that a “woman 
could do that.” Later influences include Mary 
Cassatt, Andrew Wyeth, Käthe Kollwitz, and Ben 
Shahn, and, more recently, Joan Eardley, Mary 
Tonkin, Wolf Kahn, David Hockney, and other 
contemporary artists.

Amy focused on art in grade school and then 
throughout higher education at Berea College in 
Kentucky (1974-5), the Art Institute of Chicago 
(1976), and Columbia College in Chicago (1977-8). 
She was particularly inspired by a professor who 
taught generative systems art, where images are, in 
part, created with the use of photography, photo-
copying, and computer generation. 

While Amy’s early artistic endeavors were with 
black and white photography, sepia etchings, and ink 
drawings of city life, she says she didn’t start “seeing” 

until living in the countryside for twenty years where 
she began to interpret and convey the beauty and 
grittiness of the landscape in drawings and paintings. 
This is when color entered her artistic work. 

Amy’s current subjects populate the Wisconsin 
landscape that surrounds her: farmers, wildlife, and 
grandchildren. Attentive to continual changes—the 
seasons, animals appearing and disappearing, grow-
ing children, and aging farmers—she makes an 
effort to straddle the line between abstraction and 
representation, attending to the patterns of light in 
the subjects around her. 

Amy is also a gardener with large beds of peren-
nials and vegetables and is in the process of restoring 
twenty acres of abandoned farmland to oak savan-
nah. Because of her outdoor work, she is often on 
her knees planting and weeding, getting close to 
insects and reptiles. Thus, came to be the “Toad” 
and “Bee” images, chosen for publication here. 

Amy’s work has been exhibited at the Art 
Institute of Chicago “Works on Paper” show, the 
International Uart Anniversary Show, Chicago 
Pastel Painters’ Biennial Exhibition, and Gail 
Sibley’s Blog “Notable Pastels.”

Instagram: amyvkszwaya | Facebook: Amy Szwaya

Amy Szwaya
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Bee, Staedtler Ergosoft colored pencils on black 
Strathmore Artagain 400, 12×18 inches

Toad, Sakura Micron pen with watercolor wash, 
on watercolor paper, 8½×11 inches
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“I grew up in Melbourne, Australia and have been 
drawing and painting for fifty years. My father, 
a talented painter and illustrator, gave me much 
encouragement. He had a good library of famous 
artists that helped inspire me to draw and paint. I 
became intensely interested in drawing from age 
seven, and am self-taught. In my late twenties, I 
became interested in sculpture after seeing a film 
about Rodin. Initially I was drawn to Renaissance 
masters and the Impressionists. I have regularly 
studied the works of great draughtsman, like 
Leonardo, Degas, Sargent, Rembrandt, Seurat, 
Köllwitz, Kitaj, and others.

My main interests now are in life studies and 
portraiture, both in drawings and sculptures. 
These interests are multi-faceted. Partly it is the 
fascination with other people. One empathizes and 
connects with others, yet one never experiences the 
world except through one’s own mind and body. In 
looking at another person, I view them as both an 
individual who could arouse countless possible emo-
tions, and as a visual experience that is challenging 
to record. I’m further excited by the historical 
context of this kind of figurative artwork, and in its 
contribution to my own personal approach.

“I try to convey the feelings and emotions of 
my subjects while also suggesting their physical 
presence. My aim is to evoke in the viewer a sense 

of the person’s personality, or the mood that a pose 
crystallizes. I also hope to convey the beauty and 
subtleties of the media used and the visual  
elements that hopefully harmonize with and 
enhance the subject.

I find other people to be inspiring subjects and 
enjoy observing and capturing their attitude, per-
sonality, and appearance, whether posed or not. My 
initial choices have to do with selecting the most 
appropriate medium for the subject and approach. 
The spectrum of possibilities, from quick sketch to 
detailed rendering, govern these choices. I consider 
the tactile and physical presence of the subject, 
and then focus on all the elements of drawing, 
choosing whether to emphasize line, tone, weight, 
movement, details, or generalities. Sometimes these 
aspects become the real subject, sometimes they  
are subservient.”

Andrew uses wax, clay, bronze and marble in 
his sculptural work. In painting and drawing, he 
uses oil paint, pastel, charcoal, pencil, watercolor, 
and ink. He works alone in the studio doing sculp-
ture and painting and anywhere in public for draw-
ing, including life class, his workplace, on public 
transport, or in cafés and pubs. Andrew is a medical 
doctor in addition to being an accomplished artist. 
He exhibits his work in galleries (group and solo 
exhibitions) and online.

Instagram: andrewfreidin | Facebook: andrewfreidin | Website: https://andrewfreidin.wordpress.com

Andrew Freidin
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Kerryn, Chalk pastel  
on paper, 15×12 inches

Zana, Charcoal on newsprint, 
40×22 inches
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Andrew was born during the winter of 1967 in the 
small miners’ town of Lomintsevo in the Tula region 
of Russia. Both his parents were teachers, and he 
grew up in a house where artistic expression was 
highly valued. His mother read fairy tales and classics 
to her sons and his father sang romantic songs while 
playing the piano. His grandmother was a painter. 
When the family moved to Moscow, Andrew 
focused his energy on becoming an artist. Beginning 
in a rather unusual fashion, Andrew created work 
influenced by the abstract expressionists Pollock, 
Rothko, Lissitzky, Rauschenberg, Kandinsky, and 
others. His paintings in the last fifteen years, how-
ever, have evolved towards more representational 
expression. He believes that when working within a 
tradition “the artist enriches it with his inspiration,” 
while moving down a path of self-exploration. 

Andrew considers his path a search for a visual 
connection of objects and the obliteration of the 
boundaries between abstract and figurative art. This 
involves a linkage of opposites—wholeness and 
disintegration, strength and frailty, bright and drab, 
honesty and deceit—all converging and entangling 
to manifest the beauty of life. 

Andrew begins his work with pencil sketches 
and considerable revision in the process of finding 
shapes, getting rid of details, and leaving only 
what he feels is important. His subjects can come 
from life or photographic images. The drawing 
is eventually transferred to canvas or masonite 
where he works on color relationships using fine 
thin strokes of oil paint and occasionally acrylic 
or tempera. He might also use a palette knife 
and, towards the end of the composing process, a 
lithographic pencil on top of the last layer of paint 
to emphasize details and refine shapes. When the 
work is done, he lets it dry for six to ten months 
before varnishing. 

Andrew is mainly a studio painter, but he 
sometimes works outdoors, especially in group 
plein air settings. In addition to drawing and paint-
ing, Andrew designs commercial art lay-outs and 
templates and teaches academic drawing to those 
wishing to enter art school. His work is exhibited 
online, at the Listok, A3, and LEGA Galleries in 
Moscow, and at other venues. Private collections in 
Russia, the Czech Republic, Great Britain, France, 
Germany, and the USA contain his work. 

Instagram: andrew_mirzoian_art | Website: andrewmirzoianart.blogspot.com

Andrew Mirzoian
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Morning (2014), pencil on paper, 42×59 cm

Susurration (2012), pencil on paper, 42×29.7cm
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Instagram: AndrewStillwellArt

“I grew up in Lethbridge, Alberta, Canada. 
Drawing came naturally at a young age and influ-
enced my decision to become an architect later in 
life. I find great joy in seeing or imagining some-
thing and being able to create a drawing of it. 
A compulsive doodler, I was destined to do some-
thing that involved drawing, but it was not until I 
decided to become an architect that I started seri-
ously studying art, specializing in figure drawing 
and sculpture.

Most days my mark making is architectural, 
drawing spaces, forms, and architectural details 
related to projects I am working on. I really enjoy 
this aspect of my work. But outside of this, my 
drawing has, up to this point, been mostly figura-
tive. More recently, I have also been doing por-
traits. With either figures or faces I am inspired 
by subjects that have an inherent emotion, energy 
or ‘flow’ that can be expressed through bold mark 
making. I am also inspired to draw when a subject 
presents itself through an interesting interplay of 
light and dark.

My process usually starts when I see something 
inspiring. An art teacher once told me when you 
become an artist, the way you move through the 
world changes. You are always looking. You notice 
patterns, movements, colors, colors on colors, 
rhythms and repetitions, lights and darks. Her words 

were prophetic. I am always obsessively observing, 
delighting in, and documenting the visual world 
around me. Sometimes I draw in a small sketch 
book. Sometimes I will take a quick photo with my 
phone. Later, some of these ‘captures’ will be the 
starting point for a more developed drawing. As I sit 
in a café writing this, I just noticed how beautiful the 
yellow shirt of a fellow patron looks against the blue 
green wall, and the subtle balance and composition 
of the body when looking up at the menu, hands on 
hips. Once inspired, a drawing flows.” 

Andrew feels that figurative work has the 
ability to be empathetic and relatable, that the 
“language” of the body can express the full range of 
human emotions and experiences, from joy to sad-
ness and anger. He is particularly drawn to figures 
that express peaceful, contemplative, and some-
times melancholic or reflective postures. 

For Andrew, art needs to reveal something 
more than what eyes or a camera detect—an 
inner truth, or spiritual and emotional realities. 
He studies the works of other artists. When he 
comes across artists that successfully reveal and 
express the poetry of life, not just the surface, he 
studies them closely. As a figurative artist, Andrew 
is drawn more and more to artists that push their 
work towards abstraction, capturing the gesture or 
essence of a figure.

Andrew D. Stillwell
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Carrboro Life Drawing - Figure 1,  
charcoal on drawing paper, 18×24 inches

Carrboro Life Drawing - Figure 2,  
charcoal on drawing paper, 18×24 inches




