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Editor’s Note

Arthur L. Guptill’s book on pen and ink
has become a classic in its field. No other
book has ever provided such an exhaus-
tive treatment of pen and ink and no other
artist was so uniquely qualified for the
task.

Entitled Drawing with Pen and Ink
when it was published in 1930, the early
editions of this book have become
collector’s items, widely sought by ar-
chitectural renderers, architects, and de-
signers. In recent times, there has been a
resurgence of popularity for pen and ink
among all groups of artists and designers,
a trend that has made it possible,
imperative, in fact, to reissue this classic
volume by Arthur L. Guptill.

Nearly all of the original book has been
retained in this new edition. In particular,

virtually all of the drawings—those by
Mr. Guptill as well as those by other
artists—have been included in this vol-
ume. Although edited for readability, the
text has been fairly well preserved in an
attempt to remain faithful to the original.
Only those portions of the text were
eliminated that referred to materials or
procedures no longer made or employed.
With this exception, however, no infor-
mation has been altered or updated. No
reference is made here to developments
of felt tip pens or ballpoints, for example,
items that have developed only after Mr.
Guptill’s writing.

As an artist and architectural renderer,
as an architect, as a teacher, and as a writ-
er, Arthur L. Guptill possessed unique
talents for creating art instruction books.

Without being stodgy, he was a systemat-
ic thinker, capable of isolating complex
principles and investigating them practi-
cally and simply so that any art student
could comprehend and execute the most
difficult problems. Mr. Guptill wrote
books on oil painting, watercolor, and
pencil—as well as pen and ink—and il-
lustrated his instruction equally well in
all of these media. Yet his favorite
medium was pen and ink, perhaps be-
cause it was the most difficult—therefore
the most challenging. His affection for
this medium inspired thousands of stu-
dents in his book, and I am quite certain
that this new edition will continue to fol-
low that distinguished tradition for many
years to come.

SusaN E. MEYER
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Fig. 1. Aubrey Beardsley: Frontispiece for Venus and Tannhauser. Beardsley was a giant in his ability to use
highly stylized or decorative treatment to good advantage.
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1. Some Introductory Considerations

Pen drawing, as a separate and complete
form of pictorial representation, is a
phenomenon of comparatively recent
date, its greatest development having
taken place since the beginning of the last
quarter of the 19th century.

This of course does not mean that pen
drawing was unknown prior to that time,
for such is far from the case. You have
only to recall the illuminated manu-
scripts of the Middle Ages to realize with
what skill pen lettering and certain types
of decorative design were then done. But
in this work the drawing was subordi-
nated in nearly every instance to the let-
tering itself, or the pen lines in the il-
luminations were merely outlines or
framework for the colored embellish-
ments.

Again, remembering the many pen
sketches and studies made centuries ago
by some of the most famous of our old
masters, you will soon realize that the pen
was turned to with great frequency even
in their day. Analysis of their pen draw-
ings makes plain, however, that this early
work was usually in the form of prelimi-
nary studies for paintings or parts of
paintings, or was much in the nature of a
sort of pictorial shorthand, by means of
which facts of interest were vigorously
and sometimes, it must be admitted,
rather crudely recorded. Apparently no
attempt was then made to develop pen
drawing as an art by itself; only during
the last few decades was this done. Today
pen drawings are made not simply as ad-
juncts of another art or as means to certain
ends, but as finished and complete things
in themselves (see, for example, Fig. 1).

Popularity of Pen Drawing

Undoubtedly the invention and gradual
improvement of the various processes of
photomechanical reproduction, which

have provided comparatively cheap and
faithful methods for reproducing pen
work, have given great impetus to this
development. Publishers have been quick
to take advantage of these processes and
thus have created a demand for drawings
in this medium, which artists in turn have
hastened to meet.

Pen drawing has received encourage-
ment, tao, through the gradual perfection
and standardization of the materials used
—pens, inks, and papers—of all of which
an infinite variety may now be obtained
easily at reasonable cost, permitting
selections suitable for any purpose.

Even with these encouragements, it is
doubtful if pen drawing as an art would
have advanced so rapidly had some art-
ists not realized that the pen, because of
its peculiar qualities, was a medium de-
manding a far different treatment from
that accorded any other.

It may be well to pause here to consider
certain fundamental principles which
bear on all art work — principles with
which these artists were undoubtedly
familiar—and to see in what way they are
applicable to pen drawing.

Limitations of Other Media

First, remember that each of the fine arts
has certain restrictions as a result of
which characteristic conventions have
been developed. (This thought will be
amplified in a moment.} Then too recog-
nize that unless the artist accepts these
restrictions and their accompanying con-
ventions, he will be heavily handicapped
as far as artistic accomplishment is con-
cerned.

To illustrate the first thought: the
sculptor, using plastic materials, is able
to correctly copy many of the forms of
nature, but is forced by his medium
largely to disregard their color. The

painter, on the other hand, can show their
color, but, unlike the worker in plastic
materials, he is limited by his canvas to
only two dimensions, being forced to re-
sort to conventionalities for the represen-
tation of the third. The worker in brush
and wash of gray is forced still further to
employment of convention, for he must
interpret color in terms of various tones of
gray, ranging from light to very dark.
Such media as charcoal and crayon are
frequently used in much the same way as
wash, adopting similar conventions. Yet
these media may be employed in a linear
manner, too, in which case new conven-
tions come into play, particularly the use
of outline and the suggestion of color and
light and dark by means of various com-
binations of openly spaced lines. The
pencil, though capable of being handled
much like wash or charcoal or crayon, has
also certain distinctive characteristics,
notably its ability to hold a fairly sharp
point. Each medium demands equally
distinctive conventionalized treatment.

Limitations of the Pen

And now we come to the pen and its own
limitations and conventionalities. There
are many, perhaps more than for any
other medium. It might seem that this
would put the pen at a distinct disadvan-
tage, yet the contrary is true. The pen is a
linear tool, but unlike the crayon or char-
coal or pencil, it gives off no color or tone
itself. Instead it serves as a vehicle to
transmit ink from bottle to paper, acting
in this sense much like the brush. Unlike
the brush, however, it has a rather fine
and stiff point, capable of holding only a
very small amount of ink, which makes it
an impractical instrument for covering
large areas of paper surface.

This limitation acts in two direct ways.
It tends to keep pen drawings somewhat
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small in size, and makes the use of a large
variation of tonal values, as well as big
areas of them, extremely difficult. You
must remember that every line made with
a pen is absolutely black (colored inks
being a rare exception) against a back-
ground of paper which is usually white.
This means that color must necessarily be
disregarded altogether or suggested by
the white of the paper or by various com-
binations of jet black lines. Tones of light
and dark, too, must be ignored or sug-
gested in similar manner. In order to
build a value of gray it is necessary to dot
the surface with stippling —a little-used
treatment — or to lay individual black
lines side by side, or crossed in series. If
the artist wishes subsequently to darken a
tone obtained in one of these ways, he
must painstakingly enlarge each existing
line or dot or must put more lines or dots
into the area. (Compare this with wash,
where it is possible to produce almost any
given value quickly and easily, orto wash
over and still further darken a tone.) To
lighten a tone and still keep it in good
character is practically impossible; if it is
too dark there is nothing to do but erase
(and in pen work this is far from easy) or
put a patch on the paper and begin again.

It is because of these various technical
difficulties of working with a fine point in
black ink on white paper that it is so ex-
tremely hard, if not impossible, to build
up values corresponding with all those in
nature. For this reason the less positive
values must be disregarded, and the
others simplified or merely suggested.

If color or tone is disregarded we must
substitute something for it, unless the
forms are to be lost. So here we resort to
the conventionality of using outline, par-
ticularly where we wish one light object
to stand out against another. The pen is an
especially fine instrument for this outline
work: not only is it unexcelled for the
sharp delineation of shape and for preci-
sion of draftsmanship, but its lines, even
though jet black, may be made very ex-
pressive of all sorts of irregularities of
form and texture.

This use of outline, together with the
method of tone building by means of lines
or dots, as touched upon above, are two of
the most distinctive characteristics of pen
drawing. There are many minor conven-
tions in use to which we are so accus-
tomed that we hardly think of them at all:
methods of suggesting shadow tones, for
instance, and trees and clouds and the
textures of building materials, and so on.
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So these are the important restrictions
and limitations and the resulting conven-
tionalities of pen drawing recognized by
artists who made the art what it is, and
which must still be recognized by those
who would emulate them. If you try to
make a pen drawing larger than the in-
strument warrants, or attempt to carry
gray tones all over your paper, or in any
way disregard the peculiar properties of
the medium, you will be forcing it to do
that which it is not best adapted to do, and
whatever success results from such
methods is almost sure to be technical,
rather than truly artistic.

Developing a Personal Technique

This does not mean that you are so bound
down that individuality is impossible;
quite the contrary is the case, for it is often
true that the more conventional the art,
the greater the opportunities for original-
ity. We might go so far as to say that there
is perhaps no medium offering one a bet-
ter chance for the development of a per-
sonal technique than the pen, for pen
drawing is akin to handwriting, and just
as no two people write alike, so no two
people draw alike.

Commercial Applications

We have already mentioned the popular-
ity of pen work. Part of this is undoubt-
edly due to the methods of reproduction
to which we have previously referred.
Part of it, as we have said, is due to the
ease and low cost with which the
necessary materials may be secured. Yet
aside from all such reasons, pen drawing
has made a lasting place for itself among
the fine and applied arts through its in-
trinsic merits alone. Pen drawings, in
their simple black against white, have a
crispness and directness that are appeal-
ing; they are full of life and light. Many of
them are only suggestive, leaving much
to the imagination, and we take pleasure
in this. A few lines here, and a few
touches there, and sometimes that is all;
yet there is a power to this suggestion
which often makes photographs, telling
everything, seem stupid by comparison.

This virtue of line drawing over photo-
graphy is realized even by ‘“cold-
blooded” businessmen, or by the adver-
tising experts representing them, as is
evidenced by the great use of pen work for
advertisements, even in a day when
commercial photographers are existing
on every hand.

Perhaps this popularity of pen work for
advertising purposes has come about
partly because reproductions of pen work
harmonize so beautifully with the type
matter of the printed page — largely be-
cause of their scale, their linear quality,
and their being printed on the same
paper with the same ink. And this har-
monious quality is undoubtedly one
of the main reasons why pen illustra-
tions for books and magazines and all
sorts of similar press work are in such
great demand.

Other Observations

It might seem that the strong contrasts of
black and white in pen work would pre-
vent such subtleties of representation as
many subjects require. Yet there is ample
evidence in the form of drawings that this
is not the case. In fact, there is a delicacy to
much pen work which is lacking in the
work of other media.

Another point in the favor of drawings
done with pen and ink, and one which
should not be forgotten, is their cleanli-
ness. Many media rub or soil easily, but
pen drawings not only keep clean them-
selves, but do not soil other drawings
with which they come in contact — and
they do not fade. i

Here, then, are some of the leading
characteristics of pen drawing, some of
the principles on which it is based, an
outline of its history, and certain uses to
which it is put. It is enough to show the
importance of the subject, to suggest with
what seriousness it should be regarded.
If, however, what has been written
here makes the subject seem too deep and
complex, we can offer a word of encour-
agement to the student. This is, that pen
technique itself, being so highly conven-
tional, is more or less a matter of tricks.
Just as some learn to write well with ease,
so some, already grounded in a knowl-
edge of drawing (for, as we have previ-
ously said, there are no easy tricks about
that), learn these tricks of technique and
thereby get the knack of pen work almost
without trying. This is, of course, excep-
tional. It must be admitted that most of us
need much practice to gain the same re-
sults, while some of us, with the best of
effort, will never acquire more than an
ordinary technique. Even famous work-
ers in other media have sometimes failed
miserably with the pen, much to their
own discouragement undoubtedly, but to
the encouragement of lesser artists who
have also found the road a difficult one.



2. Materials and Tools

The materials needed for pen drawing are
few in number, simple, inexpensive, and
easily obtained. It takes little to begin:
two or three good pens and penholders; a
bottle of ink and a penwiper; a few sheets
of paper having a smooth, firm surface; a
drawing board or some such support on
which to place the paper, and a half-
dozen thumbtacks to hold it there; a fairly
soft pencil for constructing the drawing
and a soft eraser for the later removal of
the pencil lines and the cleaning of the
sheet; and a rather hard eraser or knife for
the correction of pen lines.

The market is flooded with such a vari-
ety of these things that it is necessary to
offer some advice so you can make your
selection more easily. The beginner, lack-
ing guidance, is almost sure to purchase
things of more diverse types and in larger
quantities than is essential. You surely
cannot become an artist by the simple
expedient of collecting art supplies. If
you buy but few things instead, and learn
to master them well, trying others only
after this mastery has been attained,
you will eventually become partial to cer-
tain things especially suited to your own
individuality. You should not, however,
be too hasty or overconfident in con-
demning or rejecting materials. You can-
not heap blame upon a musical instru-
ment simply because you found yourself
unable to play it at the first attempt. Like
such instruments, materials often have
hidden qualities that take long practice to
bring into evidence.

You can only do good work with the
best materials. These recommended are
by no means the only excellent ones, but
as they have stood the test of time and
have been held in favor by many leading
artists, they are listed here without hesita-
tion. If not available, others can be found
that will give equal, and possibly even
greater, satisfaction. A few special things

are described in later chapters, where
their uses are also explained in some de-
tail.

The choice of pens is a matter of great
importance, yet artists are in so much var-
iance that it is small wonder the student is
at a loss to know where to turn.

Quill and Reed Pens

In earlier times there was no such bewil-
dering variety as we have now. The word
“pen”’ seems to have come down to us
through the Latin penna, meaning a
feather or plume, and so originally re-
ferred to pens fashioned from feathers
(Fig. 2). These quill pens, and pens made
from reeds, were used for many cen-
turies, still being in common use even
after the middle of the 19th century.
Today, however, they are rare indeed. In
the late 1920’s a noted British artist,
Walter Crane, in his book entitled Line
and Form, said, “but though one occa-
sionally meets with a good steel pen,
I have found it too often fails one just
when it is sufficiently worn to the right
degree of flexibility. One returns to the
quill, which can be cut to suit the particu-
lar requirements of one’s work (Fig. 3).
For large, bold drawing the reed pen has
advantages, and a pleasant rich quality of
line.”

In Line, another English book of the
same period, Edmund J. Sullivan said,
“Reed pens, like the quill, have been al-
most entirely supplanted by the steel nib.
The writer has small experience of them,
but well remembers J. Pennell, that most
expert technician, getting excited about
them; and if an artist can become pleasur-
ably excited about the handling of a
tool, that tool is for the time being the best
possible. That it is the calamus of the an-
cients lends it a special charm. A set of
them as used by the Egyptians can be seen

in a case at the British Museum. . . .”” This
gives us some idea of their antiquity.

And Maginnis, in Pen Drawing,
written in the same period, had this to
say: “Though somewhat out of fashion for
general use, the quill of our fathers is fa-
vored by many illustrators. It is splen-
didly adapted for broad, vigorous render-
ing of foreground effects, and is almost
dangerously easy to handle. Reed pens,
which have somewhat similar virtues, are
now little employed, and cannot be
bought.”

Whatever their value, both reed and
quill pens are now so scarce that a recent
canvass of a number of leading supply
houses failed to show any available.

Metal Pens

But there is no shortage of metal pens.
These, too, are of early origin. Bronze
pens were excavated at Pompeii, and we
have other instances of their Roman use.
These early pens copied the quill form
(Fig. 4), a form which we now find defi-
nitely suggested in our small “crow
quills” of steel, of which more will be said
in a moment,

Attempts were made to manufacture
steel pens towards the close of the 18th
century, but it was not until 1825, in En-
gland, that Joseph Gillott made them prac-
tical, greatly improving their form and,
by the introduction of machinery,
cheapening their price. Even today Gil-
lott pens still hold their place among the
best made, and their fine and medium
points seem to be in such general use
among artists that we describe them first.

One of the smallest of these is the
“crow quill”’ (659) (Fig. 5). The crow
quill has a most delicate point, making an
extremely fine line unless pressure is ap-
plied, when it will yield a line of as-
tonishing width for so small a pen. Also
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Fig. 2. The word “pen”’
comes from the Latin
“penna,” meaning
feather.

Fig. 3. The pen knife was
so named because it was
used for sharpening quill
and reed pens.

Fig. 4. Crow quills were
originally made from crow
feathers.

?

Fig. 5. This is a modern
steel crow quill.
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very fine is the Gillott lithographic pen
(290)—made for drawing on lithographic
stone but popular for use on paper—and
the Gillott mapping pen (291). This latter
instrument is particularly facile for one so
small, and is perhaps as well-liked gener-
ally as any of the extremely fine ones.

These three pens are relatively expen-
sive, but if they are not abused they will
give a very fair length of service. If re-
peatedly called into use for lines beyond
their natural capacities, they will soon
fail. For the beginner such points are
often dangerous, leading him into finicky
ways. They are naturally better suited to
small rather than to large work, and are at
their best on smooth papers.

For larger drawings, or for rougher sur-
faces, or for any lines but the finest, turn
to points such as the Gillott 170, 303, or
404. These are not only good for all-
around work, particularly for the begin-
ner, but they are cheaper than the fine-
pointed pens. The 170 is fine enough for
almost any purpose; the 303 is a very
good medium size, while the 404 will
give as coarse a line as is usually needed.

When pens larger than the 404 are re-
quired, turn to any of the makes com-
monly on sale. For lettering of the type
shown on most of the accompanying il-
lustrations, a ball, oval, or dome-pointed
pen is good; the same pen will also make
rather coarse lines of uniform width. For
many types of decorative drawing, wide
stubs such as those frequently used for
lettering are practical. These may be
found in many sizes. Then there are the
round or “spoon-bill” points (Speedball
is the most familiar manufacturer of these
pens). Although used primarily for letter-
ing, these nibs, pictured in Fig. 6, are also
suitable for some types of pen drawing,
particularly work of a very large or bold
nature where lines uniform throughout
their length are needed.

These, then, are the pens most often
used for drawing. There are special pens,
to be sure, such as the “double line”” pen
(Fig. 7), sometimes employed by book-
keepers for the ruling of two parallel lines
with one stroke, and occasionally turned
to by artists for novel effects (Fig. 8). The
fountain pen, too, has become popular as
a drawing instrument, though most of the
waterproof inks do not work in it to ad-
vantage. The fountain pen is especially of
value in sketch work, where ink in bottle
form is inconvenient.

Penholders

As it is not uncommon for several pens to
be employed on a single drawing, it is
convenient to have several penholders,
one for each of them. The crow quill pens,
and some of the other tiny points, require
special holders, which may be purchased
with them. One type is illustrated at E,
(Fig. 10). In this type, the round barrel of
the pen is pushed onto a stock of approx-
imately the same diameter (2). A member
(3) slides down tightly to a convenient
position, covering a bit of the upper end
of the metal barrel. When the pen is not in

Fig. 6. Both wide stubs
(left) and spoonbill pens
(right) can be useful for
some purposes.

Fig. 7. Thisis a double line
pen.

LAY
Coentt

Fig. 8. Strokes made from
a double line pen lock like
this.

-

Fig. 9. Notch your pen
holder for identification
as shown, or use different
colored holders.
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Fig. 10. Essential equipment is clearly illustrated in this simple outline drawing.
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use this member is pushed still further
down to completely cover and protect the
delicate point.

For other pens, holders in general use
for writing are satisfactory. In purchasing
these, be sure that they are sufficiently
small in diameter to enter the neck of a
bottle without becoming soiled with ink.

It is generally preferable to vary the
colors of your penholders, or to mark
them individually with notches, or in
some similar method (Fig. 9). This way
each may be easily identified at a glance.
A red holder might always contain a Gil-
lott 303 pen, a brown one a 404, etc. You
will soon become accustomed to this ar-
rangement and save time when changing
from one pen to another.

Penwiper

You should have a small chamois or felt,
or some practical sort of wiper for your
pens, and keep them clean. Avoid using
one that is linty with loose particles to
catch in the nibs, causing blots.

Ink

Ink, like pens, is of early origin. Evidence
of its use is found on papyri and manu-
scripts dating back more than 4000 years.
A large part of this early ink was colored.
Today most of the ink used for drawing is
black, and much of it is waterproof. Prac-
tically all is bottled in liquid form, though
for many years artists purchased it in
stick form (Fig. 11), grinding it in water
on a slate slab (Fig. 12) or similar rough
surface until a sufficiently dark liquid
was obtained. There are now many kinds
on the market which are satisfactory. Of
American inks, Higgins' is one of the
standards. Of those made in Germany,
Pelikan is good. Most of the American
inks, including Higgins’, are put up in
conveniently shaped bottles, not easily
tipped over (Fig. 13) with very practical
stoppers fitted with quills to aid in filling
ruling pens. (See illustrations at A and B,
Fig. 10.) Waterproof ink is essential when
drawings are to be tinted with color or
wet in any way. For other purposes,
where they are not to be exposed to mois-
ture, the ordinary black drawing ink is
considered by many to flow better than
the waterproof.

Use ink from only one bottle on any
single drawing, because some inks dry
more shiny than others. (We will discuss
the many colored inks on the market
further in Chapter 20.) Whether the ink is
black or colored, each bottle should be
kept closed when not in use, to prevent
thickening due to evaporation. At best,
the ink in a bottle is almost sure to become
a bit gummy before it is gone. If it does,
dilute it a little according to the manufac-
turers’ directions, though it is generally
preferable to buy a new bottle for the finer
lines, saving the old for work with a brush
or larger pens. When two or more bottles
of ink are in use, mark the date of pur-
chase on the label so that the bottles will
not be confused.
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Papers

Bristol board is one of the most com-
monly used surfaces for pen drawing, and
the better grades offer many advantages
for this work. First of all because bristol
board is smooth, it allows the pen to move
over it in any direction without danger of
the points stubbing in rough places.
Again, it will stand a fair amount of eras-
ing without serious injury (though eras-
ing does frequently make it somewhat
unsightly, destroying the gloss). Bristol
board is firm enough to prevent minor
irregularities of the surface under it —
such as thumbtack holes in the drawing
board beneath — from affecting it to any
considerable degree. This is a great ad-
vantage over some thin papers, which can
hardly be worked upon unless bristol or
other smooth board is placed under them.
Bristol board stays quite flat, too, unless a
great amount of ink is used, when it some-
times shows a tendernicy to buckle. It is
stiff enough so the finished drawings may
be easily handled. As arule, both sides of
the bristol board are alike, so if one side is
ruined the entire sheet is not wasted.

Bristol board is produced in various
weights, two or three ply being those cus-
tomarily employed. Two ply is rather thin
but does well for most work; the three ply
is an excellent thickness for almost any
purpose.

Bristol board also comes in a variety of
surfaces, some very glossy, some smooth
but only slightly shiny (and this is best for
most problems), and some dull. Some
bristol boards (called kid-finished) are
rather rough. This finish is not as good
for most pen work as the smoother grades.

Eraser marks are rather apparent on the
smoother grades. Likewise, water makes
dull spots of an unpleasant contrasting
nature. The board also tends to bend,
forming unsightly placesifitisrolled and
pressed or otherwise misused. Therefore,
if the appearance of the finished drawing
is important, protect the surface as much
as is possible. When you buy bristol
board, ask for a good brand — one which
is not too soft or absorbent —and then be
sure that the sheets have not been bent or
dented or otherwise damaged. Never
allow bristol board to be rolled tightly, if
at all. If you carry it rolled under your
arm, protect it from crushing in order to
keep its smooth appearance.

If you would prefer something which
damages less easily, which stands erasing
to better advantage, and which has a sur-
face of a more interesting nature, try some
of the smooth-surface (hot-pressed) draw-
ing papers. These can be purchased al-
ready mounted or can be bought in sheets
at less expense. These sheets may be used
just as they are, or, as they have a ten-
dency to wrinkle more easily than bristol
board, they may be stretched onto a draw-
ing board.

One method of stretching paper is as
follows. Choose a board at least an inch or
two larger all around than the paper, and
lay the paper loosely on this. With a
sponge, wet the paper thoroughly on the

Fig. 11. Stick ink is now
almost impossible to find.

Fig. 12. A slate slab for
grinding ink is also rare.

A,
=5

Fig. 13. This type of bottled
ink does not tip over easily.

Fig. 14. Keep a brush
nearby for dusting the
paper.

Fig. 15. A bottle holder
made of cloth and thumb-
tacked to the drawing
board is easy to make.



Fig. 16. A paper bottle
holder tacked to the board
also serves the purpose.

Fig. 17. This bottle holder
is made of heavy paper or
thin cardboard, joined to-
gether with a paper clip.

A
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{

Fig. 18. Here isa holder for
two bottles made from a
box. Extra holes in the
cover are for bottle stop-
pers.

Fig. 19. A cardboard ink
stand, holding two bottles
and several pen holders is
another alternative.

upper side, leaving about an inch of dry
edge or margin all around. Allow the
water to stand several minutes until the
paper has swollen and buckled into a
hilly surface. Then sponge off the super-
fluous water, leaving the paper just
damp. As you complete this operation,
slightly dampen the previously dry
margins. Apply strong mucilage or glue
to these margins at once. By the time this
is on, the paper will have become fairly
flat again, though still hilly. Next turn
the paper upside down (it is best to have
help with this), being careful not to get
glue on the board anywhere under the
sheet, and press the glued margins tightly
to the board until they adhere all the way
around. The paper will still be full of
humps. As the edges are pressed down
you can draw it a bit smoother, and shrink-
age as it dries will do the rest. (Do not
pull it too hard, because it will break
when dry if the paper is too tight.)
If you make sure that the glued edges are
kept fast by rubbing them down once or
twice with your knife handle or some other
convenient object, you will have —in a
half hour or less —a splendid surface of
great strength: a surface showing injury
or marks of erasing far less than bristol
board. Of course, you must not extend
your drawing onto the glued margins, as
it is almost impossible to remove them
whole when the rest of the sheet is cut
from the board. Usually they are allowed
to remain until later, when they are taken
off at leisure by soaking thoroughly with
water until they are soft, and may be
washed or scraped off without trouble.

In addition to this hot-pressed paper,
there is another grade known as “cold-
pressed.”’ Somewhat rougher, this is
really a watercolor surface. Its roughness
prevents pen work of the most perfect
kind, yet permits certain interesting ef-
fects, as all lines drawn upon it have a
tendency to be irregular or broken. If you
intend to tint your pen drawings with
color, this is an especially good paper,
though the hot-pressed paper stands
washes well too. In respect to wash appli-
cation both hot-pressed and cold-pressed
papers have an advantage over bristol
board, which— with the exception of the
kid-finished grade —is not well suited to
such work.

Besides bristol boards and drawing
paper, there are, of course, many other
surfaces available which will take the pen
well. Generally speaking, the surfaces
that are good for writing with a pen will
do for drawing. The essential qualities
you need are a fair degree of smoothness,
coupled with sufficient firmness to pre-
vent stubbing the pen or blotting the ink.
You also want the paper to permit the use
of an eraser or knife for correction, with-
out becoming absorbent or too unsightly
in appearance. Some of the ordinary bond
papers meet these specifications satisfac-
torily, especially those of the heavier
weights and better grades.

The architect frequently uses tracing
cloth for making pen drawings, first dust-

ing it with prepared powder and then
drawing on the dull side. The finished
results may then be blueprinted. Prints in
black and white, or brown and white, or
red and white, also may be obtained.
Another advantage of tracing cloth is that
its translucency allows it tobe used over a
previously constructed layout on which
the draftsman may work as long as he
wishes. The tracing cloth drawing may
then be simplified in the final stage to a
representation of the essentials.

Tracing papers of stiffer grades are
sometimes used in the same way. How-
ever, while tracing cloth is strong and
will stand almost any amount of erasing,
tracing paper is easily torn or pricked
through by the pen and can scarcely stand
rubbing at all.

Drawing Board

Almost any smooth drawing board of
convenient size will do. It is best to have
one large enough to support the hand as
well as the paper, as you cannot do your
best work in cramped space. If the board
is at all rough, putting a few extra sheets
of paper beneath the drawing paper will
make a smoother surface. If paper is to be
stretched, it is just as well not to use a new
board if an older one is available. The
stretching process, with its water and glue,
may cause warping, a slight raising of the
grain of the wood, and a somewhat un-
sightly general appearance. However,
whether a board is old or new, that part of
it beneath the “stretch” (as the stretched
paper is called) should be washed be-
forehand to make sure it is clean; other-
wise stains may come through the paper
whileitis damp, and show on the surface.

Thumbtacks

If paper is not stretched, it is usually
thumbtacked to the board. A dozen or so
medium-sized thumbtacks may be kept
for this purpose, pressed into a conve-
nient part of the drawing board when not
in use.

Pencils

Since most drawings are laid out in pen-
cil before they are inked, a few pencils are
needed. On smooth bristols, medium or
rather soft grades are good, such as HB, B,
or 2B. For rougher paper, harder points
like the F, H, or 2H are better.

Ruler

Whether or not a scale rule or such in-
struments as a T-square and triangles are
needed depends on the nature of the
work.

Frasers

You should have some kind of a soft or
medium eraser for removing the pencil
construction lines and for cleaning the
entire sheet after the pen work is done.
Art gum is excellent for this purpose, and
is one of the few erasers which can be
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used on smooth bristols without destroy-
ing the gloss. If employed for the final
cleaning of the sheet, the gum eraser will
not lighten or gray the pen lines to the
extent that many erasers do.

A harder eraser, perhaps one of the red
or green ones, as shown at F (Fig. 10), is
good for the more stubborn pencil lines
and, if employed patiently, will remove
ink lines as well. The usual ink erasers
such as pictured at G and I (Fig. 10), are
too hard and gritty for most paper sur-
faces, and should be used only with the
greatest caution, if at all. Chemical ink
eradicators will not remove maost of the
drawing inks.

Knife

Many artists prefer a good sharp knife or
razor blade when it comes to making cor-
rections. A knife is also a great conve-
nience for many other purposes in connec-
tion with work of this kind.

Erasing Shield

We illustrate at J (Fig. 10) a thin metal
erasing shield of the type draftsmen use.
A shield is often almost indispensable
when erasures are necessary, as it may be
placed on a drawing in a way that exposes
to the action of the eraser only those por-
tions of lines that are to be removed.
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Brush or Cloth

The habit of dusting your paper every few
minutes is excellent because it prevents
the accumulation of bits of lint which
might get into the pen and cause blots. A
soft brush or non-linty cloth will do a
good job (Fig. 14).

Blotting Paper

Some accidents are sure to happen. Occa-
sionally a bottle of ink is splashed or
spilled, or a pen drips. Keep a few
blotters on hand for such an emergency.

Bottle Holders

The danger from spilled ink is so real that
some artists, in order to lessen it, use rub-
ber bottle holders which are on the mar-
ket. Most of these holders are simply con-
tainers of sufficient weight and balance to
prevent easy overturning of the enclosed
bottle (or bottles, as some take care of two
or more). Though such a holder is by no
means essential, the student, especially if
inclined to be careless, will find himself
relieved of considerable anxiety if his bot-
tle is secured by something of the sort.
Students in school, particularly when
working in limited space, really need to
take such precautions. It is not necessary
to go to the expense of buying holders, as
homemade ink stands such as those pic-

tured in Figs. 15 to 19 are also sufficient.

To make a holder, slit the pen wiper (or
any cloth of similar size) in the center,
creating an opening large enough to per-
mit it to be forced down over the neck of
the bottle. Then place a thumbtack
through each corner to hold the whole
thing tight to the board, as shown in
Fig. 15. If thumbtack holes in the board
are for any reason objectionable, thumb-
tack it into a block of wood large enough
to prevent easy overturning,.

Paper may be substituted for the cloth
(Figs. 16 and 17), either thumbtacked
down or folded to form a bearing surface
of liberal size, and then glued or clipped
rigidly. A cardboard box may also be sub-
stituted, with an opening through the
cover for the bottle neck (Fig. 18). Since
the stopper, rolling ink across the paper,
is sometimes a nuisance, it is practical to
provide an extra hole in which it may be
kept out of the way, yet handy when
needed. It is sometimes desirable to make
provision for two bottles (Figs. 18 and
19), which also makes the holder of suffi-
cient length to include a little rack suit-
able for supporting a pen or two (Fig. 19},
thus adding to its value. ‘

So much, then, for the selection and
arrangement of the materials. We must
now learn how to begin drawing with
them.



3. First Exercises in Pen Handling

Now we will begin the first actual work in,
pen drawing; work of the very simplest
sort, designed to acquaint the beginner
with his instruments and provide a logi-
cal starting point from which to advance
gradually and consistently, as broader
perception and increased manual dexter-
ity are gained.

Take Your Time

The beginner must not try to rush ahead
too fast. Just be content to master each
step, one at a time. Just as the student of
the ‘piano would find it impossible to
render even the simplest composition
completely and correctly until thor-
oughly drilled in the proper prelimi-
nary steps, so the student of drawing will
find obstacles equally great if, in his im-
patience, he attempts a finished draw-
ing of any but the simplest of subjects
before mastering the rudimentary exer-
cises provided here.

You must first learn to manipulate the
pen itself. It is easier for most of us to
handle a pen than a brush or a stick of
charcoal or crayon, mainly because we
are accustomed to using it in writing.
Drawing, however, requires far greater
freedom of movement than writing. In writ-
ing, the pen is held in very much the same
position; in drawing, the position is fre-
quently varied. In writing, a compara-
tively small number of standardized
curves and straight lines are combined in
a methodical and frequently repeated
manner. In drawing, there is almost no
end to the variety in length, direction,
and character of the lines used or to the
methods of combining them. The pen-
man, then, seeks a certain monotonous
perfection of stroke; the artist, on the
other hand, must acquire the greatest
possible versatility in the command of his
instrument. The artist must be able to

QoD <\\— ;
Ny
ARRNETETSOR
NS
SLEEPEAFTERTOILEPO
STORMIESEAS EASEAFTERWARRE

TOILEPORTE: AFTER
i RLIFEDOTHEGREATLIEPLEASE
OO

Bertram G. Goodhue

draw long, sweeping strokes, bold vigor-
ous lines, crisp dashes, and delicate dots.
He must be able to draw reasonably
straight lines and pleasingly curved
lines, singly or in combination. And he
must have the skill to draw all of these
when and where he pleases on his paper,
vertically, horizontally, or slantwise.
This must be accomplished, however,
with little conscious effort, so that atten-
tion is freed for the development of the
composition as a whole.

This does not mean you should never
attempt finished pen drawings until you
have absolute control of your pen — a
stage which you will probably never
reach anyway. But after what seems a
reasonable amount of practice in drawing
individual lines and in building simple
ones (depending on your natural aptitude
and previous experience), you should
progress directly to making drawings.

Continue your pen practice in these
finished drawings by varying its han-
dling from time to time. Also experiment
with different pens and different papers,
and with drawings of various sizes.
Meanwhile keep up additional pen exer-
cises in your spare moments, scratching a
few lines or building tones whenever op-
portunity offers, until you have arrived at
a really worthwhile degree of profi-
ciency. And don’t forget: just as trained
musicians run their scales and otherwise
work to keep in practice, many experi-
enced artists spend their leisure hours
sketching in order to retain the skill that
is already theirs.

Tools for Your Practice

Now just a word as to the materials for
this first work. Not all of those described
in the previous chapter are needed. The
following, however, are really essential:

1. Several sheets of smooth white
paper or bristol board of convenient size.

2. A medium pen or two, such as the
Gillott 303 and 404.

3. A penholder and a wiper.

4. Abottle of black drawing ink.

5. A drawing board or other suitable
support.

6. A few pencils, thumbtacks, and one
or two erasers.

Most of the drawing bristols are sold in
sheets of 22 x 30, 22 x 28, and 23 x 29
inches, or 50 x 70 and 51 x 71 cm. Each
sheet, cut in quarters, gives four sheets of
about 11 x 14 or 15 inches/20x30 cm, a
good size and proportion for most work
of a preliminary character.

Cut all paper used to a uniform size, so
far as possible, so that you will gradually
form a collection of drawings which will
fit well together either in exhibition or in
a folio used for their protection. Above
all, don't try to economize by using too
cheap a paper.

Setting Up

Thumbtack a sheet of your paper to a
drawing board or, as a substitute, lay it on
a stiff, firm book or similar support; the
board is preferable. Sometimes the paper,
especially if it is a stiff bristol, may be laid
on a smooth table top with nothing else
under it. The size of the drawing board is
optional, though don’t use one smaller
than 16 x 23 inches/40 x 51 cm. A large
enough board should accommodate a half
sheet of bristol {about 15 x 22 inches
/31 x 50 cm) and permit you to work on
the quarter sheet without cramping.
When you are ready to draw, sit in a
natural position. It is usually best to sit
facing a table with the drawing board on
top of it or resting against the edge, and
tipped in such a way that the eye can
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Fig. 21. Draw vertical
guidelines in pencil.

Fig. 22. Start and stop your
ink lines exactly at the
pencil guides.
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Fig. 23. Practice dot and
dash lines, keeping them
in an even line.
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Fig. 24. Draw pencil
guidelines if necessary.
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Fig. 25. Try some lines ver-
tically.

view the entire paper easily. Be sure the
sheet is will lighted, with the light falling
from the left if possible. If the paper sur-
face is shiny, be sure that no harmful and
disturbing reflection of light is thrown back
into your eyes. Place the ink bottle in a
convenient position, usually to the right
so you have it within easy reach, but not
too near the edge of the table where it
might be pushed off onto the floor. Next
place a pencil or two and the pens and
erasers nearby (and also keep a blotter or
rag handy for emergency), and you are
ready to begin.

Holding the Pen

Try to hold the pen naturally, much the
same as for writing. (We have already
said, however, that it will be necessary to
vary its position to some extent for differ-
ent types and directions of line, having it
sometimes twisted or turned, sometimes
almost vertical, and again more nearly
horizontal.) Keep your fingers far enough
back from the point to prevent them from
becoming daubed with ink, and above al],
don’t cramp your fingers tightly onto the
penholder.

Before starting the first lines, place an
extra paper (any clean sheet will do)
under your hand to protect the surface of
the drawing paper from dirt and mois-
ture. Get the habit of working in this way
from the start, seldom allowing your
hand to touch the surface of the drawing.

The First Even Lines

Now dip your pen in ink and confidently
begin practicing the simplest types of
lines. Don’t work hastily or carelessly; try
to make each line a thing of real feeling
and beauty. Too often the beginner is mis-
led into copying what seem to be
carelessly drawn lines made by well-
known artists. Lines of this sort are often
the result of years of practice and usually
very hard to imitate successfully. And
remember that some well-known artists
are famous in spite of their technique
rather than because of it.

Straight lines offer a natural starting
point for this practice. Fig. 20 shows a few
practical straight-line exercises. Because
this illustration and those immediately
following it have been reproduced at the
size of the original drawings and have
not been corrected or touched up in any
way, each stroke appears almost exactly
as drawn.

Copy these exercises, starting with the
horizontal strokes shown at A. The ar-
rows indicate the directions in which the
original strokes were drawn, and the pen
points show the approximate angles at
which the pen was held. Itis possible and
proper to draw strokes like those at C in
either of the directions indicated.

If you are left-handed you will natu-
rally reverse the exercises, not only on
this page, but throughout the whole book.
Left-handedness, by the way, is seldom a
handicap in freehand drawing; some of
our best artists have been left-handed. At
least one of our masters of the pen—
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Fig. 26. Do some slanting

lines—with or without
pencil guidelines.

Fig. 27. Measure off even
spaces and mark them in
pencil with a dot. Connect
these dots by eye with your
pen.

Fig. 28. Try a variety of
lines.

Fig. 29. Avoid any
mechanical effects in this
practice work.

OO A e

Fig. 30. Invent exercises of
your own.
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Fig. 31. Here are some typical curved-line practice strokes. Study carefully and invent your own exercises
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Daniel Vierge —was forced (because of a
stroke) to change from his right hand to
his left rather late in life, and did so with
little detriment to his style, once the ad-
justment was made.

Draw many strokes similar to those at
A, B, C, and D. Vary their length and
direction. Draw some slowly; some
swiftly. Fill several sheets with them. Try
different ways of holding the pen. Try
different pens if you wish.

Helpful Exercises

As you draw, you will probably be able to
discover some of your own weaknesses.
You may have a tendency to run the lines
which are intended to be horizontal up or
down hill, or to tip your verticals. You
may find it hard to start and stop your
strokes just where you wish, or to keep
them parallel. If these problems are yours,
perhaps your paper is not directly in front
of you, a situation that inevitably causes
difficulties. Get it right and then try
again. If you find yourself unable to start
and stop your strokes where you wish, try
the exercises shown in Figs. 21 to 3Q
Suppose, for instance, you are practic-
ing horizontal lines. First rule with your
pencil two vertical lines, as in Fig. 21, as
guides for the ends of the horizontal lines.
Next practice doing the horizontals, start-
ing and stopping them exactly on the
penciled verticals, as in Fig. 22. Try some
longer ones and some shorter ones in the
same way and then do likewise with ver-
tical and slanted strokes. As a further ex-

ercise of advantage at this time, practice
dot and dash lines of the type shown in
Fig. 23, trying to space the dashes in even
vertical rows, one above the other. Draw
pencil guide lines, if necessary, as in Fig.
24, Try also some dot and dash lines
drawn vertically and in tipped positions
as in Fig. 25 and 26. Here again, if you
have trouble getting your lines parallel or
evenly spaced, there is no harm at first in
laying out some pencil guide lines with
your ruler, one for each line if necessary,
later going over them freehand in ink. Try
not to do much measuring or ruling,
however; try instead to train your eye and
hand.

A good exercise for teaching you to
draw in any desired direction is shown in
Fig. 27. Here pencil dots were carefully
spaced for the beginning and ending of
each line; then the lines were drawn.
Those in this sketch are rather short; try
drawing similar dots 5 or 6 inches/12 or
15 cm apart so it becomes necessary for
you to draw very long lines. If you prac-
tice this you will soon find yourself able
to carry a line way across a sheet of paper
to any desired spot with only slight varia-
tions in direction.

Now Vary the Pressure

After you have practiced all of these exer-
cises, done with comparatively even
pressure of the pen, turn back to Fig. 20.
Make strokes such as those shown from E
to P, tapering or shading each from dark
to light or from light to dark. Work with

care but don’t expect too much mechani-
cal perfection; notice that the ruled lines
at Q are too straight and perfect to be
interesting. Exercises like these will
teach you some of the real capabilities of
your pen, so they are most important.

Sometimes an evident shake or tremor
to a line is highly desirable, so also prac-
tice making irregular lines, such as those
at R, S, T, and U. Draw them straight in
general direction, some long and some
short, some with even and some with var-
ied pressure, and show them at different
slants as well as vertical and horizontal.
Figs. 28, 29, and 30 offer additional sug-
gestions of a similar nature.

Curved Lines

Now turn to Fig. 31, which shows a vari-
ety of curved lines. This illustration
speaks for itself. Here again, copy these
exercises and then devise others of your
own. These were drawn slowly; draw
some similar strokes quickly. Copy other
strokes from pen reproductions, too; hunt
and see how many types you can find.

When you have made many kinds of
individual lines over and over again, and
think you are getting the “feel” of your
pen, you are ready to turn to the next
chapter, and work with combining
strokes into tones.

In leaving this chapter, however, keep
the thought in mind that whenever you
get the opportunity you should come
back to practice the sort of thing sug-
gested here.
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4. Practice in Tone Building

Many pen drawings are done in outline

alone, but a far larger number of drawings
" make use of varying tones of gray, often in
conjunction with areas of pure black. Be-
cause of this, it is important to study
methods of tone building at the outset, to
provide a preliminary foundation for
later work.

We pointed out in Chapter 1 that in pen
work each line or dot made is pure black,
and usually on white paper. But the effect
of either light or dark gray is obtained
only by placing dots or lines of pure black
close together so as to produce a result
which appears gray. The process of learn-
ing to suggest grays of different tone, and
at the same time to indicate textures of
numerous sorts, is very fascinating. In-
numerable combinations of many kinds
of dots and lines are possible. Start with
some of the simpler ones such as are
shown in Figs. 32 and 33, and later you
can experiment with other methods.

First Study These Examples

Before you begin, turn to the illustrations
for a moment. In Fig. 34 lines have been
drawn with a medium pen (Gillott 303)
1/8 inch/3.2 mm apart in a space 1 inch/
0.025 mm square. In Fig. 35 the same
pen has been used, but the lines have
been drawn 1/16 inch/1.6 mm inch apart;
in Fig. 36 twice as many lines 1/32 inch
/0.8 mm apart occupy an equal area, and
these, too, were drawn with the same pen.
Figs. 37, 38, and 39 have a disposition of
lines similar to Figs. 34, 35, and 36 re-
spectively, and seem darker only because
drawn with a considerably heavier pen.
The lines in Figs. 34 and 37 are all at the
1/8 inch/3.2 mm spacing. Arranged in
this way, and with the book held two feet
or more from the eye, they count as indi-
vidual lines rather than subordinate parts
of a tone. This is especially true of the
darker ones in Fig. 37. If spaced closer, as

in Figs. 35 and 38, we become less con-
scious of the separate strokes and more
conscious of each tone as a unit, yet the
lines are still rather prominent. At Figs.
36 and 39 tone has taken definite prece-
dent over line. The areas in Figs. 36 and
39 have grown much darker than in Figs.
34 and 37 because of the larger proportion
of white paper covered.

For a second and similar example,
compare Fig. 32 with Fig. 20. It will be
seen that Tones 1, 2, 3, and 4 of Fig. 32 are
practically the same in formation as Lines
A, B, C, and D of Fig. 20. Here, again, the
main point of difference is that in Fig. 32
the various parallel lines in each group
are kept so close together that they tend to
merge into a unified whole.

Building Tones with Straight Lines

Tones such as these —built up of straight
lines—are among the most common used
in pen work, and, being the easiest to do,
afford a good starting point for the begin-
ner. Begin by copying the examples at the
top of Fig. 32. Just as a general rule, make
the strokes approximately 1/32 inch/0.8
mm apart, the same spacing as used in
Figs. 36 and 39. Don’t measure, however;
there should be nothing mechanical
about such exercises. As in actual pen
drawing, the spacing depends on many
things and is usually variable. It is gener-
ally worse to get lines too close together
than too far apart, for unless a reasonable
distance is left between them, they may
blot or run together in places, which is
often objectionable. Particularly when the
work is made for reproduction, the lines
must be quite openly spaced, as most
drawings are reduced, which means the
spaces between the lines will be dimin-
ished. If the work is not sufficiently
“open,” the lines may fill in.

Practice drawing many of these small
areas-of tone, keeping the lines evenly

spaced so as to give a uniform grayness or
flatness to each. Draw them with lines
slanting in various directions; and with
curves like Tones 5 and 6, Fig. 32. Try
different pens and papers.

Once you have gained a fair facility in
making these even lines, practice with a
greater variety of lines. Aside from indi-
cating different tones you must learn to
suggest various textures, and this de-
mands an acquaintance with the greatest
possible variety of lines and tones. The
squares from 7 to 11, in Fig. 32, are much
like those from 1 to 5, except for the wav-
ering or wandering quality of thelines. At
12 is an extreme example of the type of
line which wanders, changing direction
to such an extent that the tone scarcely
seems made up of lines at all. It is worth
observing that in this tone variable areas
of white, about 1/32 inch/0.8 mm wide,
do actually separate all parts of the wan-
dering lines.

Practice all these exercises, hunt for
other examples of tones, and invent some
of your own. But remember when copy-
ing reproductions, that the apparent
fineness and close spacing of lines is
often the result of great reduction from
the sizes of the originals.

The work we have suggested will soon
give you a reasonable dexterity in filling
small areas with simple tone. You will
find that you are able to control the degree
of darkness of each area in two ways: first
by varying the distances between the
lines, and second by differing the widths
of the lines themselves. You will need
this knowledge constantly; if you build a
tone of gray and find it too light, you may
darken it by adding more lines between
those already drawn or by widening the
existing ones. In the first instance the
tone becomes more homogeneous; in the
second the lines themselves grow some-
what more prominent. This is sometimes
an advantage, especially when the lines
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Fig. 33. Here are more examples of areas of tone built up using a variety of methods. Analyze other
examples of pen work in this book to determine their tone formation.
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Fig. 34. Thisis 1/8 inch/3.2
mm spacing with a
medium pen.

|

Fig. 35. Thisis 1/16
inch/1.6 mm spacing with
a medium pen.

|

Fig. 36. Thisis 1/32
inch/0.8 mm spacing with
a medium pen.

Fig.37.Thisis 1/8inch/3.2
mm spacing with a coarse
pen.

|

Fig.38. Thisis 1/16
inch/1.6 mm spacing with
a coarse pen.

I

Fig. 39. This is 1/32
inch/0.8 mm spacing with
a coarse pen.

suggest some particular texture. On the
other hand, it is often of equal disadvan-
tage when they do not.

The tones to which we have so far re-
ferred might be called “‘open’; each
stroke is a fairly definite and complete
thing. For many kinds of work such tones
are eminently satisfactory. There are some
purposes better served by other types,
however, as you will see in later chap-
ters. Among these, tones made up by
crossing lines (or ‘“‘crosshatching” as it
is called) have their occasional place and,
although they are not recommended for
too frequent use, they are worth practic-
ing. From Tones 13 to 18, Fig. 32, we have
shown several examples of crosshatching
which explain themselves.

Drawing Tones Freely

In the lower half of the page you can see
tones built up with far greater freedom.
These are probably more typical of most
of those used in pen work than are the
others above, yet all kinds are important.
These tones were formed very quickly,
and in copying them do not expect to du-
plicate them exactly. Instead try to work
for their general effect. Try others of your
own, too, using curved lines, as well as
straighter ones. Vary the weight and
length of lines and try tones consisting of
tapered strokes, like those discussed in
describing Figs. 20 and 31.

Notice in particular the ‘“‘hooked’’
strokes shown in several of the examples.
There are many uses for these, some of
which will be pointed out or discussed in
subsequent chapters.

Combining Lines

At this stage you should be able to draw a
large variety of individual strokes, and
combine them into small areas of tone. It
is easier and more satisfactory to do this
than to cover the larger and somewhat
irregular areas as are necessary in most
drawings. Therefore, the next move is to
attempt this very thing.

The upper half of Fig. 33 is designed to
show a few of many practical combina-
tions of lines. The first four tones require
little explanation. The arrows are di-
rected to the lines (or, more properly,
spaces) of junction between the various
groups of strokes. In grouping lines in
this way, be sure to make these points of
junction as inconspicuous as possible.
Avoid the patchy effects shown in Fig. 40.
If tones are built of patches it is customary
and better to join them as in Fig. 41 in
order to obtain homogeneous effects.
Tones 6, 7, 8, and 9, Fig. 33, should be
compared with Tones 1, 2, 3, and 4, as they
are very similar. These largely disguise or
do away with the junction lines just men-
tioned, through the use of greater variety
in length and direction of stroke. Tones 5
and 10 show interesting slanting inter-
ruptions to the straight vertical and hori-
zontal lines. This sort of thing is very
useful for some purposes, especially
where a large area of tone has a tendency

=
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Fig. 40. Avoid patchy ef-
fects like this.

V4

Fig. 41. If tones are built of
patches, be sure to join the
patches like this. :

Fig. 42. Ink may be spat-
tered with a safety match
and brush.

Fig. 43. You may also spat-
ter ink with a screen and

brush.
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to become monotonous in character. The
lines dragged across Tone 6 serve a simi-
lar purpose. Tones 11 to 15 were drawn
with great freedom; these would be par-
ticularly useful in representing rough-
textured objects of many kinds.

As with previous examples, practice
these tones and seek out others, from
available pen drawings and reproductions,
and copy them over and over, besides car-
rying on your own experiments.

Creating Special Tones

In drawings of a highly conventional na-
ture or decorative quality, tones such as
those at the lower half of Fig. 33 are
often seen. These tones not only give the
desired value of light and dark, but alse
show some special texture or pattern.
Though interesting, they are of less im-
portance at this time than are those
shown previously, with the exception,
perhaps, of the spatter tones shown in
squares 16, 17, and 18, and the stippled
fone at 19.

The stippled tone was made by dotting
the entire surface with fine dots of the
pen, care being taken to avoid the stiff
effect that might follow if they were ar-
ranged in straight lines. Such a tone is
often most useful; distant hills or moun-
tains may be expressed by it, as well as
such rough surfaces as stone or stucco
walls.

For similar purposes, the spatter tones
are good, too. These may be done in sev-
eral ways. In all of them it is necessary to
cover the portions of the paper that are to
be kept free from spatter.

If the areas to be spattered are simple in
shape, even, and true, the rest of the
paper can be easily protected by strips of
heavy paper or cardboard; stencil board
is excellent. When the shapes to be
hidden are irregular in shape—and con-
sequently harder to cover with paper—
pure artists’ rubber cement is sometimes
painted directly onto the parts to be pro-
tected. After the inking is done (this will
be explained in a moment) the cement is
rolled off by the fingers without injury to
the paper. Impure cements must be
avoided, as they stain paper.

For covering drawings during spray-
ing operations, some artists use what is
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known as frisket paper. This is a some-
what transparent or, more properly,
translucent paper, which is coated with
rubber cement. The paper is pressed down
over the entire drawing, and the frisket is
cut with a sharp knife or razor blade to the
exact outline of the parts to be spattered.
The unwanted portions are stripped off,
and the finger is next rubbed over the ex-
posed portion of the drawing surface in
order to remove any remaining cement.
After this, the spattering is done.

Heavy tracing paper is often used as a
substitute for the frisket. This is cut out
with the razor blade in the same way, and
then held down by rubber cement, pins,
or small weights placed along the edges.
Because the tracing paper may wrinkle
from the dampness of the ink, care must
be taken that the spray is not spattered
under it.

When the paper has been properly pre-
pared using one of the methods de-
scribed, a scheme for the spattering must
be determined and carried out. There are
several practical methods. In one of them
a toothbrush is dipped in the black ink so
that each bristle is inked for 1/8 inch/3.2 mm
or s0. Some prefer to ink the brush by rub-
bing the bristles with the quill of the ink
bottle stopper. Then, with the brush held
nearly horizontally in the left hand, bristles
up, as in Fig. 42, stroke the bristles toward
you with a wooden match or toothpick,
causing them when released to snap or
catapult tiny drops of ink onto the ex-
posed paper until it has been sufficiently
darkened. Too much ink in the brush will
naturally cause blots, so it is best to try the
process on waste paper before risking the
drawing. Another method is to rub the
ink-charged brush, bristles down, over a
piece of screening held a couple of inches
or millimeters above the flat or nearly
flat drawing (Fig. 43). This method
probably offers the artist somewhat
better control over the medium. Still
another method is to blow a spray of ink
onto the drawing with a small atomizer or
fixative blower.

These somewhat lengthy explanations
of methods of stippling and spattering
tones are enough to show that such work
is not easily done. Stippling is the sim-
pler of the two methods if the areas to be

covered are small. By varying the sizes of
pens it is possible to vary the stippled
effects in very interesting ways. You also
have better control over the stipple; the
more dots the darker the tone, of course,
and graded effects are easy to obtain.

There are several dangers from spatter-
ing. First, it is hard to judge the value of
the tone correctly, and easy to get it too
dark. Second, it is difficult to keep from
getting some of the tiny drops of ink
under the frisket or protecting paper. It is
easy, if you become impatient, to blow or
spatter so many small drops onto the
drawing that they run together and form
blots before they have time to dry. It is
preferable to stop for a few moments now
and thento give the ink a chance to dry.In
spite of these difficulties (which a little
experience will overcome), spattering is
much quicker than stippling for large sur-
faces, even though more preliminary
work is necessary. Once the spattering
itself is begun it progresses very rapidly.

The samples of spatter work which we
have shown in Fig. 33 are rather light,
especially Tone 16. Tone 17 is darker and
Tone 18 grades from the medium to the
lighter tone. Many spatter tones are much
darker than these. Both the spatter work
and the stipple work reproduce so well
that various mechanical stipples have
been invented which are sometimes sub-
stituted — as a means of saving time —
when drawing for reproduction. Both
stipple and spatter are often employed in
conjunction with line, the dots being
made in some cases in areas which are
free from line or simply bounded by out-
line, and sometimes on top of tone built
up of strokes. In Chapter 20 further dis-
cussion of both stipple and spatter will be
found.

Before leaving this subject it seems best
to issue a word of warning, particularly to
the beginner: these expedients, stippling
and spattering, are not truly pen drawing.
They produce results so different in
character from the customary forms of
pen work that if used injudiciously or to
excess, they are almost sure to cause trou-
ble. Keep them in mind, however, and try
them occasionally. In the meantime, gain
the greatest possible proficiency combin-
ing true pen strokes.



5. Elementary Steps in Value Study

In the previous pages we have used the
word “value” a number of times. Let us
see what this word really means. In its
customary significance outside of the
realm of art, the word relates, as we know,
to the dgsirability or worth of a thing,
sometimes to its utility or its market
price. In the world of music value refers to
the relative length of a tone as signified by
anote. Its use in art is similar to its use in
music, except that instead of referring to
the relative length of a tone, value refers to
the relative amount of light or dark in
some given area. If an object is light in
color or tone, for instance, we say that it is
light in value; if dark in color or tone we
call it dark in value; if of medium tone we
pronounce it of middle value.

Obtaining Values in Pen Drawing

In pen drawing if we wish to represent an
object which is light in value we usually
do so—though there are exceptions—by
employing tones which are also light in
value. If we wish to picture some very
dark object in a natural way we use values
which are dark. If our desire is to show the
appearance of a dark red apple against a
light yellow background we use values of
dark and light closely approximating the
amount of dark and light in the objects
themselves. Because of the technical
limitations of the pen, however —which
make it difficult to show all the possible
range of values from the white of the
paper to the black of the ink — we fre-
quently simplify actual values in their
representation, as was mentioned in
Chapter 1. Light objects, for example, are
often shown as white, and dark ones as
black, and if objects have a larger number
of slightly varying tones which do not
seem wholly necessary to the satisfactory
pictorial expression of the objects, these
tones are simplified in the representa-
tion, only the general values of each mass
being expressed.

Notice the delightful sketch by Herbert
S. Kates, heading this chapter, for in-
stance: very few values have been used.
There is the white of the paper, also a gray
middle value, and finally a few black
touches — that is all — yet the whole is
most effective. The simplicity of the
handling is consistent with the plainness
of the architecture.

In making a pen drawing —or any sort
of picture, for that matter — it is not the
absolute correctness of each individual
tone that is most important (though no
one can doubt the usual advantage of a
reasonable degree of accuracy), but it is
the right arrangement or disposition of
the various values of light and dark that is
particularly essential. It is easy to get ob-
jects “out of value” with their surround-
ings even though they seem good indi-
vidually. But it is too early to discuss this
relationship of one value to another,
Chapter 10 on composition being partly
devoted to this very thing.

What we do wish to impress on you is
that if you learn to express individual
values at the outset, in various techniques
indicative of many materials or surfaces,
later you will make use of this knowledge
almost unconsciously, keeping your
mind free to cope with other difficulties
of drawing and composition.

Making Value Scales

To start value practice, make several
scales somewhat similar to that shown in
the value scale (A) at 1, Fig. 44 or in Figs.
45, 46, and 47. In Fig. 44 the upper
rectangular space indicates the white.
The black was drawn next. In the middle
gray notice that the black lines are ap-
proximately the same widths as the white
spaces left between them: this middle
value is truly halfway between the black
and the white. The light gray is intended
to be halfway between the white and the
middle gray, and the dark gray halfway

between the middle gray and the black, so
the whole scale gives a natural gradation
from the white to the black. Unfortu-
nately, the light gray in this value scale
(A) seems to show too sudden a change
from the white. This is largely an optical
effect due to the exaggerated emphasis
given to the white by the strong contrast
of the margin lines around it, and to the
darkening tendency that the black mar-
gins have on the light gray tone. Fig. 45 is
better in this respect. Copy this scale,
then, allowing the tones to be adjacently
disposed as indicated. In this sketch we
show no pure white or black, but a graded
adjustment of five values from very light
to very dark gray. The change in value is
brought about by adding to the number of
lines in each unit of tone, from the light to
the dark, and by slightly widening the
lines by increased pen pressure as the
dark is approached. In Fig. 46 cross-
hatching has been used to produce simi-
lar tonal results. Fig. 47 shows a some-
what freer type of technique employed in
much the same way. To turn back to Fig.
44, at 3 of the value scale (B), we see that
it is possible to form areas of almost any
desired tone even when definite patterns
of decorative effects are the means.

Building Gray Values

Once you have made a number of these
scales (you may add tones showing a
wider range of values if you wish, a com-
mon number being nine, or one between
each pair which we have shown in Fig.
44) you should try the interesting exper-
iment of attempting to represent portions
of objects of neutral color in the correct
value of pen tone. Take a bit of gray paper,
for instance, and try to produce in ink on
your white drawing paper an approxi-
mately correct effect of the value of the
gray. Or take a white cardboard box and
attempt to build a gray corresponding to
the white of some portion of the box as it

ELEMENTARY STEPS IN VALUE STUDY 29



AL

Yoo . v
BLACK

IH

|

|

DARK GRAY

\E £ &

e s

®

W/ ’%

A VALUE SOME PRACTICE WORK A VALUE
SCALE (A) FOR GRADED TONES SCALE (Bb)
4 ) s

RTHY
‘{,,vﬂ‘l!;.'
]
l|‘y‘
[R]]

!
il

1 ,
AR
o I}A(

)
Ptk

1%

iy
| 1{5%?*

!

|
wgbé il
g‘{{g{j}?}%{ _ {’(5?4:3 X ,.{i}.’i

h“'m

KR e LTI IEISEEL S

= \'-- T ZIEEES =

=22 -

———\\ —— ™ |
0
N.h
o
v,

A FEW METHODS OF GRADING *TONLES

Fig. 44. Here are methods of obtaining values and grading tones. Don’t underestimate the importance of
this practice.
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Fig. 45. Copy this value
scale, placing one tone di-
rectly against the next.
Notice that neither pure
white nor any solid black
appears at either extreme
of the scale.
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Fig. 46. A value scale may
be indicated with cross-
hatch.

Fig. 47. This value scale is
even freer in treatment, yet
no less effective.

appears grayed by shade or shadow. (The
intent should not be to draw the box, but
merely to indicate a small area of itstone. )

By dealing with grays, whose relative
values are perceived without great diffi-
culty, the problem is mainly one of
representing those values. When ob-
jects are in color, however, it takes some
skill for the artist to perceive them cor-
rectly, as well as to translate or interpret
them in terms of gray. As an aid in deter-
mining the correct value of any surface—
whether neutral or in color—it is helpful
to compare the surface with some white
object (a sheet of white paper will do
nicely) which is turned to receive the
maximum available light. You will find
that many objects of different colors may
have the same value, while objects actu-
ally the same in both color and value may
vary greatly in apparent value, due to dif-
ferences in their lighting.

Grading Tones

Up to this point in our pen practice, we
have considered mainly units of tone that
are comparatively flat, or uniformly gray,
throughout. These are the ones which
you should practice first. But since many
objects show gradations of tone, you are
hardly qualified to attempt to render
them until you have become somewhat
proficient in grading areas of your paper
surface with pen tone. Try building
graded tones as soon as you have ac-
quired reasonable skill in handling the
flat ones.

The group of flat tones in Fig. 45 gives
something of a graded effect — if ar-
ranged as they are here—but the grada-
tion is lacking in smoothness. It is only a
step from this, however, to the making of
similar graded tones such as Figs. 48, 49,
50, and 51. Practice the formation of tones
of this kind. Fig. 44 shows other methods
of grading work. In Section 2 there are a
number of free stroke combinations run-
ning from light to dark or from dark to
light, and you should try many arrange-
ments of this sort. In Section 4 we have
from A to H a group of more carefully
constructed tones, each of which is
graded to some extent. In that at A, lines
of uniform width have been used but have
been-more closely spaced towards the
bottom, until finally they touch and
merge into practically solid black. At B
the pen pressure has been varied so that it
has gradually increased and then de-
creased the weight of the strokes —
shading the tone from light to dark and
back again. At C we have an example of
the sort of tone which is produced when
tapering lines of the kind shown at J, Fig.
20, are used in juxtaposition. Tones D, E,
F, G, and H, speak for themselves. At]I, ],
and K, are larger areas, graded with
somewhat more freedom.

Innumerable combinations similar to
these are possible. Try some of them so
that after this practice, you will have suf-
ficient dexterity to allow you to proceed
rapidly with the more interesting prob-
lems to follow.

Fig. 48. It is not necessary
to separate tonal areas
completely in order to
suggest change.

Fig. 49. A variety of
strokes may be used to
obtain similar effects.

Fig. 50. Graded tones have
been indicated here with
free strokes.

Fig. 51. Here values are
indicated by increasing
the width of the horizontal
strokes.
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TRUE "OUT" LINE
DRAWING
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\\ ACCENTED OUTLINE

HAT AT ¢
SN R \

LINES ALL OF ONE SUGGESTIVE OUTLINE
WIDTH AND BROKEN QUTLINE

Fig. 52. Here are some examples of the most common types of simple outline drawing.
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6. Kinds of Outline and Their Uses

In Chapter 1 we mentioned that actual ob-
jects have no true outlines, no definite
edges or profiles bounding them that
appear as lines. We see one object as dis-
tinct from others only because it is lighter
or darker, or of a different color, or has
shade or shadow tones upon it or about it,
or other effects of illumination that de-
fine it or detach it from its surroundings.
If you doubt the truth of this, just examine
objects with an unprejudiced eye. In
some instances you will find what at first
glance may appear to be outlines, but
analysis will prove them to be nothing
but extremely narrow areas of tone either
light, shade, shadow, or perhaps color.

Despite this, it is very hard for us to
think of objects as not bounded by defi-
nite lines. Stated conversely, it is remark-
ably easy for us to think of objects as
though they were actually bounded by
definite lines.

If you draw these imaginary boundary
lines of some object, and add similar lines
showing the separation of one part (or
tone or color) of the object from another,
you have an outline drawing of the object.
As this is a comparatively simple and
natural process, it is fair to say that the
outline offers the easiest and most natural
form of pictorial delineation. If proof of
this is needed, study the drawings of
children. Even very young children ex-
press themselves naturally in outline, as
have primitive people in widely scattered
portions of the world. The sketches in
Fig. 53 further exemplify this. They were
drawn by a child of four. |

Pen and ink, because of its ready adap-
tability to linear representation, is the
most logical medium for outline drawing.
Nothing excels it for the sharp delinea-
tion of form and precision of draftsman-
ship.

When the very young child employs
outline he gives little thought to the na-
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ture of the line itself. For obvious reasons
he seldom finds the opportunity to use
ink, but hand him a pencil and he will at
once hunt for some surface on which it
will mark plainly. He will then draw until
the point is worn away or until he loses
interest. If the point happens to be wide
he will be satisfied with the broad strokes;
if fine and sharp, he will generally take
equal pleasure in his work, unless the
lines seem too indistinct. Hand him a piece
of white crayon, and he will hunt for a
dark surface on which the lines will show
well. Again the size and characteristics of
the lines will interest him little, if at all, if
they are of sufficient strength to satisfy
his vanity.

Types of Qutline Drawing

The artist, on the contrary, knows that if
he is to express everything he desires, and
express it well, he must learn to use many
kinds of outline, ranging from the most
direct to the most subtle. He realizes that
there must be a definite relationship be-
tween the type of line drawn and the size
and characater of the subject pictured, as
well as the size and purpose of the draw-
ing itself. He works to master these many
kinds of lines and to improve his knowl-
edge of their natural and proper uses.
The simplest of the outlines which we
have in pen work is that employed in
Section 1, Fig. 52. This is a line of approx-
imately uniform thickness throughout,
entirely bounding each object depicted.
This is, therefore, a true “out” line or
outer line—a profile. Other examples are
shown in Section 2 (J and L) in Fig. 52.
Such a line is sometimes quite satisfac-
tory for representing extremely simple
objects of expressive contour, or those
which are flat or low in relief, or even
solid or rounded forms whose charac-
teristics are already well known to us. It

Oovooo
1

Fig. 53. These drawings
were done by a four-year-

old child.
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makes little diffence whether the forms
are geometric like those in Section 1 (A,
B, G, D, etc.) or irregular like the tree
shape at G.

Architects often use simple contour
lines to express the cross sections of indi-
vidual moldings, as at H, or of groups of
moldings such as those forming the cor-
nice at [.

For most purposes, however, such
meager outline work is insufficient. It
needs to be supplemented with enough
additional line work, within the forms
bounded by the profile lines, to render the
whole understandable and interesting. At
K and M, for example, lines have been
added with the leaf forms cutlined at J
and L. The resulting sketches tell a more
complete and satisfactory story.

This at K and M is the most common
simple form of outline drawing: a line
bounding each object, with additional
lines within to mark off or define every
essential portion and to give adequate
expression to the whole, all the lines
being approximately one width. This
kind of work is applicable to many types
of subjects. Without copying these draw-
ings, select subjects which appeal to you,
either objects or photographs (making
sure that they offer good variety of prac-
tice), and draw them in this general man-
ner. Fig. 10, illustrating equipment, was
done by this method; all lines except for
the margins were drawn with a Gillott
303 pen.

A Word for the Draftsman

A bit later we shall offer a few special
instructions for the architectural student
or draftsman. But for now, practice this
simple form of outline work; it is excel-
lent preparation for office practice, where
the draftsman is often called upon to
draw ornaments or moldings or to do let-
tering of a type which will harmonize
well with the instrumental portions of ar-
chitectural drawings. The draftsman

should not only use the customary types
of drawing papers and boards. He should,
in addition, practice on tracing cloth and
tracing paper, working for clean-cut
lines, as they are the type that blueprint
well. Even the instrumental portions of
almost all architectural drawings resem-
ble this kind of outline work, each object
being either fully represented by instru-
mental outline or adequately suggested
by some conventional indication.

The kind of freehand outline drawing
which we have so far described {in which
lines of uniform width are used) is suit-
able for many architectural purposes,
and excellent wherever an extremely
simple expression of objects is sufficient.
However, it offers too little variety to
serve more than a limited purpose. At N,
Fig. 53, we show another kind of work: two
widths of line are used instead of one, the
work being sometimes done by the previ-
ous method first, and a wider profile
added later. This, again, is a method of
working quite common to architectural
subjects where it is desired to give the
greatest emphasis to some object or detail
as a whole rather than to its parts. When
architectural drawings of this type are to
be blueprinted, they are made on tracing
cloth or paper. Diluted ink—which blue-
prints somewhat indistinctly—is some-
times substituted for black ink for the fine
lines, the coarse ones remaining black.
This naturally results in still greater con-
trast in the prints than would be obtained
by the two widths of line alone.

Don’t assume from this that the
method of using two widths of lines is
applicable only to architectural forms of
work. The use of two or even more widths
is also common to many other classes of
work, particularly decorative drawing.

Accented Qutline

We next turn to a type of outline work
which is far more subtle than either of
these so far considered: accented outline.

Here the lines vary in width and charac-
ter so as to express more fully the objects
represented. At P, Fig. 53, is a bit of
Gothic ornament based on the grape.
This was first done in simple outline.
Next some of the lines—especially those
below and to the right of every projecting
portion—were darkened to suggest the
shadows, adding to the sense of relief.
Many of the lines were accented at their
points of junction, too. Notice the grapes
in particular. The outline here not only
suggests the natural darkness which
might exist at such points but it also
tends to make the drawing “snappy’’ and
interesting. In the little sketch at O simi-
lar accents in Sections 1 and 2 show very
plainly. No definite rules can be given for
the placing of such accents; it is all a
matter of natural feeling plus observa-
tion and practice.

Still more subtle, and for many pur-
poses more realistically suggestive and
consequently more valuable, is the type
of accented outline work shown at § and
T, Fig. 52. Here there was no continuous
or definite pen outline drawn. If you
study the word Hat, at Q, it will be seen
that each letter is surrounded by outline.
At R the same word is shown with about
half the outline omitted, yet we are still
able to read the word; the reader supplies
the missing parts through memory and
imagination. To suggest or indicate
brings more interesting and more artistic
results in many cases than does tire-
somely complete outline. In literature or
the drama we like those things best, as a
rule, which were written with the as-
sumption that we have some intelligence
ourselves. Those of us who employ linear
drawing as our medium of expression
should give our viewers credit for equal
readiness of comprehension. Now, turn-
ing again to the leaf at S, and the sweet
pea at T, we see that part of the outline is
omitted, part of it suggested by broken or
dotted lines, and part drawn with lines
varying in width. We see, too, that many

Fig. 55. This box has been drawn in three ways: (1) with lines of uniform width, (2) with accented outlines,

and (3) with a broken outline.

KINDS OF OUTLINE AND THEIR USES 35



Fig. 56. Both broken and accented lines are varied to indicate texture on these objects.

Fig. 57. This sketch borders on outline drawing
and shaded work.

Fig. 58. This is another example of a drawing that applies accented
outline to a still life object.
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small accents of black are added at the
junctures of the lines. This suggestive
and broken type of accented outline is
perhaps one of the most common in all
pen work. It is so important that it should
be conscientiously studied and practiced.

Fig. 54 has been drawn to show addi-
tional examples of the use of accented
outline. Sketches 1 and 2 are naturalistic
forms; Sketches 3 and 4 are conventional
forms based upon naturalistic ones. This
sheet, as well as the others illustrating the
chapter, was drawn at the same size as
this reproduction. Sketch 1 was drawn
with a Gillott 303 pen. Notice the use of
the broken outline at point A, which
seems to bring the flower form forward. In
Sketch 2 this same pen was used for the
grapes and stem. Sketch 3, an Egyptian
lotus flower and bud motive, was drawn
with the 303, the darker lines being rein-
forced by use of the Gillott 404. The con-
ventional acanthus leaf (Sketch 4) was
done entirely with the No. 1.

Objects in Qutline

Fig. 55 shows an application of the same
types of line to the drawing of a box. In
Sketch 1 the small box was drawn with
lines of uniform width. In Sketch 2 the
same box was drawn with accented out-
lines. Notice that by making the lines
heavier towards the front of the box (A), it
seems to come forward. Notice, too, that
by allowing the table line to fade away as
it approaches the box (B) it appears to
pass behind the box, remaining in the
background. In Sketch 3 the same box is
shown with a delicate broken outline
such as might be needed to indicate a
rough cloth or leather covering. In Fig.
56,at A, ametal pitcher is shown with the
outline partly omitted and the rest sketch-
ily suggested. The dark line beneath
serves to set it down firmly onto the table.
Crisp, sharp lines are usually the best for
expressing smooth metal or glass objects.
When we have softer textures, such as
those of the book, at B, a greater variety of
line is needed. Objects of this sort are
particularly fine subjects for drawing the
widest possible variety in your subjects.
In Chapter 8 a list of suitable objects is
presented to aid you in your selection.
Generally speaking, look for beautiful
things, for in many ways more is gained
from studying beautiful things than ordi-
nary ones. But the artist cannot always
draw beautiful things; he must be suffi-
ciently versatile to handle any and every
sort of subject. He must be able, above all,
to represent the individuality of his sub-
ject, whatever it may be. Consequently it
is often well for the student to select some
object which has a strong individuality;
certain characteristics of its own which
distinguish it from other objects. If beau-
tiful, so much the better. It should not be
merely ‘‘pretty,” however. Some objects
which are in a sense positively ugly are
so full of character that they are well
worth drawing. This author personally
gained a stronger grasp of the essentials
of pictorial delineation through drawing

old worn-out shoes and hats, dilapidated
books and antique dishes, which were
battered to the point of appearing en-
tirely useless for any purpose, than from
any other type of subject. If you learn to
look for the individual characteristics of
each subject and to picture them to ad-
vantage you gain a real power of analysis
and of expression.

Toturn again to our illustrations we see
in Fig. 57 a drawing that has, in addition
to its outline, a few lines which give it
somewhat the appearance of simple
shaded work. It is shaded, yet it is truly a
piece of outline work. This is on the bor-
der where it is difficult to differentiate
between outline and shading. The sug-
gestion of shading on the bear is obtained,
to a large extent, by using accented out-
lines representing some of the many tool
marks which were made to give the wood
its shaggy, furlike appearance. The be-
ginner would do well to avoid subjects of
this kind until he has obtained consider-
able shading practice.

Objects in Accented Outline

In Fig. 58 we show another example of
accented outline drawing as applied to a
still life object. This is, again on the
border between outline work and work in
light and shade. The jug was drawn at this
exact size directly from the object, first in
pencil, even to each stroke suggesting the
shading. Then the inking was done, the
blacker areas first, partly with a Gillott
404 pen and partly with a ball-pointed
nib. It is valuable practice to make many
drawings at least as large as this, and even
larger.

How to Proceed with
Outline Drawing

In this chapter we have discussed types of
outline drawing but have said nothing
about the method of actually laying out
the freehand work. As we have already
mentioned, it is assumed that the reader
is sufficiently familiar with freehand
sketching to do the preparatory penciling
that is customary before the inking is
started. There can be no harm, however,
in reviewing the usual method of proce-
dure for the benefit of the beginner. Let us
turn to Fig. 59 for a moment. Here in
Sketch 1 is a first-stage drawing of some
simple objects, done in pencil. The first
lines drawn were those at A, B, C, and D.
These located the extremities of the en-
tire mass upon the paper. Next the ob-
jects were sketched in a simple manner,
the general proportions being worked
over and corrected until satisfactory. In
the second stage, Sketch 2, more detail
was added in pencil, the smaller propor-
tions being studied until they, too, were
right. The third stage, Sketch 3, is simply
a natural further development of the
whole thing, the pencil lines being carried
to completion. In Sketch 4 the outline has
been inked, and the drawing now stands
ready for the erasure of the pencil work
and the final touching up of the pen lines,

which may be finished in any of the man-
ners just described. The same method of
procedure would be used for other types
of subjects, each drawing showing a logi-
cal advance from the simple beginning to
the completed results.

Architecture in Qutline

If you are not interested in drawing the
things we have shown — flowers, fruit,
ornament, books, dishes, etc.—select any
kind of subject so long as it offers good
vractice. Buildings or parts of buildings
are favored by many. These may be done
in very simple outline or, if you are suffi-
ciently advanced, they may be handled
in a more complicated way, and still the
results may remain outline drawings in
spirit. In connection with the drawing of
buildings, refer to Fig. 60. In Sketch 1 (B)
there is a suggestion in outline of the top
of a chimney, the simplest sort of rep-
resentation. At A is a somewhat more
elaborate study in which the outlines of
some of the bricks and other building
materials give to the whole an effect of
light and shade. C shows how such a sub-
ject might be interpreted by free methods
of light and shade work. At D is a portion
of a stone wall; here the effect of masonry
is obtained by outlining the separate
stones with accented outlines, the darker
lines suggesting the shadows cast by the
stones in the mortar joints.

Sketch 2, Fig. 60, shows a different
treatment, in the drawing of a porch
corner of an old house on Long Island.
This is less suggestive of form, for here
every visible architectural member has
been definitely outlined, the projecting
portions being still further strengthened
by the addition of heavier profile lines.

Sketch 3 of Fig. 60 is another drawing
that stands on the dividing line be-
tween complex outline and simple shaded
work. The lines that give the effect of
shading are mainly outlines indicative of
the irregular courses of shingles, the
branches of the trees, and the scattered
masses of foliage. To these were added
touches of solid black in the windows and
under the cornices to emphasize the
center of interest.

The drawings in Fig. 61 show similar
subjects in outline, while those in Fig. 62
represent interiors handled in much the
same way. (For additional examples of
outline treatment of interior subjects refer
to Chapter 19.)

Whereas Fig. 60 shows architectural
subjects only, they should not be of in-
terest exclusively to architects. On the
other hand, Fig. 63 was drawn with some
of their particular requirements in mind.
Sketch 1 (Fig. 63) shows at A a typical
small-scale instrumental elevation of a
double-hung window. We have already
pointed out that architectural work such
as this is really outline drawing, and
whether we have a small detail as this one
or the working drawings of an entire
building, this is still true. The architect
and draftsman become so accustomed to
working in outline instrumentally that it

KINDS OF OUT<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>