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PREFACE

1 1 seems to me that there is always a demand among
artists for sound technical instruction in drawing.

Aware of this ever-present need, the editors of this

book and I felt that it would be worthwhile to pub-

lish one large volume covering, in a compact and
comprehensive way, the best information on pencil

and ink techniques available. Here then is The Illus-

trator's Guide to Pen and Pencil Drawing Tech-

niques, which consists of what we deem to be the

most useful information from my previous books

Drawing in Pencil, Drawing in Ink, and The Pen

and Pencil Technique Book. The material that we
have taken from these three books has been com-
pletely redesigned, reedited, revised, and updated.

My advice is to practice each exercise in the book
until you have it down pat. Then you can further

improve your drawing skills by working through

each subsequent step-by-step demonstration, trying

your hand at both pencil and ink techniques. Finally,

you will want to practice the exercises rhat show you
how to combine pencil and ink with other mediums.

Good luck.

Harry Borgman
New York, 1989





INTRODUCTION

The best way to work with this book is to think of it

as a complete guide to pen and pencil techniques,

which details how you can develop your drawing
skills using these tools in particular. As you work
with this book, you will find yourself beginning to

build on your basic drawing skills. Examples
throughout offer you a comprehensive collection of

techniques that you should study carefully and often.

You can learn a great deal through observation and
imitation.

The exercises in this book are planned to help

you learn about the tools you will be using—what
they are capable of and what their limitations are.

When you consider the many kinds of pens and pen-

cils available, as well as the great variety of paper

surfaces on which to use them, the full scope of

illustration techniques becomes apparent. With the

added dimension of color, which has rarely been
covered in other drawing books, this exploration

becomes even more exciting.

Do not skip the exercises; they are an important

part of the instruction in this book. In fact, I would
suggest that you do all the exercises several times,

using various paper surfaces and kinds of pens and
pencils. Above all, study the step-by-step demonstra-

tions so that you really understand how the drawings

are done. This is an important means of familiarizing

yourself with all the drawing tools—by actually

working with them on many different paper sur-

faces.

The subject matter is diverse and includes out-

door scenes, figures, vehicles, portraits, animals,

buildings, and still life subjects. To explore various

techniques and effects, I have included drawings

done with a variety of drawing tools. These encom-
pass a wide range of drawings from very rough
sketches to highly finished works. Keep in mind that

an art instruction book can only help to make you
aware of the various tools, techniques, and some of

the possibilities for experimentation. You must go
on from there. In this book I hope to encourage you

to experiment and explore the endless possibilities

of pen and pencil, and perhaps to help you develop

a personal drawing style. This will of course happen

only if you consistently practice drawing.

Developing your ability to draw is important, for

it can be the basis for all your future artwork. As you

develop your drawing skills, you will be able to

move into more difficult areas of art, such as paint-

ing. Used properly, this book can provide you with

the necessary background for your development as

an artist. Keep in mind that an art instruction book
should be used, not left sitting on a library shelf.

It is also important to remember that being an

artist requires self-discipline. This can often be more
important than talent. Without discipline, it is doubt-

ful whether you can even develop as an artist. Re-

member that no one will tell you when to do a draw-

ing or force you to work; you must be self-motivated.

One of the most important things you can learn from

this book is that you can grow and develop as an

artist only by working at it consistently.

Place de L'ama (left), 11" x 15" (279 x 38.1 cm). This

very quick, bold study was drawn with a grade 4B graphite

stick on MBM Ingres dArchespaper Notice the interesting

surface texture of the paper.



]D

Meadowbrook Farms, 11',." x 11'// (29.4 * 28 6 cm).
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Pencil Drawing

he pencil sketch is fundamental to an. Most
work—whether painting, drawing, illustrations,

prints, engravings, or even sculpture—invariably be-

gins as a pencil sketch. But the pencil also offers

other possibilities to the artist. It can effect highly

finished drawings that can stand on their own. Un-

fortunately, most artists use pencil for preliminary

drawings and never develop pencil techniques to

the degree they might. In Part One of this book,

Pencil Drawing, you will have a chance to explore a

variety of pencil techniques with the aim of devel-

oping and expanding your drawing skills.

For the beginning art student, the pencil is already

a familiar tool, used for writing if not drawing. As a

natural drawing instrument, it is simplicity itself.

With a pencil and a sheet of paper, you are ready to

start drawing.

Not only is there a variety of drawing pencils avail-

able to artists, but pencils can be used in so many
ways. Just by sharpening the lead point differently,

you can create distinctively drawn lines. And the var-

ious grades of lead, from very hard to very soft, pro-

duce even more variety, in both line and tone. You
can create drawings by using only lines, by using

tones devoid of lines, or by using any number of

techniques in between.

Pencil is also compatible with a wide variety of

paper surfaces, whose textures can add a great deal

of interest to a drawing. These different papers

broaden the drawing possibilities, since each surface

responds differently to the pencil.

And, most important, the artist's own imagination

brings further possibilities to this truk man clous

medium.
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MATERIALS AND TOOLS

If vol are SERIOUS about drawing, you will need to

know about the many possibilities available in this

medium. One way to gain more skill in your draw-

ing, so that you can move from the simple to the

complex, is to learn about your drawing tools and
how to handle them. This chapter will tell you what

the best materials are and how to use them. Just

knowing your tools can give you a measure of con-

fidence, which will reflect itself in your work

PENCILS
Fortunately for artists and an students, there are a

great variety of drawing pencils available, as well as

many excellent paper surfaces to work on.

Graphite Pencils. The traditional basic drawing
tool—the graphite pencil— is made of compressed
graphite that is encased in cedarwood. It is available

in many different grades, ranging from very hard to

very soft. The order of grading is 9H, 8H. 7H, 6H,

5H. 4H, 3H. 2H. H. HB, B, 2B, 3B, 4B, 5B, and 6B.

The 9H lead is the hardest grade, and the 6B is the

softest. Personally I prefer using the HB grade for

general work and often use the H and 2H grades as

well. Experiment with a few of the different grades

to see which you prefer. Generally speaking, the

harder grades work better on smooth, hard-surface

paper, and the softer grades work better on textured

paper.

With regard to lead grades, the harder the lead,

the lighter the line: the softer the lead, the darker

the line. The harder grades—those above 2H are

usually used for drafting or for mechanical drawing,

the softer grades are used for general drawing. For

sketching, the very soft grades—2B through 6B

—

are best; the hard 2H to B grades are better for me-
ticulous renderings.

Many fine brands of graphite pencils are available,

and you will have to try a few of them to see which

you prefer. Some brands I have found to be excel-

lent are Berol Eagle turquoise, Koh-I-Noor, Mars Lu-

mograph, and Venus. Some graphite pencils espe-

cially suited for sketching have very broad, flat leads

for drawing thick lines. These sketching pencils usu-

ally come in grades of 2B, 4B, and 6B. The Ebony
pencil, which has a large diameter and a very- black

lead, is also quite good.

Charcoal and Carhon Pencils. There are many types

of charcoal and carbon pencils on the market. A
good brand is General Charcoal. It is a deep black

and comes in grades of HB, 2B, 4B, 6B, and in white

Wolff carbon pencils are also quite good, and they

come in grades of HH. H. HB, B. BB, and BBB, which

is the softest.

Wax-Type Pencils. One of my favorite drawing pen-

cils is the Koh-I-Noor Hardtmuth Negro pencil. It
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A. Graphite

B. Charcoal and carbon

C. Carb-Othello pastel

D. 5ero/ fagfe turquoise Prismacolor

E. ConA? wMe
F. Koh-I-Noor Hardtmuth Negro

G. 5/«/??7o

H. fo&r Castel Polychromos

I. Caran D'Ache Prismalo water-soluble

J. C)b/n« marking pencils and litho crayons

K. Hardtmuth Cyklop
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A. Pencilpointed with a sbarpener

B. Sharpened with an X-Acto knife and a sanding block

C. i hi.se/ pointed with a sandpaper block

D. Two ways to sharpen charcoal pencils

E. Blunt pointfor heavier lines

F. Graphite sticks it ith different drawing edges

G. Mechanical pencil for thin, ei en lines
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has a wax type lead that Is jo black, and it Is available

id five degrees ol hardness, Man) other wax-type

pencils are on the market; some have very fine leads,

whereas others have very soft, thi< k leads

l have used Berol Prismacolor pencils foi man)
years and have found them to be uniform in color

and lead consistency Hun leads are smooth, thick,

and strong enough to sharpen to a fine point Their

color range Is wide, comprising sixty colors, Pris

m.u ol< >i pencils can be pun hased singly or In sets

i >t 12, 1 1. 36, 18, or 60 colors. These pencils can also

be used in conjunction with other mediums, such as

markers, dyes, watercolors, and other painting me-
diums. They can be blended or smudged with a pa-

per slump dampened with Bestine, a rubber-cement

solvent

China Marking 'Pencils. These pencils are available

in several colors, including white, black, brown, red,

blue, green, yellow, and orange. Stabilo. another

wax-type pencil, is also available in eight colors.

Water-Soluble Pencils. Another interesting pencil is

the Caran D'Ache water-soluble pencil. You can

wash clear water over the drawn lines with a brush

and dissolve the tones to create a pencil painting.

You can also use Caran D'Ache pencils without dis-

solving the tones. This brand offers forty brilliant

colors, whose strong leads can be sharpened to a

fine point. Other types of water-soluble pencils are

also available.

Pastels. These come in pencil form and are a very

interesting medium to work with. They can be
blended easily with your fingers or a paper stump
and are especially suitable for soft effects. The brand
I use is Carb-Othello, which is available in sixty

colors, with matching pastel chalks that can be used
for covering large areas. These pencils sharpen well

for detailed work and have a large-diameter lead that

can be used to draw broad strokes.

Conte Crayon. Come crayons, which are very good
for sketching, come in black, white, sepia, and san-

guin. A pencil form of the crayons is also available

in three grades of hardness.

Miscellaneous. Another good sketching tool is the

graphite stick, which is available in many grades and
in a round or square shape. There are all kinds of

lead holders and mechanical-type pencils you may
want to try. Ifyou prefer an even line when drawing,

try using a mechanical pencil with a fine lead. Many
grades of replacement lead for holders are available

in most art supply stores. Another great sketching

tool is the charcoal stick, which also comes in several

grades of hardness.

Sharpening Pencil with Knife. The razor knife is the

handiest way to sharpen a penal The wood can be
can-fully cut an ay from the lead with the sharp edge of the

blade I prefer a long lead u hen drawing so I don't have
to resbarpen so frequently; this is the best methodfor
obtaining one. I must caution you again: These knives are
very sharp andyou must be careful when using them: A
pencil sharpener is not advisable because the resulting

exposed lead is too short.

Sharpening Pencil with Sanding Block. After the wood
has been carefully cut away with a blade, the lead can be

pointed by using a sanding block orpad. The lead can be

shaped to afine point, a chisel point, a blunt point, a
roundedpoint, or in any number of other ways.

depending on which type of line you wish to produce when
drawing. Experiment with different-shaped leads to see the

various kinds of lines that can be produced.

DRAWING ACCESSORIES
Masking Tape. You can use masking tape to stick

your drawing paper to a drawing surface.
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X-Acto Knife Mechanical or hand-held pencil sharp

eners are not the best tools to use for sharpening

pencils The leads of pencils sharpened this way are

usually too short and too dull. The X-Acto knife

method works best: You cut away the wood sur-

rounding the lead and then shape the lead with a

sandpaper block The harder grades of pencils can

be sharpened to a long point because the lead is

stronger, but be careful with the softer grades, which

break rather easily. By using this method of sharp-

ening pencils, you have the advantage of being able

to shape the point any way you wish, depending on
the effects you want to achieve when drawing. Be
careful, however, not to sharpen the wrong end of

the pencil, or you'll cut away the number identifying

the lead grade.

Charcoal pencils can easily be sharpened with an

X-Acto knife, then shaped with a sanding block. Be-

cause charcoal and carbon leads are thicker than

graphite, they can take on more shapes. The same
holds true for pastel pencils—but be very careful

when shaping these points because they are soft and
tend to break easily. Graphite sticks and Conte cray-

ons can be sharpened to a variety of forms with the

sanding block You can draw with the different edges

o\ these sticks and achieve very distinctive results

Erasers. There are many types of erasers available,

but the most useful is the kneaded rubber type. This

is a soft, pliable eraser that can be shaped to a point

for picking out highlights or erasing in tight spots

Angum erasers are safe and efficient for cleaning

drawings Of the several vinyl-type erasers that are

quite useful, Magic Rub. Edding R-2o. and Mars-Plas-

tic are three good brands Pink Pearl erasers, which

are soft And relatively smudge free, are good for all-

around use. Electric era>ers are also available, but

they are generally used for tougher erasing jobs.

which you might encounter when doing India-ink

drawings An erasing shield is a handy item, which

can be used to confine the area you're erasing

Sandpaper Block This is essential for shaping your
pencil leads after you have cut away the wood with

an X-Acto knife The sanding block can be used on
all types of pencils and on graphite sticks and Conte

crayons; experiment with it Leads can be shaped to

a very sharp point or to a blunt point. An interesting

shape is the chisel point, which can make very fine

or very thick lines. As the sandpaper becomes satu-

rated with graphite, just tear off the top sheet and
expose a fresh one.

Fixatives. You will want to protect your pencil draw-

ings from smearing or smudging. Fixatives are avail-

able in spray cans or in bottles for use with an at-

omizer. I recommend the spray fixative, which is

available in two types—glossy or nonglossy. The
nonglossv kind, with its matte finish, is the best to

use for pencil drawings

PAPERS
Many drawing papers and illustration boards can be
used for pencil drawings The following are a few of

the basic types most suitable for this medium.

Tracing Paper. This is a general all-purpose paper
with a fine transparent surface. Usually tracing pa-

pers are used for preliminary sketches and for mul-

tiple drawings of sketches the artist wants to improve
upon. Available in pads ranging in size from 9" x
12" (22.8 x 30.4 cm) to 24" x 36" (61 x 91.4 cm),

tracing paper also comes in rolls of varying widths

and lengths.

Layout and Visualizing Paper. Layout papers are ex-

cellent, especially those that are top quality This type

of paper has a velvety smooth surface and is semi-

transparent, making it ideal for all pencils. It is avail-

able in the same pad sizes as tracing paper.

Newsprint. This paper comes in either a smooth or

a textured surface. It is suitable for doing lots of

quick sketches in charcoal and is perfect for use in

a life-drawing class It is available in pads ranging in

size from 12" x 18" (30.5 x 45-7 cm) to 24" x 36"

(61 x 91.4 cm)

Hot- and Cold-Pressed Bristol Board. Hot-pressed

board, which is also called plate-finish or high-finish

bristol. has a smooth, hard surface. It is usually used

for India-ink drawings but is excellent also for pencil

drawings. Cold-pressed board is a versatile paper

because its slight surface texture is well suited for

many mediums, including pencil. I generally use the

Strathmore brand, which is available in both the high

finish and the cold-pressed. This fine-quality paper

comes in various thicknesses, from 2-ply to 5-ply.

which is the heaviest Both surfaces are also available

in heavier illustration board, which you may prefer.

Strathmore bristol papers are 23" x 29"
I 58.4 X

73.7 cm ).

Another fine brand of bristol board is Schoeller.

I prefer this brand for India-ink drawings because

its surface seems to be more durable—an important

point to remember is you have to make corrections

with a fiberglass eraser. Also available is a rough,

coarsely textured paper that can be used for certain

types of pencil drawings, though it is more suited to

watercolor.

Watercolor Papers. Other interesting paper surfaces

on which to work are watercolor papers, also avail-

able in hot-pressed, cold-pressed, or rough surfaces.

Watercolor paper can be purchased in separate

sheets or in blocks of twenty-five sheets. The w ater-

color blocks range in size from 9" x 12" (22.8 x

30.5 cm) to 18" x 24" (45.7 x 61 cm).

Charcoal Papers. These are available in many differ-

ent colors in a sheet size of 19" x 25" (483 x 63.5

cm). They can also be purchased bound in pads of
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A. Smooth surface or high-finish bristol (also calledplatefinish).

B. Ingres Canson—a slightly textured surface.

C. MGM Ingres D'Arches—a more evenly textured surface.

D. Aussedat Annecy—a soft, less machinelike surface.

E. Laris B—a slightly rough-textured surface.

F. Regular-surface bristol—a slightly textured surface.

G. Layoutpaper—afine, smooth surface.

H. Tracingpaper—a very smooth surface.

I. Coloredpapers—slightly textured.



Paper

Common Drawing Paper. The most frequently used

paperfor drawing is common drawing JxifKT, which has a
standard medium surface texture T)w Britisli call this

cartridge paper This paper is quite versatile; it can be used

with pencil, pen. brush, and evenfor wast tones The slight

surface texture is excellent for pencil drawings and fine

enoughfor use with pens, since they will not snag tlx-

surface For this illustration. I used a 4B graphite pencil to

draw a portrait ofa young woman Sotice lx>w well t/.x>

pencil works on this surface, and although tlx^re is no
blending on this particular drawing, it certainly is possible

on this paper There is a tonal variation in tlx> lines draun.

The ones on tbe hair are lighter than those usedfor t/x?

outlining. This was accomplished by using different

pressure on tbe pencil while drawing—the lighter the

pressure, tbe lighter the drawn lines Ifyou practice

drawing lines ofvarious values, you will detelop a great

deal of control in ttx> use of tbe pencil
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Smooth Paper. One ofmyfavorite surfacesfor graphite

pencil drawing is smooth paper. The graphite pencil is

especially compatible with the smooth surface because a
full range oftones—from very black to very light subtle

grays—are possible. Waxpencils can also be used

successfully on smooth paper. But chalk or charcoal

pencils are not suitable; the leadsjust don't respond to a
surface without texture. Notice that the lines in this

drawing do not appear to be as rough as those on the

previous drawing. This is because of the lack ofpaper

surface texture This paper cannot be equaledfor doing

highly detailed drawings with subtly rendered gray tones

Wljen this paper is used, ei }en the quality of the lines is

differentfrom those drawn on other papers. When you
compare this drawing with the previous one. notice that the

lines appear more crisp because of the lack ofsurface
texture. Wis resultsfrom the ease with which the pencil

moves across the smooth surface, unobstructed by textures
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Rough Paper. The same drawing takes on a completely

different character when drawn on a heavily textured

surface such as watercolorpaper Notice bow the lines

tfjemselres take on a texture and tlxit even the darker

tones on tlx- ixiir and llx' details, such as tlx' eye, are not

solid black but are broken up by the roughness of the

paper surface Very interesting drawings can be done on
rough surfaced papers, but creating soltd black tones or

lines requires tlxit tl.te artist bear down quite heavily on the

pencil while drawing. Pencil leads tend to near down
rapidly on this type ofsurface, but tire softer grades, such as

tlx? 4B used here, are more compatiblefor use on rough

papers tlxtn the hardergrades. Rough papers have a more

delicate surface, and ixirder leads may dig into tlx? paper

Tlx?finer lines, drawn with a sharpenedpencil, are quite

dark, whereas those drawn with a duller, broadpoint are

heavily textured, which adds interest to the drawing
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Charcoal Paper. Standard charcoal paper is a very

popularpaper surface; it has a ribbed texture and is

known as Ingres in Europe. This paper, which has a
mechanical, even surface texture, is a veryfine paperfor
drawing with graphite, charcoal, chalk, or even wax
pencils. A drawing done on this paper will tend to have a
texture throughout that does not detract but rather

enhances the drawing. Most pencils respond very well to

this surface: charcoal sticks can also be used with excellent

results. Charcoal paper is a delight to draw on and is a
favorite ofmany artists the world over On this drawing

you can clearly see the overall textural effect that occurs

when working on this surface
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This drawing done with a 2B graphite penal demonstrates tlx; variety of linear

and tonal qualities possible with a graplnte pencil In tlx1 sk\ portion, a series of
lines creates a gray tone tixit was smoothed out with a rolledpaper stump T/m?

zigzag lines used m the trees to simulatefoliage u ere also rubbed u ith a paper
stump to create a tone You can experiment with different grades ofpencils to

see the various effects possible In nibbing the lines with a paper stump You can

also dampen tlx? stump with Bestine, a rubber cement solvent tlxu dissolves

graphite to create interesting tonal effects
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assorted colors as well .is In white These pads range

In size from 9" x 12" (22.8 x 30.5 cm) to 18" x 24"

(45.7 61 cm)

Printing Papers Man) printing papers have Inter

estlng surface textures thai are quite good foi use
toi charcoal, carbon, or pastel pencil drawings.
chnk your local an supply dealer or paper distrib-

utor to sit wli.n is available Pantone makes a good
paper In .i range of five hundred colors it is printed

on .i matte surface thai works well for pencil draw-

ings. The sheei size is 20" k 26" (55.8 x 66 cm).

Man) unusual papers can also be found at punt

Ing paper supply houses I especially enjoy working

on Kromkote, a paper with a verj glossy surface that

is perfeci for wax type pencils.

OtherPapers l have experimented successfully with

Japanese rice papers and lithograph printing papers.

Vellum, a paper much like tracing paper, is also very

good to draw on. And there are many illustration

boards available. One I particularly enjoy has a linen-

like texture that is excellent for pencil drawing.

DRAWING SURFACES AND LIGHTING
Drawing Board. Although you can use an ordinary

table or even a desk to work on, I recommend using

a portable wooden drawing board. These boards are

quite handv and come in a variety of sizes, ranging

from 16" X 20" (40.7 x 50.7 cm) to 31" x 42" (78.7

x 106.7 cm). You can tape your paper to it and be
ready to work. And they are portable.

Drawing Table. Many artists prefer working at a reg-

ular artist's drawing board or a drafting table. A
drawing board can be tilted and locked at any com-
fortable working angle. Some drawing tables can

even be raised or lowered in height The) can also

be tilled to a horizontal position for use as c utting

tables Many ol them can be folded for easy storage.

A variety Ol drawing tables are available in even
price range; you will have to be the judge of which
type suits your needs best.

Taboret This type of table is handy for storage of

your tools and doubles as a convenient table on
which to set things while you are working. Again,

many types are available at various prices. Of course
you may prefer using a wooden box or an old table

rather than buying a piece of furniture. As for seat-

ing, any comfortable chair will do. I personally pre-

fer one with armrests and casters, for easy move-
ment.

Lighting. If you are going to be working under arti-

ficial light, you should invest in a fluorescent lamp,

an excellent type of light for artists. Some fluorescent

lamps are designed to be clamped onto your draw-
ing table, but I prefer the model that rests on a floor

stand. It enables me to easily change the angle of my
draw ing table without first removing the lamp. Many
types of lamps are available, but you can choose the

one that suits you.

Reminder. Your local art supply store may not stock

all the items I have mentioned, but you should be
able to find equivalent ones. You can order supplies

from an art supply catalogue if necessary. But think

carefully about what you'll need before you buy, and
then purchase only what you will use. Limit yourself

to the basics, especially if you are a beginner, and

purchase the highest quality you can afford. Inex-

pensive art materials are not worth using, especially

poor-quality brushes or paper.

Stumps. Paper stumps,

which are madefrom tightly

rolledpaper, are very handy
tools. They are usually

pointed at the ends and can
be used to blend or shade

charcoal, chalk, graphite, or

even waxpencil drawings.

Because of theirpointed

ends, very delicate blending

can be accomplished using

these tools. They can be

repointed or sharpened with

a razor knife and a sanding

pad. We long tapered side

can be usedfor blending

broad areas, and the tip is

idealfor blending smaller

hard-to-get-at areas. Wax
pencils can be blended In-

first dampening the stump

with a solvent, such as the

kind usedfor diluting rubber

cement.
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STROKE TECHNIQUES

Artists generally hold a pencil in the same position

for drawing as they do for writing. This is especially

true when they are seated ai a drawing table. But

when an artist draws standing at an easel, the posi-

tion of the pencil is different This is because the

normal writing position is then uncomfortable. For

quick sketching still another position may be more
suitable

Pi isitioning the hand and pencil is a very personal

thing, and only by experimenting will you find the

position that is best for you. Therefore the following

exercises should first be done using the normal writ-

ing position and then done using other hand posi-

tions The exercises are planned to help you learn

how to use your tools and to familiarize you with

the pencils capabilities and limitations. These ex

erases should be practiced until you become very

confident and facile with the pencil. They should

also be done using various grades of graphite pencil

as well as other pencils, such as charcoal, carbon,

pastel, and wax-type pencils.

Practice drawing different upes of lines. Remem-
ber to do these exercises with different pencils on
various paper surfaces Try the exercise given on
page 26. You will learn how to create line textures,

which is another way of building tones. Don't move
through your practices tcx) quickly—practice until

you do the strokes successfully.

The three step-by-step demonstrations will allow

you to practice using thin strokes, broad strokes, and

varied strokes It is most important that you practice

drawing with the pencil every day, carefully doing

all the exercises until you are proficient at them.

They are designed for you to learn about your draw-

ing tools. If you practice the exercises, you will also

beo >me proficient at using all the pencils mentioned

in the bcx)k. The more time you spend practicing,

the more you'll learn about drawing.
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Working with Thin Strokes. A common techniquefor
general drawing is to build up tones using thin strokes

rather than blending or shading Here I used an HB grade

graphite pencil on drawing paper TJ)e outlines were

drawn first, t/jen the tones were added.

Working with Broad Strokes. For this sketch I used a
soft, 4B grade graphite peticil with a wide, flat lead on
drawing paper Theflat shape of the lead allowed me to

ran the weight of the lines. The thinner edge of the lead

was usedforfiner lines and the widerportion for shadow

Working with Varied Strokes. An outline drawing with

an HB grade graphite pencil was done first, then lighter

tones were sketched in. Darker tones and black accents

were drawn with the 2B grade graphite pencil. Zigzag and
Crosshatch strokes were used. I worked on common
drawing paper.

Working with Parallel Strokes. The tones used here are

created through the use of lines drawn in the same
direction, parallel to one another. This technique requires

that the lines be spaced relatively eien to ensure aflat

tone. I used an HB grade graphite pencil.
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I Exercise 1. Textures uith lines

mattuaMfttk
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A. For all these exercises, use an HB pencil on a smooth
bnstol board A series ofhalf-loop lines can create an
interesting texture and a series ofwavy lines drawn closely

together can create a fairly even tone Sou drau a series

ofeien Ixitizontal lines with s/xjrt strokes or dots

B. Zigzag strokes drawn uith varying pressure can also be

used to create tones of different textures Practice this using

other pencil grades

C. Drau one series ofstrokesfolloued by an adjacent

series at a slightt\ different angle Continue oier a large

area, constantly changing the angle ofstroke A ten
interesting textural tone will result

D. Practice drau ing textured, et en tones using random
zigzag strokes Oier this tone drau another zigzag tone, at

another angle, using a dot kergrade pencil

E. Create a tone by drawing short strokes at an angle The

overlapping lines uili create a slight texture Try this h\

drawing strokesfrom the opposite direction also

F. Practice drawing a textured tone using a lariety of
strokes oier an area Then do the same thing utt/.i a softer-

grade pencil, such as a 4B or 6B. keeping your strokes

close together to achiete a darker tone

G. Do the aboi <e exercises on texturedpaper and compare
the restdts uith those done on smooth bnstol

H. i sing pencils other than graphite, try the same exercises

on a texturedpaper

I. Do all the exercises on a heatily textured coloredpaper

using first a black charcoal pencil, then a uhite charcoal

pencil, and then black and uhite pastel pencils



Wooded Area Near Le Mans, W'/s" x 18'/* (257
x 333 cm). This is another drawing done with the Koh-I-

Noor Hardtmuth Negro pencil. The paper surface is smooth

bristol and lends itself well to use with this particular

pencil, which enables you to achievejet-black tones
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I Demonstration 1. Drauing uith Thin Strokes

Step 1. For this drawing I

used HB and JB grade

graphite pencils on a smooth-

surfacedpaper TfX' SmOOW
pciptT ts an excellent choice

since £ makes it possible to

achm e <.-risp. clean lines as

well as a uuie range

tones Tins technique uses

lirws and strokes to produce
tones rather wan blending or

shading I l>egan by carefully

doing my basic drawing m
outlineform, starting uith

die leavesgrowing on we
tree, wen tJx> large tree, and
finally we trees in tJ.\'

background and
underbrush

Step 2. Next I tukled a light

tone to we leai es on t/xj

central tree, iniiicatntg the

shadow areas Sotice tlxu I

used only linear strokes to

ovate these grcn tones Tl.x3

slight variation in this tout—
lighur tones in the upper

leaves and darker tones in

the central and lower

leaves—was accomplished by

varying wepressure on tlx'

pencil while drawing 1 next

drea short random strokes

on tlx> ground area

indicating t/.v grass and tJv

weeds 7his is not a realistic

rendition It merely simulates

tlx3 texture of the grass Tlie

pattern created by tix> lines

Mkk some interest to tJ.ie

drawing

- ^ v



Step 3. / added a medium
gray tone to foe foreground
tree by drawing in strokes at

the same angle Here / was
not interested in creating a
SUtfOi e texture, as I did with

the grass in the last step, but

fust a tone I drew vertical

lines on the other tree trunks

to add tones to these areas.

The direction of the strokes

used here was changed to

help clarify the different

elements in the drawing.

Notice that the different parts

of the picture separate quite

well, even though the

drawing is only partially

completed.

Step 4. / decided to add the

dark tone in the background,

since this would help me
determine the other tonal

values in the drawing. I drew
in the tone using pencil

strokes drawn very close

together, keeping the tone

quite solid in the lower area.

For variation, I drew in the

tone at thefar right using the

dark at the top and the

lighter tone in the lower

section. The lines were

randomly drawn to add to

the textural effect I was after.



Step 5. / rendered tlx-

darkest tone on the tree

mini' on tlx- ngbt side,

carefully droving around
the leavesgrowing on tlx-

tree The lines u ere drawn
closely together, but some
paper was allowed to show
through to create a texture I

added tlx- black' areas on the

central tree trunk, drawing

in t/x> long vertical shapes

tlxit define tlx- hark surface

Notice tlxit l carefully drew
around tlx- leaf sJxipes.

keeping rinse light against the

darker background the

pencil strokes used Ixre are

sJxirt and drawn in different

directions The area at the

top has been left unfinished
so thatyou can see bow t/x-se

Strokes are drawn

Step 6. .y'ter finisJiing tJx>

central tree trunk, I

indicated t/x> sbadous cast

from tlx- leaves on tlx- tine

with pencil strokes drawn
over tlx-se areas The whole

Ixickground teas toned doun
In going over tlx- whole area

With lx>ldl\ drawn pencil

strokes Tliis Mped greatly to

clanfi tlx- drawing and to

accent the light leat es Notice

that I have been building up

the tones in tlx- drawing

quae gradually, working in

definite stages I also uorked
over t/x> wlxtle drau ing

rather than concentrate on
any one area or object This

ensured a uniform look to

thefinished drawing
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Step 7. Now tones were drawn in thefoliage in the

foreground, using simple strokes of the pencil without any
blending. The grassy area was darkened by using

horizontally drawn lines, then afew shadows were draun
in with solid black. The leaves growing on the tree trunks

were toned down a bit with pencil lines, with some of the

strokes overlapping to create a Crosshatch effect. The

background area was darkenedfurther and thefoliage

shadows were drawn on the trees. A bark texture was also

drawn on the trees in the background, using vertical

strokes. This darkened the tree trunks so much that tlie

background had to be drawn using solid black A kneaded
rubber eraser was used to erase lighter areas on the tree

foliage in the background and also on some of the

foreground leaves. This created a smudged, soft effect,

which contrasted nicely with the pencil strokes used in most

of the drawing. This technique works very wellfor a wide

range ofsubjects, especially those with great detail and
textures. The graphite pencil is an excellent choice when
using smooth-surfacedpapersfor drawing because a wide

range of tones and textures are possible, and drawn
textures become more important when no paper texture

will show.



Demonstration 2. Drawing uith Broad Strokes

Step 1. / 'sing a 2B grade
grapbdepencil, the nyv with

a broad lead, l drew a
diagrammatic sketch of the

scene /his was done on
common drawingpaper, a
gcxui choice when drawing
uith a graphitepencil Notice

tlxit m thu< diagram I drew
m only the most basic shapes

and lines tlxit divide t/x>

picture plane 71xjfoliage

sfxifh'S were drawn first, then

tJx> various ground levels

and hills

-

Step 2. Ikre I began to draw
in some oftbe details in the

upper portion oftbe scene

fix3 trees were sketched m
and the building slxifx-s tare

defined In carefully drawing

in tlxj roofshapes and some

ofthe shadow areas. The

shadows were added to t/x-

trees as well and a tree uith

branches was drawn in the

middleground area lx>af

textures were loosely

indicated on some oftbe

trees using boldfy drawn
pencil strokes Notice tlxit this

drawing is not labored hut s
done m a ratherfree, sketchy

manner

\
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Step 3. Now, working on the

lower set lion of the \< <->/<', I

used strokes drawn t<>

simulate the foliage texture.

Notice that most oj these

tones wire composed of

quickly drawn, zigzag

strokes, and the direction of
the strokes was changed to

add variety to these

particular areas. Afew dark
shadow accents were added
with hold horizontal pencil

strokes.

'W

>--
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Step 4. Next, I added a very

light pencil tone to the sky by

lightly stroking the paper with

the pencil. This was done

over the background trees

also. Using short up-and-

down strokes, I drew in the

textured grassy area in the

background. This same

texture, which simulates

grass, was used over the

foreground areas, but these

strokes were drawn larger,

helping to create the illusion

ofperspective. Notice that the

addition ofafew wellplaced

grays helped to define the

scene and separate the

various planes.

£&
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Step 5. / drew in the middle

gray tones using tbeflat edge

oftbe uidv pencil lend and
drawing wuban even

pressure You can see that I

used different types ofstrokes
while drawing in tbe bushes

and trees on tbe upper left,

short up-and-down strokes

were used to create tbe tones

Tbe strobes used to depict tbe

bushes tn tbeforeground
>>iposed ofthinner

vertically drawn lines In tbe

center of tbe picture, where

there appears to be a ruer or

gully, the strobes used were

drawn u itb tbe wide edge of
tbe pencil lead I changed tbe

pressure while drawing to

achieve variation in tone

dJBBfir£&_

Step 6. At tbis stage I added
tbe darkest gray tones by

bearing down more on tbe

penal U bile drau ing I u cu

still using tbe same 2B grade

lead, so you can see that a
uide range of tones teas

pOSSMe witb only one penal
I darkened a fete of tbe

background trees and
bouses, tben dreu in tbe

strong shadow in front of tbe

first row of buildings More
darks were added to the

gully area and to the

foreground trees, witb tones

drawn in sl.xnt up-and-down
strokes witb tbepencil held at

different angles The black

shadow was drawn under
theforeground tree and the

bushes at theforeground
edge were darkened
considerably to create a
silhouette effect.
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Step 7. Throughout the scene I added more details, such

as thefence posts in the background, the tree trunks, and
the branches of bushes. More darkerfoliage was draun in

the gully area with short zigzag strokes. Just below this

area I dreu- in shorter, lightly drawn pencil strokes,

indicating another type ofgrass texture. On the tree in the

leftforeground, I boldly drew thefoliage texture using

zigzag strokes. I rendered the grassy area in the

foreground with longer, thinnerpencil strokes, changing

the directionfrequently while drawing to create a
variation in this tone. The details in the buildings were

drawn in as well as more shadows in this area. The gully

on the left was darkened—as were the trees in the central

area—by strengthening the tones in tlyese areas. Every part

of this scene has been rendered in a loose, sketchy manner
and the overall drawing retains the same quality

throughout. Nothing looks out ofplace by being

ovenvorked. This is an important point to keep in mind
when doing drawings in any style. Whetheryour drawing

is rendered in great detail or is a simple, loose sketch, it

should appear uniform, without any variation in the

technique



] Demonstration 3. Drauing with Varied Strokes

Step l. / Ix-gan by doing a

very basic, diagrammatic

sketch oftbe bead—a loose

but proportionally accurate

drauing First, draw the large

circular slxifx' of the skull.

then the other features I he

chin. nose. ear. and eves can

l>e indicated icith quickly

drawn strokes This drauing

teas done with a 2B grade

graphite pencil on common
drawingpaper, lie drawn it

very lightly because it is only

a guide for doing the

finished drawing

Step 2. Next, I began to

define t/x 1 features and other

details, such as the Ixur I

worked very carefully so that

the drauing would be

accurate Tlx> facialfeatures,

such as the nose, mouth, and
chin were drawn in. tl\>n tlh'

eyes and e\ebrous uere

carefully indicated The

mouth line and t/x- lips uere

added next, then the

neckline The hair was

loosely sketched in. using

pencil strokes thatfollow the

general shape The ear was
drawn in outlineform

i, ,
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Step 3. Using a 411 grade
pent il uith a broad lead, I

drew in the dark accents on
the eyes, nose, mouth, ups,

and neck I he hair was
sketched in using roughly

drau <n pencil strokes that

followed the shape of the

head I drew in some of the
various planes on theface
and suggested some of the
hone structure. The drawing
was shaping up nicely

because the proportions and
sizes of the various elements

were correct.

Step 4. Working uith the 2B
grade pencil, I carefully

added the lightest gray tones

to theface and hair, using

boldly drawn strokes. In

some areas Ifollowed the

form while drawing, as you

can see on the cheek below

the eye and on areas around
the nose and the mouth.
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Step 5. / added t/x- medium
gray tones by boldly drawing

uith the 4B gradepencil,
varying the direction of the

lines while working Some of
t/x' strokes were drawn over

one another, creating a type

ofCrosshatch effect Wis

technique helped me to build

up the tones and yet retain a

sketchy effect Next 1

darkened the hair a hit.

using theflat edge ofthe

pencil lead to render a solid

tone rather t/xin one
consisting of lines

Step 6. Here, t/x- darkest

tones were drawn m uith a

much softergraphitepencil, a

6B graiie Notice the dark
accents on tbt

and mouth These Ixue been

clearly indicated and cuki

contrast to tlx> oi erall

drawing The darks uere

Strengthened around tlx' ear

and under the chin Take

care uixvi you add accents

such as these—if incorrectly

placed, t/xr\ can rum your

drawing
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Step 7. With theface pretty well completed, I now worked
more on the hair. Working with a 6B grade graphite

pencil, I drew in more strokes, following the direction of
the hair. I slowly built up these tones and added shadow
areas throughout, with the deepest tones last. This is an
excellent sketch technique and can be used on various

subject matter. Notice that all the blending I've done here

has been accomplished through drawn pencil strokes

rather than rubbing or blending with a stump. The most

important stage of this drawing was the diagrammatic

sketch done at the beginning, when the proportions and
sizes were determined. If they were not correct then, it

would have been reflected in thefinished drawing. These

simple diagrams are essential, they are the basisfor line or

tone drawings and even paintings.
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BUILDING TONE

Building tone is accomplished by applying pencil

strokes so closely together that they appear to

merge This technique does not involve rubbing or

smudging the lines; it simply requires that the lines

be very compactly drawn together. There are differ-

ent ways to work with these tones Pencil strokes are

not usually visible when tonal gradations are used.

Variations in results can be achieved by using differ-

ent grades of charcoal pencils, or by working with

chalk or graphite pencils. The texture of the paper
can alst » alter the effects. See the two examples given

below.

On the following pages are a few exercises to help

you practice working with tone and one step-by-step

demonstration showing you the entire process in

creating a drawing by using blended tones.

Blended Tone. 7'Ms drawing, done with a chalk pencil.

used only blendedpencil strokes u about an outline The
pencil strokes were clone on common drawingpaper. Tfje

strokes were blended by drawing them close together, as

you can see The edges of theJar and bowl cue not

outlined but areformed by the gray tones.

Built-up Tone on Charcoal Paper. HB, 2B, and 4B
grade graphite pencils were usedfor this drawing, which

consists oftones without risible strokes. The tones were
built up smoothly, taking full advantage of the paper
texture Light pencil pressure deposited graphite only on the

raisedportion of the paper heavier pressurefilled in the

valleys, creating solid black tones.



Exercise 2. Building Line with Tone pn~l
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A. To create a gray tone, draw lines next to each other. Try

this using lines ofdifferent weights with varying distances

between them.

B. With an HB and then a 2B pencil, quickly draw lines

close together without hesitation. Then create an eien tone

by moving the pencil slightly as you stroke across thepaper
so that no single pencil line shows.

C. Quickly draw close strokes with a 4B pencil, attempting

to achieve an even gray tone. Try this also with a 6B grade

pencil and notice how much darker the tone is than when
drawing with the harder grades.

D. Crosshatching is an interesting technique in which lines

are drawn over each other to create tones. This technique

is generally usedfor ink drawing.

E. It's very goodpractice to try drawing very evenly spaced

lines. These should be drawnfreehand without the aid ofa
ruler.

F. With a 2B pencil, first draw a very light, even tone and
then a much darker one. Do the same with a 4B and a 6B,

blending the tone into a very dense black.

G. Using strokes, try to create an even, gray tone. Draw
dark ones as well as light ones.

H. Try blending pencil tonesfrom dark to light with

different types and grades ofpencils on papers ofvarying

textures.

I. Practice all of the previous exercises on a textured

coloredpaper. Then do them all again, using a uhitc

pencil.
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I Exercise J. Creating Tones

ittV f *n>*

A. Practice drawing a simple object or objects sucb as this

still life, creating allyour tones with only lines Don't
attempt to blend any of the lines I 'x an IIB graphite

pencil on smooth bristolpaper Small diagrams ofvarious
types ofstrokes accompany each sketch

B. On smooth bristol, draw the same object with a 2B
charcoal pencil This time try to keep your tones fairly

smooth and blended

C. Now draw the same object using a soft charcoal stick.

This can also be done on smooth bristol, but a textured

surface will work better

D. Draw the same object again, using a Conte crayon.

You can use an edge at the top of the stickfor veryfine

lines. For broader strokes, break offapiece of the crayon

and draw with theflat side. Withjust a little practice, you
can create interesting effects with the Conte crayon.



Exercise 4. Doing a Simple Still Life

Ifyou've diligently practiced the preceding exercises, you should now be ready

to attempt a more detailedfinished drawing of the same subject. This drauing
was done on a texturedpaper surface with a General charcoal 4B and a Wolff
BB carbon pencil. Tones were blended with a paper stump. Beneath the

drawing I've demonstrated how various pencils can be smudged or blended

with thepaper stump. The first group includes different grades ofgraphite

pencils; the middle group illustrates various grades of charcoal pencils; and the

last group shows different wax pencils.



Demonstration 4. Drawing with Blended Tones

Step l. Charcoalpaper with

its ribbed texture is a unique

surface For this demon-
stration HB, 2B, and 4B
grades of charcoal pencils

were used on charcoalpaper

I began'my basic drawing

with the HB grade pencil,

which was sharpened with a

razor hufe then pointed on
a sanding fxid Notice bow
simple lines hare been used

to define the carious

elements in the scene Even

though this drawing was
done with a minimum of
lines, theproportions are

correct and the nature of the

subject is quite clear

Step 2. Details were added
to the buildings and the

lighthouse with the HB grade

pencil The rest ofthe scene

was refined and clarified by

drawing in the cloud sIxifK-s

and filling in the details on

the rocky cliff uith the softer

4B grade charcoalpencil

The shadow areas on the

clouds litre drawn in and a

few tones were added to the

cliff Notice that the drawn
lines hair an interesting

qualm ouing to tlx' texture

of tlx paper surface.
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Step 3. 1 sing a medium 2B
grade i ban oalpencil, l drew
the lighter tones m the sky

died This was done with

horizontal strokes that

followed the ribbed texture of
the i>al>er because the tone

l ould be drawn more
uniformly that way When
lines are drawn in the other

direction, the paper texture

becomes more pronounced I

now added a tone to the

buildings, letting the pencil

strokes again follow the

ribbed texture of the paper.

When I drew the tone on the

rocky cliff, I used random
strokes to achieve a more
mottled effect. I used a small

rag here over these tones to

blend and rub them smooth,

but you could use a stump.

Step 4. To draw in the

darkest tones, I used a soft

4B grade charcoal pencil.

This tone was drawn on the

shadow areas and also was

used to indicate the crevices

and other details on the

rocky cliff. I drew the roofon
the larger building and
added the windows. Smaller

details and accents were

drawn on the lighthouse and
other buildings. On the beach

in the distance I indicated

rocks by using dark pencil

strokes.



Step 5. / added a tone to the

sea in the background using
a soft 4B grade charcoal

pencil More dark tones were
drawn in the cliff to build up
toeform. All these tones were
blended smooth with a rag
Bletulmg obarcoai tones can
also be accomplished by
using soft facial tissue or
evenyourfinger J rendered
the grassy area on top ofthe
cliff, using the same -IB grade
pencil, but with more
pressure, to produce a
near-black tone

Step 6. / sharpened tlx- 4B
grade pencU, then shaped the

point finely with a sanding
fxui and carefully drew in

the darker areas on the

Clouds I blended these

strokes together as I dreu so
tlxy are quite smooth When
a kneaded eraser isproperty
shaped, it can be used to lift

out areas in tlx- gray tones

With a kneaded eraser, I

carefully erased tlx- pure
white areas you see m tlx'

cloiuls and details such as
rocks and highlighted areas

from tte side of the cliff
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Step 7. The buildings werefinished by drawing in details

such as the brick textures and the windows. Working next

on the cliffsurface, I added more crevices and cracks with

finely drawn strokes. Over this, I indicated small bushes

using spots of black. Notice how the ribbed surface texture

of this paper shows throughout the drawing, creating a

very distinctive look. This is another basic pencil drawing

technique that can be usedfor almost any type ofsubject.

The paper is especially compatiblefor use with charcoal

pencils, but chalk, wax, and graphite pencils will also work

well on this surface. When you use charcoal or chalk

pencils, you can easily remove tones or lighten them with

the kneaded rubber eraser. As already mentioned, tones

can be lifted out by using the pointed end ofa kneaded

rubber eraser. Also, keep in mind that charcoal and chalk

lines smudge easily. You can avoid smudging by placing a

piece of tracing paper under your hand while drawing On
this drawing, I carefully removed the charcoal dust that

had accumulated before spraying it with fixative This dust

was removedfrom the white areas of the drawing with a

kneaded rubber eraser. Although it is almost invisible, the

dust becomes quite noticeable when sprayed with fixative
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4
SIMPLIFYING TONES

A great deal can be learned about drawing and
seeing by separating a scene into two or three values.

This procedure can also help make you aware of

what not to draw, since this type of simplified ren-

dering requires that you omit many details Practice

this kind of exercise on scenes, still life objects, por-

traits, and figure studies. When breaking a picture

down into simplified tones, remember that the white

paper is as important a pan of the drawing as the

gray tones. You can take a relatively complex scene

and greatly simplify it through a careful analysis.

I don't necessarily do a tone breakdown for every

drawing, but I do mentally try to view the object or

scene in exactly this manner, often making an actual

diagram of the breakdown of tones, which helps to

make the transition from the actual subject to the

finished drawing. You can train yourself to visualize

in this way through practice.

Frequently I use p/.v >tographs as

reference material, since it is not

always practical to drawfrom life I

carry a camera with me in case I see

goodsubjectsforpicture ideas Here is

a plxitograph taken in London

To do a drawingfrom the photograph at left, Ifirst tried to break down the

scene into very simple gray i alues or tones Here I used markers to illustrate

bow this could he done From this tone breakdown, it is quite easy to do a
pencil drawing.



Exercise 5. Simplifying Tones [
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Here is a very simple tone breakdown done on tracing

paper with a 4B graphite pencil. This diagram greatly

simplifies the subject and is most helpfulfor thefinal pencil

rendering. These exercises help you not only to translate

complicated scenes into simple tones but also to train your
eye to see. You can practice drawing these diagramsfrom
photographs in magazines, from your own photographs, or

from life. Atfirst, try using only black and two gray tones;

then include more tones as you develop. Afteryou get used

to doing these sketches with markers, you can start doing

them with pencil. Eventually you will be able to look at an
object or scene and visualize the tone values without

doing a sketch.

This is another London scene and a
good subjectfor a tone breakdown.
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1 Working with Three Values Plus Paper

Three Values Plus Paper. Here is a complex scene that

has been broken down into four distinct values: three tones

ofgray and t/xj white of the paper I used a 2B grade

charcoal pencilfor tte basic outline drau ing. tl>en shaded

in all tlx.' lightest tones on the buildings Wis tone is made
up of carefully drawn, even lines The medium gray, which

is the dominant tone in the scene, is added by using strokes

drawn randomly, changing direction frequently while

drawing Notice that this metlxxi of rendering is different

from the technique usedfor the lighter tone Tlx? darker

tone, while still quite uniform, has a different textured

quality, which cuids interest to tl.ye drawing Xext. the black

tones a>v drawn in. as are ripples in the water and various

building details I fxue determinedjust where these

different tones are draun by carefully studying the

snapshot You hai >e to do this kino" ofplanning before you
render any of the tones on the basic drauing



Working with Four Values Plus Paper i ID
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Four Values Plus Paper. This drawing is more complex
than the previous one because there are more gray values

to deal with. This means even more planning and careful

analysis of the photograph or scene are necessary to

achieve a successful drawing. Black-and-white photographs

are much easier to translate into simple tones ofgray and
black, but as you gain experience through practice, you
will be able to interpret color scenes into black and gray

values. Notice that all the tones in this drawing have been

rendered quite simply and that they separate well. The

addition of the stone and brick textures makes the drawing

appear more complex than it really is. The drawing is

done with HB, 2B, and 4B grade graphite pencils on
common drawing paper. The lighter tones were put in first

with the HB grade pencil; the medium tones, darker tones,

and blacks were added next with the 2B and 4B grade

pencils. The white sky and other white accents are quite

important in this drawing because they provide contrast
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EXPERIMENTING WITH

GRAPHITE PENCIL

Thf GRAPHITE PENCH is one of the most commonly
used pencils for drawing Its availability in a wide

range of lead grades adds to its usefulness as a fine

drawing tool m<A may account for its popularity with

artists

Graphite pencils can be used in many ways, and

numerous examples of possible techniques are il

lustrated in this section These techniques can pro-

dike varying results, from rough sketches to highly

detailed renditions. The drawings have been done
on various types of paper with differing textures to

demonstrate the variety of work you can do. The

various drawing styles range from decorative to hy-

perrealistic The techniques cover line, line-tone,

line and tone, and dissolved tones The subject mat-

ter includes outdoor scenes, animals, portraits, and

figures Two examples are of the same subject drawn
in different techniques for your comparison. One
example includes a preliminary sketch, showing

how tones in a scene can be translated into simpler

tones. Although all the techniques shown may not

interest you, it is important for you to be aware of

them Studying the various methods of working and

the different rendering techniques will enable you

to recognize how a drawing was done
There are three step-by-step demonstrations in-

cluded in this section. Each demonstration shows

progressive stages in the drawing process. The first

demonstration deals with a sketching technique

—

using a variety of strokes to create and blend tones.

The second demonstration shows you how to use

flat tones to achieve a decorative effect. The third

demonstration covers an interesting technique in-

volving line and line-tone Using this technique, an

an ist can create tone with lines

After studying these demonstrations carefully and

reviewing the exercises, you should pick out a sim-

ple subject and tryone ofthe techniques Your draw-

ing can be done from life or from a photograph, if

you prefer. If you choose to use a photograph, be

sure it is well lit and clear Otherwise you may have

a problem seeing details. I often work from Polaroid

photographs, which are rather small. But it is much
better to work from larger. 8" x 10" (20 x 25 cm)
prints when drawing complicated subjects. You can

also use gcx)d photographs in magazines

As you trv to duplicate the technique here, re-

member to stan with very simple line or sketch tech-

niques and simple subjects. Keep your drawings

small. Gradually progress to more complicated tech-

niques and subjects and to larger drawings If you
try to advance GOO quicklv or take on a project be-

yond your capabilities, you will only become dis-

couraged
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Boulevard St. Germain, Paris, 9'/>" x 1 Of' (24.1 x 25.4 cm). This drawing
was done on a slightly texturedpaper surface with a Koh-I-Noor Hardtmuth

350 Negro pencil, grade 2. This pencil is a delight to use, and it became one of
my favorites while working on this book. TJje technique here is quite simple,

employing only line with veryflat tones. Thefinal effect is rather decorative and
lends a certain charm to the drawing



Demonstration 5. Developing a Dinning with Graphite

Step 1. / 'sing a medium grade HB
graphitepencil, I did my basic outline

sketch on common drawingpaper
Notice that even though my sketch is

loosely done, it is accurate and has
correctproportions. Asyou gam
experience and confidence m
drawing through practice, you will be

able to approacbyour own work in

the same manner Study the various

lines used here to delineate different

objects Notice the smooth, graceful

lines I've used for the rocks and hills

and the zigzag strokes lie drawnfor
thefolk

l < -

/..

Step 2. Next I indicated the very

lightest tones in the scene with an HB
grade graphite pencil The 2B or 4B
grades are not me l>est clxuce for

drawing light tones, their softer leads

are more suitable for darker tones

I sing the same pressure to ensure an
even tone. I carefully drew in t/xj light

tones Lines used to create me tones

varied—those used on tlx> bushes were

drawn with scribbled strokes, and
those on the sly and desert area were

done with horizontal lines Some
lines, such as thosefor tlx.' rocks,

follow theform, creating tixj illusion

ofdepth

V

•
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Step 3- / wow (-Ac// in the medium
tones with the 2B grade graphite
pencil, starting uuh the background
><h k formations I used strokes that

were evenly drawn and t lose together,

creating a flat tone While drawing
these strokes, I used the same amount
ofpressure on the pencil. The
background hill and trees were
drawn using a zigzag line to simulate
leaf textures Notice that on the

foreground hushes I was careful to

draw around the branch shapes,

leaving them as a light silhouette

against the darker background.

Step 4. At this point, the darkest tones

were added with a 4B grade graphite

pencil—the best choice because of its

capacity to produce very black tones.

The background rock area, which is

in shadow, was drawn with the solid

black, but I was careful to draw
around the trees and bushes. I added
branches in the trees as well as a
lighter tone on the rocksjustforward

of the background. The darker accents

over this area suggested the

irregularities inherent in the rocky

surface. Afterplacing afew darks in

the middle-ground trees, I rendered

the shadows of the trees on the desert

floor.
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1 Comparing Techniques

Sketch technique—usually a quick Loose-line technique—free
preliminary, undetailed sketch drawing but more accurate and

detailed tlxin a sketch

Contour-line technique—a more
carefully drawn sketch emphasizing
contours ofsubject.

Tone technique

—

a drawing done line-tone technique—lines drawn Line and tone technique—a line

in slxides of tone or color ratlxr than closely togetlxr to create a tonal drawing combined uitb tones.

line value
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Blended-tone techniques

—

two or

more gray or color tones blended
through rendering

Smudged-tone technique

—

two or
more gray or color tones blended
with fingers, a rag, or a rolledpaper
stump

Dissoh/ed-tone technique—tones

or lines dissolved with a solvent.

Water-soluble technique-
lines dissolved with water

Rendered-tone technique—tones

carefully blended andfused through

rendering.

Tightly rendered tone
technique—a very meticulously

rendered drawing that is usually quite

photographic
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Street Market, Rue Mouffetard, 9"

x 13" (22.8 x 33 cm). This sketch

was done with a 2B pencilfor the line

work and a 4Bfor the gray tones,

which were then rubbed with a paper
stump. There are many street markets

in Paris, and this is one ofmyfavorites.



Realistic Smudged Tom

\li< hk.an Farm, / /
.

" " 5 cm) This

(hailing was done on Qmson Montigo/jierpaper using

tliree different grades offinals—Hit 4B. and 6B. The soft

gray tones were created by rubbing thepencil tones with a

fxifKT stump

Qlaj de Boirbon i right i ') ." X 12 ."(24 1 X 32.7 cm)

An HB penal was used on a very smooth bristol surface

This illustrates a highly detailed, meticulously rendered

drawing technujite suitable for many subjects It is" a

complex technique that you can master only with a great

deal ofpractice Many ofthe lighter values were created by

erasing srjme of tlie pencil tones with a kneaded rubber

eraser A high-surface bristolpaper with a smooth surface is

bestfor this type ofwork



\\y\Kr-realistk and Tightly Rendered nn~|
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1 Realistic Loose Line arid Tom
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Tavis, S'/«" x 11'/." (20 6 x 292 cm) This study illustrates a nice, free

drawing technique that is perfectfor sketching portraits Thefew tones I used

were intended to accent theform of theface I dreu uith an HB pencil on
Ingres Canson paper



#

T.v,s SV" x 11V/C206 x 29.2 cm). Same model, same pose, hut tbuumw
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I Decorative Line and Tone

Tonal Stvdy for a Pencil Drawlng
(above), <) -" x (r J' (233 x 259
cm) Often I make apreliminary study

like this before starting the actual

rendering ofa complicated subject

Tltts bdpS me to eStabUsb not onh fix-

tonal rallies but the composition as

uell Mam problems tlxit can emerge

while you are (Iran ing can easily be

resolved beforehand with this method
I usually do these rough sketches on
tracingpaper with a softpencil Here

some ofthe tones were rubbed nub a
rag



Rodeo at Hillsdale, Michigan (right), lW x 9'/" (36

x 24.2 cm). Done on Annecy paper with HB, 2B, and 6B

grade pencils, this drawing conveys a distinctive design

feeling. Notice that I have used only very flat, simple tones,

without any blending. This adds to the decorative feeling of

the drawing.



Demonstration 6. Decoratire Line and Smudged Tone

This demonstration involves an approach that is much
more design-oriented tlxm demonstrations Hoc basically

flat tones and sl.xifx's arc used to create a Strong visual

design

'

Step 1. / firyt dui my basic drawing with an HBpencil on
a smooth bigb~finisb bristol Ixxml

Step 2. .\f~tir drawing in some oftlye black areas to

estabHsb t/.x' middle range oftones, Igradually cuided

more dark tones, usingpencil strokes tlxit created

interesting textures I used a 4B pencilfor the darker tones

and an HBfor tf.x> tighter values

Denpasar Market, 9 _ « 11 ."

(242 x 29 Hem) To finish the

drawing, I used thepaper stump to

darken skin tones attd establish dark

tones at the top oftlye drawing I also

added slyadou tones to the

foregroundfruit and smoothed the

backgroutui and upper tones With a

6B pencil. I added some dark shapes

to the lery top of the drawingfor
design interest Local markets make
interesting subjects Keep your eyes

open andyour camera ready when
traieling
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1*3 Demonstration 7. Line-Tone

Asyou have seen, line can easily be used to ovate tunes

Individualpencil strokes, when drawn closely together,

fuse visually andgive the impression oftonal value

Density oftone can be altered by drawing lines closer

together or simply by drawing thicker lines Even pressure

can ran the lines, thereby changing the tones This may
seem a little difficult atfirst, but once you see bote it is

done, you should have no trouble with this technique

'

Step 1. / drew my basic line drawing with an HBpencil

on a smooth four ply strathmore hristul

Step 2. After using short linear strokes to add tones to the

elephant, carefullyfollowing itsform, and tfxrn adding

some gray tones with a 4Bpencil, I went on to complete

the elephant and sharpen up some of the details and
shadow areas I then added dark background strokes,

Mining their direction to simulate the texture ofjungle

foliage

Working Elephant, Sri Lanka, 10'// x 14" (26 x 35.1

cm) Myfinal Step was to draw in the palm trees, the

Mahout, as the driver is called, and the logs, and to cover

some of thejungle background with a light pencil tone. I

workedfurther on the tone in the background area with a
paper stump, even drawing lightly over the white. Then I

worked a little more on the Mahout, crisping up shadows

and muscle shapes, andfinishing the drawing
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EXPLORING CHARCOAL

AND PASTEL PENCILS

Cham ou ph* ii s arc excellent to draw with and have

always been a favorite drawing tool tor many artists

They are. however, a little more difficult to use than

graphite pencils For one thing, since charcoal pen-

cils are a little more fragile, the leads tend to break

easier. Such breakage can ruin your drawings An-

other reason greater care must be exercised with

charcoal pencils is that they create more pencil dust.

This dust can make your drawings quite messy Ala >.

charcoal pencil points wear down more quickly than

graphite pencils because the leads are rather soft

Thus, frequent sharpening is necessary.

Nevertheless, charcoal pencils have their advan-

tages. They are generally more suitable for tonal

work and for covering large areas They create a

deep black tone, whereas the black tones of graphite

pencils have a slight sheen If you tried the exercises

in chapter two, you already know this.

Pastel pencils have very soft leads that break easily.

Still, pastel pencils are quite nice to work with and
have the advantage of being available in a variety of

colors.

Because of their somewhat soft leads, these pen-

cils have to be used with care to avoid smudged
drawings. You can prevent smudging by placing a

piece of tracing paper under your hand when you
work with them.

As in the previous chapter, I will present many
examples of draw ing techniques for you to study.

Examples include such techniques as line, line and
tone, loose line and tone, and line and line-tone. A
range ofviewpoints, from decorative to realistic, will

also be covered. The subject matter includes ani-

mals, buildings, outdoor scenes, and people. I have

also drawn one scene in two techniques for com-
parison

There are two step-by-step demonstrations in this

section. They cover the use of charcoal pencil and

charcoal stick. The first demonstration, which shows
an outdoor scene, is done using a tone technique.

The second demonstration shows a scene with

buildings It is done with a smudged-tone technique.

I suggest that you examine all the examples and

step-by-step demonstrations careful ly so that you
will fully understand how the drawings were done.

Then pick out a simple subject and try to duplicate

the techniques that most interest you. You should

also try techniques on a variety of paper surfaces so

that you can get an idea of the many effects possible.

Be careful about the pencil dust and try to keep your

drawings clean. Carefully blow the pencil residue

off the paper. This will get rid of most of it. You can

clean off the remaining dust with a kneaded rubber

eraser.



Semi-realistic Blended Tone P?i~]

Sailboat, Lake St. Clair, 9%>" x 12V»" (25 x 32.1 cm).

This drawing emphasizes design rather than realistic

rendering. It is basically a simple tone drawing with the

addition ofafew intermediate grays. It was done on a

slightly textured bristol paper with an HB grade General

charcoal pencilfor the outline drawing and a 2B and a

4B grade pencilfor the tones.



r^l Demonstrations. Working with Charcoal Penal

Step 1. / began byfreely drawing an
outline sketch, using " 2B charcoal

pencil on common drawingpaper

Tbispaper surface works well with

charcoal as do the rougher surfaces i

drew tn the largerforeground trees.

then added tlx- roots andfoliage
around them Next, / indicated tlx-

middle-ground trees The background
trees were done by drawing vertical

strokes I indicated the sun/if areas on

tlx- forest floor This helped me when I

later added the tones to Oxit part of

the scene I also drew in tlx- sunlit

areas on tlx- foreground trees The

basic drawing was then readyfor the

addition oftones

.~<

<-

\ >

Step 2. With the 2B grcule charcoal

pencil I carefully added a nty light

tone to the background area using

horizontal strokes i next drew in a

medium gray tone m tlx- foreground

area, drawing these strokes at slightly

different angles to create a surface

texture Notice bow carefully I u orked

around tlx- tree trunks and roots A
slightly darker gray tone was added to

tlx- middle ground luirt of tlx- forest

floor Next, I drew around the sunlit

patches on the ground, using slx>n

fxmcil strokes llx- difference between

tlx- two gray tones was now evident

1

*/*
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Step 3. Here, the darkest tone was
added, using a softer 4H grade
< ban oedpencil I drew the shadow
areas on the tree in theforeground
and indicated the hark texture with

Curving horizontal lines. The
direc lion oj these strokes helped <

the illusion ofform and added an
interesting texture to the drawing. I

filled in the shadow area on the other

foreground tree and delineated the

hark texture with vertically drawn
lines. A slight texture was drawn into

the sunlit part of theforestfloor, with

short strokes drawn at different

angles. Then I indicated small black

areas in the background.

Step 4. Using the 4B grade charcoal

pencil, I began to pattern the shadows

of the leaves on theforestfloor. I used

short curved strokes drawn in

different directions to create a varied,

uneven surface. Notice that the leaf

texture in theforeground is much
larger than that in the background;

this heightens the illusion of distance

andperspective. Remember to be

careful not to smudge or smearyour
drawing. As I work, Ifrequently

remove surface charcoal dust by

gently blowing it off thepaper surface.

I remove the remaining dust with a
kneaded rubber eraser.



Realistic Rendered Tone

SlKRl,6 x t4*S(153 x 373

cm) Tilts realistic portrait ofa

BaHnese girt "«* done °" a u'xtured

paper—MBM 1'^res (fArtbes—wHb a

c onte a Pans ~2HB charcoalpencil 1

began as usual, by first doing my

basic drawing m light outline. Then I

carefnlh built up the intermediate

V-ar tunes Ibis girl was selling sbetts

on the beach m Bali, and she alums

carried a large shell on her head



Realistic Smudged feme r^~i

Rooster, 9" x UVd' (22.8 x 314
cm). This sketch was drawn with a
Carb-Othello 46/2 pastelpencil on
Ingres Canson paper. Ifirst drew a
basic line drawing, over which I

added afew light gray tones that were

smudged with a paper stump. Then I

added the darker values and built up
the intermediate tones. With a
kneaded rubber eraser, I added afew
pure white accents by cutting back

into the gray tones.

i
i



Decorative Smudged Tone

Place desVosges, 9' " x IV J' (242 x 292 cm) This tonal sketch was
drawn on Canson MontiRolfierpaper with a Carh-Othello 46/2 pastel pencil.
The tones were smudged uith a rolledpaper stump
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Place des Vosges, 9 ;/>" x ll'/2" (24.2 x 29-2 cm). As in the previous drawing,

a Carb-Othello pastel pencil was used but this time on a smooth paper surface

The pencil tones were smudged with myfingers, a paper towel, and a paper

stump. The highlights were created with a kneaded rubber eraser by lifting out

some of the darker tones.



all Demonstration 9. Composing in Realistic Smudged Tone

With a minimum of lines you am produce u drawing

composed entirely oftones This is a good techniquefor a
great many subjects, especially whenyou want to capture

a nHHhl

Step 1. / began my drawing by doing a very careful hue
rendition ofthe subject with a JH charcoalpencil

sharpened to afine point I next added a feu basic tones

Step 2. To create an interesting texture. I smudged the

r<»n>s uitb a f>af>er stump and then added a dark tone oier

the background building with tlx> charcoal stick After

nibbing this tone with a rag. I used a kneaded eraser to

work on tlx> cloudshape, hying to create a feeling of
movement tlxre One can learn to draw with this unique
ltomt since it assumes such variedforms I worked with it

to erase sections of tix° groundjust above theforeground

roof
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Mont St. Michel, ll'/4" x l3>/4" (28.6 x 34 cm). Next I added details to the

background buildings with a 2B charcoal pencil. Then I picked out more
highlights with the kneaded rubber eraser and indicated somefoliage on the

hill. Ifinished the drawing by putting in the brick texture on the chimney and
adding tone to theforeground roof.
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USING WAX PENCILS

The term wax pencil describes a wide variety of both

black and colored pencils with waxlike leads Some
pencils in this category are available in degrees of

hardness, but most come in only one grade Black

wax-type pencils are generally gtx>d for drawing jet-

black tones, something difficult to do with most

graphite pencils A gcx>d brand is the Koh-I-Noor

Hardtmuth Negro pencil. However, these pencils are

difficult to erase, so plan your drawings carefully.

Must wax pencils work best on very smooth paper,

although they are not limited to these surfaces

The examples presented in this chapter illustrate

a sketching technique, line and tone. tone, line-tone

drawing on colored paper, and a water-soluble tech-

nique All the drawings are done on a variety of pa-

per surfaces, and the subject matter includes ani-

mals, figures, and outdoor scenes. In one case I have

drawn the same subject twice, using two techniques.

The first example is drawn on a white, textured pa-

per: the other is done on a colored paper, using both

black and white pencils.

Following the examples of techniques is a step-

bv-step demonstration. It deals with the use of a

water-soluble pencil technique.

Try to experiment with all of the techniques

shown in this chapter



Semi-realistic Rendered Time Hn~l
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PontNeuf, 10'// x 11'// (26 x 29.2 cm). This drawing

ofmyfavorite bridge in Paris is basically a tonal

rendition. Here I used the Koh-I-Noor Hardtmuth Negro

pencil on a smooth, high-finish Strathmorefour-ply bristol

board. I began by first drawing in the darkest areas and
then adding the intermediate and lighter tones.



Realistic Loose Line and Tone

Misty, 9" x iv •/ (22.x x 28.6 cm)
Tor this sketch I used a Stahilo All

8046 pencil on a smooth bristol

[HifKr Certain wax-typepencils such

as this one work weO on this kind of
surface Hen I made no attempt to

achieve smooth tones, since I wanted
to ovate a te.xtural effect with the lx>Ul

pencil strokes themselves.

Reflections (right), 1 25.7 x 36.6 an) 77x> KoIj-1

Xoor Harcltninth NegfOpencil is great to uxjrk with because uith

it yon can achieve a wide range ofgray tones as well asjet

black The highly detailed and meticulously rendered technique
shown here is rather difficult and time-consuming especiallyfor

[lie beginner Therefore, it is eery important to bate good
reference material when attempting a drawing like this Since it

is difficult if not impossible to do such a drawing on the spot, it is

best to workfrom photographs.



Tightly Rendered \~W1
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1 Decorative Tone

Cm rch atVezeiay, 11" x u" (28 x 28 cm) Drawn on Ingres Cansonpaper
with a Stabile All pencil, this rendition isprimarily made up ofjust tones



Decorative Line 7one on Colored Paper r^~1

Church at Vezelay, 11" x 11" (28 x 28 cm). This is the same scene as the

previous example, but this time it is done in a different technique. Here I used

an Eagle Verithin 734 white pencil and a Koh-I-Noor Hardtmuth Negro pencil

on coloredpaper.



!*D Demonstration 10. Decorative Water-Dissolved Tone

Tf\' Stcihi/o Allpencil, which works very well on smooth

surfacepapers, can a/so be used on very rough-textured

fxif>eis such as those made for watercolor This technique is

especially goodfor sketching on the sjx>t

Step l. / usedArchespaper mounted on a watercolor

block' oftwenty-five sheets and the Stabilo All number 8046
pencilfor this drawing 1 added some tones m the

backgroundfoliage and put afew darks m the vehicles as

well as m tlx> shadow areas after making my basic tine

drawing

Step 2. With a watercolor brus/j—a red sable—/ was/ied

clear water over the mountain areas, dissolving t/ye pencil

tones into a dark' wash



H^l
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Kandy, Sri Lanka, 9V»" x 12'/J' (245 x 31.8 cm). With
»»»c < Ay//' /m/cr <%&&</ to the front of the building, the

buses, and thefigures, I createdgray tones i 'sing the

interesting surface texture of the WOtercolorpaper, I added
a few morepencil tones, this time without dissolving them.

mm ' 1
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ADDITIONAL TECHNIQUES: SCRIBBLING, HATCHING,

DISSOLVED TONE, SUBTRACTS TECHNIQUES

Trying different techniqi es or combining pencil

drawing with other mediums offers unlimited op-

portunities for experimentation. In this chapter. I

will demonstrate a number of approaches to creat-

ing variations on the basic drawing skills already ex-

plored in this book. My first example is a realistic

line and acrylic paint combination. As you can see.

the effect produced is unusual. Next. I will show you
four drawings of the same subject done in very dif-

ferent styles, using line. tone, stylized rendering, or

detailed realistic drawing. The two step-by-step dem-
onstrations that follow show the scribbling and the

hatching techniques; in the first instance. 1 used a

ft

wax pencil on rough watercolor paper, and in the

second, an HB grade graphite pencil and a 2B and
-»B grade pencil on a smooth surface. The third dem-
onstration shows a dissolved-tone technique,

worked on rough watercolor paper, with HB and 4B
grade graphite pencils and a cloth dampened with

turpentine. In the example of the subtractive tech-

nique. I worked with an HB and a -*B grade charcoal

pencil on charcoal paper, and used a kneaded eraser

to accomplish the goal These examples can set your
mind in other directions as well. Although these are

not major techniques, they are interesting and cer-

tainly merit consideration.



Exfxtrimentmg with Styles l~^~i
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Line Dominates. 7Z»is line drawing was done on
common (trailing paper with HB, 2B, and 4B grades of
graphite pencil. Tonal areas were created through draum
lines without blending. The direction of the lines suggests

planes or texture, as you can see in the water and grass

M tdifeZv,

Tone Dominates. / used an HB grade charcoalpencil on
common drawing paperfor the lightest tones and a 2B
grade charcoalpencilfor the medium grays. All the tones

were carefully blendedpencil strokes, sometimes created by

rubbing with myfinger. Blacks were added with a 4B
grade pencil.

Sgyte^ r,,iftriti^ |HPf
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Decorative Style. This highly stylized rendition was
drawn with a waxpencil on charcoalpaper. The i

tones were drawn in by lightly stroking the pencil across

the paper, using an ei>en controlledpressure to ensure a

flat tone. Black accents were added later.

Baixnese Children (left), 9V" x 12" (24-8 x 30.5 cm). I

mixed a gray tonefrom black and white acrylic paint and
applied it to a canvas surface. I used a black Prismacolor

pencilfor the basic drawing and a white Stabilo pencilfor

the light accents.

Sharp Focus Realism. Here I used an HB, 2B, and 4B
grade graphite pencil on smooth paper, a combination best

forfinely detailed work. For this realistic drawing, I built

up the tones gradually, then carefully blended them with a
piece ofpaper tissue. I picked out white accents with a
kneaded rubber eraser.



] Demonstration 11. Scribbling Technique

Step l. With a waxpencil I did a quick, basic out/tut'

sketch <>n rough watercolorpaper using lx>ldly drawn
lint's I clearly defined the elements m the head andface
some ofthe areas where tin.- shadows wouldfall were

indicated Even a spontaneous sketch technique such as

this required planning

Step 2. A light tone was abided over the slxuiow areas of
the face uith quickly drawn pencil strokes A light tone was
also used on tlx> highlight area ofthe Ixur. tlxm slxidow

tones were drawn on the shirt The tones appeared

Consistent because tlx> same pressure Ixid been used

throughout

Step 3. / added a medium tone to tlxj background uith

quickly drawn, scribbled strokes A few darker accents,

such as the eyes and eyebrows, were used on theface and
also on tfx? hair I dreu in Ok slxidow area under tlxj tie

and collar

Step 4. / used more pressure to achieie the dark tone in

the fxtir Av / completed the hair, Ifolloued theform and
sfxipe of the head I sharpened the pencil to a fine point
uith a razor knife to draw in fitter details more easily For

more contrast, I deepened the tone on the left side of the

face



Demonstration 12. Hatching Technique nn

Step 1. Because the hatching technique ofdrawing usually

involves the use offiner lines, the ideal choice ofpaper is a
smooth surface Ibis drawing teas started by doing a sketch

in outlineform, first delineating the tree trunk, then the

leaves, and finally the other foliage, using a sharpened HB
grade graphite pencil

Step 2. With a 2B grade pencil, I indicated light tones,

using lines on the leaves to render shadow areas. With
short, horizontal strokes, I added light tones to the left side

of the tree and medium gray tones to the right side by
using appropriate pressure Notice that I drew around the

leaves and stems, silhouetting them against the

background.

Step 3. / drew in the background using random pencil

strokes, applied with different pressure to create tonal

variation Random strokes were also used on the dark side

of the tree, some of them drawn over one another in a
Crosshatch effect. Bark texture was created with horizontal

curved strokes

Step 4. For the darkest tones, I used a 4B grade graphite

pencil. I added black tones on the dark patches of the tree

trunk and in the shadowsfrom the leaves, and toned

down white areas in the background by drawing over

them. Notice the various hatched tones I used to darken the

leaves and deepen the shadows



] Demonstration 13. Worki?ig with Dissolved Tone

Step 1. This drawing was done on
rough watercolorpaper, which is the

best paper to usefor washes or

dtssoh ed-tone techniques The pencils

that am fh' dissolved the easiest are

graphite or u ax pencils For the basic

outline drauing I used a soft 4B
grade graphite pencil, quickfy

sketching the scene and indicating a

fete gray tones The lines helped

characterize the carious elements

Notice that the smooth, curved lines

depicting the beach contrast nicely

with the textural lines in thefoliage

on tlh> mountain The lines of the

bushes and trees not only outline

these objects but create a texture as

well

Step 2. With an IIB grade graphite

pencil. I drew a light tone across the

surface of the lagoon using

horizontal strokes, which create tlx'

feeling of the water surface Dark
tones u ire added 01 er this light tone

with a 4Bpencil to indicate

reflections Next, the background
mountain was rendered by filling in

tlxj area with itrtica/ly drawn strokes

using tlx.' 4B gradepencil and tlx-

vertically drawn strokes emphasize the

mountain s Ix-ight I indicated a feu

darker trees, then dreu in tlx-

foreground grass) area using

randomly drawn strokes. The sJxidow

tones u ere drawn on tlx- rocks in the

foreground

/'V>
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Step 3. Next I dissolved some of the

Peru il tours using a rag that had been
dampened with turpentine (a rubber
cement solvent could also hare been

used) The tones on the mountain in

the background had been dissolved

more than the other areas because I

purposely used a rag more saturated

uith turpentine. The tone seemed to

be too dark at this point, but it would
appear lighter as the pure blacks were
spotted throughout the area. The tones

were less dissolved on the water and
on the grassy area because the rag

was dryer when used over these areas.

The rocks in theforeground were very

black because the graphite had
dissolved more, filling in the paper
texture with solid tone. Practice this

technique to learn how to achieve

proper control over the degree of
dissolution of tones.

•ii
Step 4. The 4B grade graphite pencil

was used to draw in thefoliage details

and the tree shapes in the

background. These solid black tones

produced definition andform in this

area. I drew in some rock shapes

along thefar edge of the lagoon, then

added afew bits offoliage on the

foreground beach at the right. A series

ofsmaller rocks, drawn using solid

black, helped to separate the beach

from the water. This is an interesting

technique, one well-suited to outdoor

sketching, and it can be used to draw
a variety ofsubjects. It is naturally

more suited to outdoor scenes that

include trees andfoliage rather than

those that include architectural

subjects. Portraits andfigure studies

also make good subjectsfor this

technique.



] Demonstration 14. Subtractive Technique

Step 1. This technique is unique as it

Involves the removed oftones/from a
drawing with a pliable, kneaded
rubber eraser Since this npe of eraser

can beformed into any shape with tlx-

fingers,
it can Ih- used to erase small

areas or even to create white lines

The charcoalpencil, used on clxtrcoal

paper, is bestfor this technique Ifirst

dreu a basic outline, with an HB
grade charcoalpencil, then / dreu a

gray tone over the whole picture area

uith a 4Bgrade charcoalpencil This

tone was then smoothed out by

nibbing it with a rag I left the area

on theJar right unsrnudgedso that

you can see bow thepencil strokes

tnre applied

Step 2. Xcxt l added the very chirk

tone uith a 4B grade charcoal pencil,

carefully drawing strokes in a vertical

direction I kept thus tone quite dark

and even but allowed a little paper to

Show through to create a texture A
solidly drawn black tone would have

no life In tlx> center and on the left. I

added medium gray tones, again

using vertically drawn pencil strokes I

indicated tlx> lamp, building details,

dark shadows, and tlx- suggestions of
figures The overall effect at this point

is ofa strongly lit background
framed at the sides and bottom by

shadow tones As I dreu. I kept a piece

oftracingpaper under my bandso
that the charcoal wouldn't smear



on
Step 3. With a kneaded rubber eraser

formed to a point with my fingers, I

l>u ked out white areas in the tones on
the right hand building, which is the

one in shadoti 7he puddle m the

ceiiler (•(the street teas also lifted out
inth the eraser I removed the tone

from the sky as tce/l and created the

sunlit pott h on the street with the

eraser The tone was removedfrom
the building in the center, which is in

dtrc( t sunlight Again, the eraser was
used to indicate afew architectural

details as well as the reflected area on
the street lamp. A slight tone was
erased under the group ofpeople
standing in the street

Step 4. / sharpened the 4B grade

charcoalpencil and brought it to a
point on a sanding pad. This was
done so that it would be easier to add
smaller details. I drew in the windows,

moldings, and other architectural

accents, being very careful not to

smear the drawing while working. I

drew the storefront areas in solid

black, then subdued the white erased

lines on the right-hand building by

rubbing myfinger over the area. This

type ofa drawing may prove difficult

foryou atfirst, but practice this useful

technique on different subjects Make
sure to studyyour subject matter

carefully before starting—planning

just where the tones will be is very

important in this type ofdrawing



USING COLOR

Many artists ignore or simply don't take color pen-

cils seriously as a medium, though recently I have

seen an increasing amount of color pencil work
being done in both fine art and commercial an

fields. Purists nevertheless argue that true pencil

drawing is done in only black and white. Although

this may be true to a certain extent, since most of

the finest pencil drawings are in black and white,

color does offer a unique challenge.

Color pencils are ideal as a dry-sketch medium
for on-the-spot drawings or color studies Such
drawings or studies can be developed into more
finished drawings or paintings later Some very fin-

ished drawings can even be done with color pencils.

And they will stand up well against other mediums.
You can decide their merits tor yourself, but do try

to experiment with them as you explore color work.

Combining mediums can greatly enhance a draw-

ing Adding a watercolor or ink wash to a simple

pencil drawing is probably the best way to begin

working with combining mediums You don't even
have to use color; a wash of water-soluble ink will

work nicely. Becoming familiar with color in this

way will help you with more complicated mediums,

such as watercolor. gouache, acrylic paints, colored

inks, and dyes

When you begin working in color, start out with

w atercolc HrSOT dyes, and use simple washes It would
probably be helpful to do a rough color sketch in

markers before beginning to draw with combined
mediums Such sketches can be invaluable as guides

for a final color rendering.

Obviously, color is complicated for the beginner,

so don't attempt color work until you've mastered

at least a few of the black-and-white techniques. In

the examples that follow, you will find techniques

that include line and tone, stump-blended tone, tone

on colored paper, and dissolved tone The subjects

are varied and include animals, outdoor scenes, fig-

ures, and portraits. This section also includes seven

demonstrations, showing various techniques, some
using color pencils combined with dyes, gouaches,

oil crayons, and acrylic paints. There are examples

of color pencils combined with markers, designers'

colors, watercolors, and oil crayons.

. Keep in mind that color is much more difficult to

work with. After you've gained a lot of experience

working in black and white, you can try color.
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Along Kandy Lake, 10'/J' x 12" (26.7 x 30.5 cm). In fite example I used

Prismacolor pencils on MBM Ingres a"Arches paper. I began this study byfirst

doing a basic line drawing, building up my color tones over this. The colors

were then blended with a paper stump dampened with Bestine. Some of the

effects achieved with this technique are very similar to those attained with paint

Notice the effective me of the white paper in this picture. Keep in mind that yon

don't have to cover every square inch on your paper with tones or color when

doing a drawing. Fifty percent of this drawing was composed of the white paper



*D Realistic Blended Tone
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B imana Girl, Besakih Market, Bali (about). 11

11 * (292 * 28.9 cm) For ibis drawing I used

Prismacolorpencils on a smooth surface bristol hoard The

basic drawing was done with a dark coldgrey (^>5

Gradually 1 built up color values and tones, being careful

not to make any area too dark If you do happen to

overwork an area and the tones become Ujo dark it is

fairly easy to erase these pencils and start over This

rendering is quite realistic, but I kept the backgroundflat

and simple for a strong design effect

Besakih, Bali (right). 1"' -"
' / >' •" (27 5 X 34 cm)

Certain pencil brandy such as 1'rismalo and StabUo, are

water-soluble, a unique qualm- that can Ik- used to create

some very interesting effects You can actually make

paintings with these pencils, really extending the

possibilities ofthepencil medium 'Wis penal painting was

done on a fourply medium sur)dee hristol hoard 1

completely rendered the scene with pencils, then stroked on

clear water with a brush, dissolving certain tones into

uashes 1 accomplished some of the interesting leaf textures

byfirstputting drops ofwater on the area, then blotting up

the dissolt ed color with a paper towel
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Dissolved Tone on Colored Paper

KosGCKii(left). 11" x 153/-," (28 x 40 cm). Prismacolar
pencils and oil crayons were usedfor this drawing done
on MBM Ingres d'A)xhes paper. Very bold strokes

throughout created an overall texture. Tliis is an ideal

techniquefor sketching on the spot, but this particular

example was drawn from photographs taken in Kenya

Paris Mood (above), 10'// x 10'/4" (26 x 26 cm) Here I

used Prismacolorpencils on a sheet ofPantone paper,
number 535 Tlois was a typical gray day in Paris, and the

bright-colored signs accented the scene perfectly. This is

primarily a tone study with little use of line. Tf)e color

pencils I used were dark cold gray 965, light cold gray

964, medium cold gray 966, and white 938. When I

completed the rendering, I blended these colors with a

Bestine-dampenedpaper stump. Wen I used a canary

yellow 916, light blue 904. and tannine red 926for color

accents Tins is a simple but surprisingly effective technique

using a minimum of colors.



m~\ Realistic Line and Dissolved Tone
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Color pencils, oil crayons, water, and turpentine were used
in this example After the fanes were rendered, water was
washed over certain areas, dissolving the water-soluble

pencil tones Then I added some oil crayon toties and
blended these with a rag dampened with turpentine The

sketch hus completed by redrawing certain things, such as

the trees, that had been dissolved By the nay. the tree

trunks really were green because they were covered with

moss

Paris Bird Market (right i. 8 ." /_' »" (21.6 > \0.8

cm) Color pencils markets, oil crayons pastel pencils, and
liestine were all used on I'antone paper 443,for this

study Don't be afraid to try any combination of mediums
with pencils—inks or even dyes will work very well with

them It'sfun to experiment, and you'll often achiere

interesting results that would otherwise be impossible If

you explore you'll never get bored with this kind ofpencil

drawing
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] Demonstration 15. Cofor Pencils on Textured Paper

This demonstration is drawn on MUM Ingres d'Arcbespaper with

Prismacolorpencils. It is done m apretty straightforward technique

with no blending oftones The texture ofthepaper adds a great

deal of interest to the drawing.

Step 1. Not bem<> quite sure how the color should be handled on

this drawing, I decided to do a color sketch I placed a sheet of

transparent layout paper over my basic pencil drawing and

roughly traced the general shapes with a Pentel Sign pen Then

using markets. 1 filled in the rough sketch until 1 achieved the effect

I was after Since myfirst sketch worked out it ell. I proceeded to the

finishedpencil drawing It is a good idea, especially ifyou are a

beginner, to do two or three rough color sketches before starting

yourfinished color drawings



i

step 1. 1 next began putting

drawing, using the market

dreu in thefoliage using an appL
pencil l used an orange 918 as an under*
the buildings and sketched it lightly ox er the

foliage as well, warming the color up a bit l then

filled it i the roofs with a light coldgray 967

^

Step 3. Using a raw umber 941 pencil, I dreu- a
tone over everything—thefoliage, the buildings,

and the hills With a sand 940 I lightened up the

foliage and then added some soft shadows over

the background with a sepia 948. I then used a
light, cool gray 964 tone on theforeground boat

andplaced in the red accents with a scarlet red

926. To complete this stage, I added a tone of
flesh 999 over the buildings and a tone ofsand
940 over that.



Hon

Mom m. Mi, mm. - (25.1 x 33 cmX With the
black 935 / added windows and other budding details as
well as texture to thefoliage. 1 put a feu bright spots of
color on diepeople, added t/x> reflections, andfinished the

drawing Thus is a good techniquefor almost any subject

**av* f-S*Y#*



Demonstration 16. Color Pencils on Regular-Surface Paper
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fatty textured bristol .<

achieve very realistic effecti with certain
ic( bniques The tet bnique demonstrated fa

quite similar to some qj the other highly n
examples shown earlier in the hook- But th<

<i drawing prqfet i for the beginner it is probably
more appropriate for the advanced student ij you
<uv (i beginner, don't attempt drawings like this

until you hare had a lot ofexperience with some
ofthe simpler techniques

Step I. On a sheer ofregular-surface bristol, I did
a bask drawing using a medium warm gray 962
pern il I began adding color byfilling in the sky

background with a light flesh 927 Over this color
I used a light told gray 968

Step 2. / drew in the dark tree with a medium
warm gray 962 andput green bice 913 over the

background grass area, with orange 918 over

that. I then painted raw umber 941 over the

wholeforeground area. To the leaves I added
green bice, light green 920for the highlight

accents, and some slate gray 936for the shadow
areas on them. I also began to use slate gray to

darken theforeground shadow area.



Step 3. / continued to darken theforeground

shadow area, and with a dark coldgray 965. /

also darkened the leaves I then went Ot er the

wholeforeground area carefully, deepening the

dark gray areas. This takes a great deal of time

and cannot be rushed ifan even tone is to be

achieved Then I added ground textures and other

details to the shadow area

Step 4. / colored in the colt with a light JlesJj 92'

and a ran umber 94 1 I then used a sienna

brown 945. a dark cold gray 965. and a light

cold gray on the other borses I slightly softened

all these tones with a paper stump dampened in

Bestine and used the paper stump on the trees

andfoliage I even picked out details and rock

shapes in theforeground with the paper stump



The Colt 11' / x 13'// (28.2 x 34.3 cm). With a black pencil I added details

to the horses andfinished them. Then, I slightly blended the tones on the horses

with thepaper stump. And with the paper stump dampened in Bestine, I picked

out afew highlights in the leaves and brightened these areas with a green bice

pencil.



Demonstration 17. Combining Line and Color Wash

Step 1. One of the best

methodsfor adding color to

pencil drawings is to

combine this medium with

watercolor Thepencil is used

for the outline drawing and
afew tones, and the

watercolor washes are used

for the color tones The

watercolor washes can be

painted m ten flat mth no
variation in tone or blended

from light to dark in a more
realistic manner Ibis is one

ofthe best techniquesfor
doing outdoor sketches on
location Watercolorpaper
with a rough or medium
surface works best with this

technique because it responds

well to washes and stays

damp longer, but other

papers mil also work well

The least desirable are those

with smooth sulfates Here I

used a dark gray wax pencil

on watercolorpaper to draw
a simple sketch of the scene I

U orbedfrom pin itographs

taken while traveling

Step 2. / decided to add
tones in theforeground to

indicate the grass texture as

u ell as the shadow areas

Planning makes thejob of
adding the color tones much
easier It is important to

draw m these tones because

onceyou've decided on
them, you can concentrate

on the colon and values

u bile painting Sbadou
indications were done it lib a

uniform medium gray pencil

tone Ihe tone drawn in the

foreground area on the

shadow side ofthefield is

indicated by tuned lines that

simulate grass texture

Compare this stage with the

one above: you mil notice

that the addition offust a few

simple tones has helped

create definition



lemon yellou i

tone our the whole
and u ith a nut

H red sable brush While the

tone was still wet, Ipainted
washes oj vtridian green over
it I mixed a brighter ween.
combining vtridian and
lemon yellow, which is

panued overportions ofthe
backgroundjungle as well as

(ji er theforeground grassy

area lie/ore proceeding, I let

these tones dry thoroughly

Notice that even though these

washes hate blended together

a bit, there are still distinct

tone and color differences. If

the paper surface had been

too damp it hen the tones

uere added, the colors would
hare blended more If the

surface had been too dry, the

tones would not hare

blended at all

Step 4. / mixed Winsor

green with lemon yellow,

creating a medium green

tone, which I painted on the

background with a number
8 brush. I was careful to

paint around the leaves and
tree shapes so they would be

silhouetted against the

background. Ipainted this

color in quite flat, but where

I hare washed it back over

certain areas, the tones

appear darker. I mixed more
lemon yellow into this same
color and used the resulting

lighter green to paint in a
wash over the background

field: then I spotted this same
color on some of the sunlit

trees in the background. A
wash of olive green was
applied over the shadow
edges of thefields in the

background and
foreground
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Step 5. .v this stage, it was
important to mid tin- darker

tout's so tlxit I could

ammrnune whether my color

values were correct -

tone was mixedfrom omm
green and French

ultramanne blue This color

waspainted into the

iud As J worked, 1

drew with the number 6

brush, delineating shadow
areas, :. .. foliage

to create theJungle effect As

I wormed, I tried to on
feeling ofdepth while

retaining tlx> sunlit effect

as to be taken not to

paint over areas tlxit are to

be lighter SO that they are

sUbouetted against the darker

und Darker a

arepainted into the shadow

fthefields in the

foreground and
background

Step 6. I smg a mixture of
i mdian. lemon vellou and
a bit of French ultramarine

blue. Ipainted

->ound field,

accenting tlx' texture I

mixed a brighter font

greenfrom lemon vellou

and i induin and brushed it

me ofme background
leai es and on thefield just

behind thefigure I smg a
lighter value of this same
color, which I obtained tr\

adding u ater to tlxj original

mixture /painted over me
field m the background and
on t/x? field in the right

foreground indicating grass

textures Notice tlxit :

over tlx? wholepicture rather

thanjust one area Whs
preterits overworking and
ensures unity throughout Ox;

rendering

=V***tA^
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Step 7. / now worked on thefigure, using vermilion to

paint her dress A tone was mixedfrom vermilion and
lemon yellow and used to paint in the hat. A tone was
painted on theface, using burnt umber, and the basket

was rendered with a dark tone mixed with French
ultramarine blue and burnt umber Tlyis near-black tone
was painted into the backgroundjungle areas, creating

deep shadows that helped to accent the sunlitportions of
thefoliage. Notice how clean the colors are, not
overworked or muddy. It is important to try to keep the

colorsfresh when working with this medium. Much of the

junglefoliage was created through careful work around
the leafand tree shapes, to keep them silhouetted against

the darker background. Notice that the pencil drawing is

still an importantpart of the picture and most of the pencil
indications are still visible. Tfje key to doing a successful

color sketch like this is to analyze your subject carefully

and use a limited color palette. Most scenes can easily be
broken down to only six or seven basic colors. Too many

colors on the palette can be confusing, especiallyfor the

beginner. In this scene only seven colors were used—
Winsor and viridian green, French ultramarine blue,

burnt umber, lemon yellow, olive, and a small amount of
vermilion red. With these seven colors I created all the

colors and tones used here by mixing some of them

together. This is a very good techniquefor outdoor sketches

on location. Another method would be to do the basic

pencil drawing on the spot, then add the color wash tones

in the comfort ofyour studio, using color notes or even a
marker color sketch as a guide to workfrom. It is

important thatyou practice washing color tones on
dampenedpaper so thatyou will be able to determine the

effects you want to use in your work. Colors blend more
when thepaper surface is wetter and less as thepaper dries.

Each type ofpaper will react differently under similar

conditions ofdampness. The only way to understand the

specialfeatures and limitations of differentpaper surfaces

is to practice painting wash tones on them.



rrm Demonstration 18. Drawing with Soluble Pencils

Step 1. Certain types of
colored pencils are not

waterproof, so the drawn
lines can be dissolved into

tones by washing clear water

over them. Thesepencils can

be used in the same way as

other types of colored pencils.

but their uniqueproperty can
also be used to advantage. In

this demonstration. I used the

water-solublepencils on a
rough u atercolor paper—a
good surfacefor this

technique I started by

making a sketch with a dark

gray pencil, drawing in all

the outlines as well as the

details on the bridge Sotice

that the outlines are quite

accurate asfar as shapes and
proportions go.

Step 2. I sing a yellow

pencil, I drew a tone over the

sky and on the ruer I kept

the tone uniform using

strokes that are about the

same weight andfairly

evenly spaced A slightly

different yellow, a warmer
ochre color, was drawn over

the bridge and its towers



Step v

color was drau

trees, then an olive col

used over this to indU

shadow areas I then drew a
gray tone over the

• rund buildings A
darker warm way suggested

shd<Ion details on the bridge

id ill defined shadows on the

water surface

Step 4. / added a light gray

tone over the sky and on the

bridge with the pencil. This

was done to build up the

tones and to subdue the

overall yellow cast of the

drawing. Tlje tones had to be

dissolved at this point to see if

they were the proper values

Since it is difficult tojudge
what the values will be after

the pencil lines are dissolved,

it is best to build up the tones

gradually

.>•••
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Step 5. I sing a number 8
red sable brush, I applied a

was/) of clear water over the

sky area, dissolving thepencil

lines into tones I teas careful

to work around the buildings

and bridge touers so as not

to dissolve them into the sky

tone. The river tones were

dissolved next, using the

same brush with water. The

brush was cleaned after each

use. When these wash tones

dried completely, I worked

on the bridge and then over

the trees. The tones on the

buildings in the background

were dissolved last. Notice

that I worked on the various

sections separately, being

careful that the tones did not

blend together.

Step 6. More gray pencil

tones were added to the

sky and the bridge. I

strengthened the shadou s m
the scene, then drew a tone

over the bridge with a white

pencil, darkening the tonal

value and subduing the

color somewhat The details

of the bridge had been

obscured because of the

tonal change, so I drew them

back in with a dark gray

pencil I used this same
pencil to strengthen the tones

on the roofs of the buildings

in the background. The

shadows on the bridge and
on the tower were also

darkened. I workedfurther

on the trees by building up
and darkening the shadow
tones.



Step 7. Tofurther subdue the overall yeIlow cast of the scene. I drew in a blue

tone over the sky area. The same blue was drawn over the river. Then, over this,

I added a subtle pink color, which successfully neutralized the dominant yellow

cast. The blue was also drawn over the area of the trees, and some of these lines

were strongly accented. This method of working offers more latitude than one
might think. Tones can be removed by dissolving them, and new colors can be

drawn back in How much you can work over the tones on the paper really

depends upon the quality of the paper surface. Thefinest quality papers can
take more ofa beating than the cheaper varieties. Tf)e mounted papers or

illustration boards are more suitablefor use with this technique because they

will not wrinkle or buckle when the surface is dampened.
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I Realistic Rendered Tone and Wash

Sandra. 9 (24.7 x 298 cm) Ifirst did a haste line drawing with a
Negropencil <>. tm-surface bristol hoard a er ninth Ipainted a flesh
"»"' tvatercolor i started color and form with the Prismacolor
pencils When won 'hesepencils, its onlypossible to build up your
color layers a certa. ,!U r which its difficult to add wore tones I

soon reached that [>< rawing, so / sprayed the drawing with a
workablefixative that .... to continue working without any problem
Oil crayons were used a 'his drawing, and most of the background it as
done with them

/*****! SlS>T]*™<'\/



Demonstration l {
). Color Pencils with D

Dyes work very well u •

You can use

washes oj color to area

should remind you that you

finest quality red sable brushes u ben you paint
because cheap brushes do not work well

Step 1. 1 sing a medium warm gray 962
Prismacolorpencil, I did my basic drawing on a
(bur-ply Stratbmore regular-surface bristol board.
I then mixed a bright orangefrom Dr Martins
dyes, usingpumpkin and amber yellow I washed
color on the appropriate areas u itb a large

number H red sable watercolor brush

Step 2. f 'sing water-soluble ink. I added the dark

markings to the dog's back and indicated a feu-

details on its head, such as the eyes and nose. With

a light flesh 927pencil, I added a tone to theface.
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Step 3. WS6 a warm gray 962pencil I began to

add shadow tones and details to the dog's head

and variousparts ofthe body. For the shadow
tone on the white area of thefar J used a light,

cold gray 968. Then I added a little lightflesbtone

to t/x' dog'sface

Step •*. / continued to add subtle shadow tones

with t/.v medium gray and to darken tbejur color

by using an orange 918 over tlx> washes I

finished tlxj eyes and nose details with the black

pencil, and on tlx> tongue I usedflesh 927 and
pink 929pencils I tlxm worked with black penal
to intensify some of thefur tones and tlxj sbodou
areas



uanrDBiAPvnrn Sologni ,9 12 (24.8

* I / / 1 no w uh (i /><i/H-> sunn/) and Bestine, I

blended all the colors, creating a soft effect /

added darks t>> the blackportion <>i tbe fur u •///> a

blackperu U I < ompleted tbe drawing by adding n

few more details with tbe >>/(n kpent U



[ID Demonstration 20. Color Pencils, Oil Crayons, and GomcIw

Gouache or Designer's Colors work very well when
combined with color penal and oil crayons Just a
simple wash of color mil work quite well;you don't

bare to get very into/red withpainting when using

tbis technique Working with opaquepaints and
pencils will help to prepare you for working uitb

these other mediums

Step 1. / did a line drawing on Stratbmorefour-ply

regular-surface bristol, using a medium-warm way
962 Prismacolorpencil. I washed Designer's colors

iron black over the bair portion ofthe drawing.

Step 2. On the highlightportion oftheface I washed
a tone ofraw umber and then a wash mixture of
ran umber and black' on the shadow area



Step V / be m to (him 111 ,•

nose, the eyes, and the mouth u ith i

and used the nonpbotographk blue 919
reflet ted light m the shadou portion
then added burnt umber 947 over the shadow tone
on the /(<( e, and with the blackpencil, I drew a line

texture in the hair

Step 4. With a Neo-color oil crayon, russet 056,

1

added color to the shadow portion of the face. Tloen,

using a Neo-color salmon 31, / applied additional

color in the highlight areas. I used Neo-color grays

on the hair and softened these lines with Bestine and
a paper stump
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Sukri, 6 /' x 11" ir l x _•>- <) cm) I blended all the

facial tones and softowd them with thepaper stump and
Bestine so that the colors would dissolve more easily Then,

with the Neo-color russet 065 and black, I worked on the

face, carefully blending my strokes a* / drew I used Xeo
color grays 005 and 002 to put reflected light into the

sljadowface tones, since the blue I had applied earlier was
too strong I gradually built up all my tones until the

drawing was finished The last touch was the collar, which

I dreii in with a light violet 956 I'nsmacolor pencil



Demonstration 21. Color Pencils andA

Acrylk paint is ai

can work quite well win

pern ils // you try to fa i

im simple, you Wouldn't bau
much trouble with this technique
i sualfy a simple i olor u ash u ill work
fust fine This is not really like doing a
painting, thepaint, in tins case, fust

Supplements your pencil clruii tng

Step 1. 1first drew the scow on
Stratbmore regular-surface bristol

board With a 2H grade graphite

pent tl Wext I mixed a u ash.

combining cobalt blue, Mars black,

and titanium white, it Inch I painted
over the foreground shodou area
Then I mixed titanttan white,

cadmium yellow, atid a little cobalt

blue and painted it on the skyportion

Ofthepicture I used the paint rather

thick here SO that it would dry evenly

without any texture

Step 2. / mixed orange and titanium

white and painted this color on the

distant mountains I painted the snow
in with white paint
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Step 3. / begem to draw with a color

pencil, using Copenhagen blue 906

on the mountain shadows I also

added sienna brown l)-/5 on the

mountain I went over this with a

slight tone ofpink 929 I also added

thepink to the billjust infront ofthe

mountain With a light cold gray. I

drew in some bushes in the middle

ground Then I began working on the

und bushes

.

Step -*. / finished theforeground

bushes and added light fled? ()2~ and

flesh 939 over theforeground rock

formation J used black our this to

draw m the shadows and other details

and darken the hill in tl.ie middle

ground with a medium warm gray

962 pencil I tlxm softened some of

ti.iese tones with Bestme and a fxiper

stump



Nevada Dawn, / 1 Yj x 10" (298 x 25A cm). I added more rocks andpebbles

oi vr the ground area and drew in more cracks and shadows in theforeground
boulder. I softened and bletided all these tones with the paper stump, and thus

finished the drawing.
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TECHNICAL TIPS

I\ this chapter I will review various technical and

useful points. Many of these points have been cov-

ered in previous chapters, but discussing them to-

gether and in more detail should prove helpful.

There arc many drawing problems that you can

become aware of only through experience Many of

these problems arc taken for granted and seem rel-

atively unimportant, but they really aren't Some of

these problems include: how to sharpen a pencil

correctly; how to keep drawings clean; how to han-

dle tough erasures; how to protect your drawings;

and drawing from life, models, and photographs.

These are all problems you will be confronted with,

and they are important to think about

In this chapter I will discuss a tew of these basic

problems and give you a few suggestions on how to

develop yourself as an artist.

SHARPENING PENCILS
It s really much better to sharpen your pencils with

a single-edge razor blade or an X-Acto knife and then

to shape the lead with a sandpaper block. Forget

about using a hand or mechanical pencil sharpener

You can do a much more professional job of sharp-

ening with the other method
First cut away the wood from around the lead,

making sure you dont cut away the identity number
of the pencil. Yes. there is a wrong and right end of

a pencil to sharpen. On the harder grades. 9H
through HB, you can cut away more of the wood.
leaving a rather long lead that can be shaped with a

sanding block. Be really careful when sharpening

the s( )tter grade leads. B-6B. because they break eas-

ier. With them it's best t< i cut less wood away, leaving

a short lead. The points, after sharpening, can be

shaped in many ways, depending on the effect you

want in your drawing. The point can be blunt, chis-

eled, or needle-sharp.

Another way to achieve different effects in your

drawings is to try holding the pencil in different

ways. Normally while working and sitting at a draw-

ing table or desk, you would hold the pencil in much
the same position as you would for writing. You will

Tins is the best nay to sharpen apencil, i 'se a single-edge

razor blade or an X-Acto knife to first cut away die wood
from around die lead and then siiape dye lead with a

sandpaper block.
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These are different positions that can he usedfor holding your pencil when drawing Experiment with some of these to see

wbiclj ones suit you best.
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To spray a drauing properly with fixative, hold the can
aboutfifteen or twenty inches awayfrom your drawing,

uhich should be in an upright position I sing a side-to-side

motion, apply a light coat offixative, but be careful not to

oierspray orflood the surface, as this will probably ruin

your drawing Two or three light coats offixative are

much better than one heaiy coat.

tMHin\
E-Ei

A kneaded eraser is very handy, since it can easily be
shapedfor special erasing problems You can eien draw
into pencil tones with this eraser.

find that if you stand while drawing, you will hold

the pencil differently from when you are sitting. The
angle of your drawing board will also determine

how you hold your pencil. When doing a tight, me-
ticulous rendering, you will hold the pencil quite

differently from when you are doing a rough sketch.

Experiment with different hand positions and ways

of holding the pencil.

If you sharpen several pencils at a time, you can

draw longer without interruptions—a very gcx)d

thing to keep in mind. Remember too. you must be
especially careful when sharpening charcoal, car-

bon, pastel, and wax pencils, since they are generally

a little more brittle than graphite pencils. Of course

you can always draw with a mechanical pencil or a

lead holder, but you won't achieve the variety of

lines possible with a regular pencil. Most leads for

mechanical pencils are quite thin and are not easily

shaped.

KEEPING YOUR DRAWINGS CLEAN
Since drawing with most pencils can be quite messy,

certain precautions are advisable. Try remembering
to use a piece of tracing paper under your hand
when drawing. This can help a great deal in keeping

your work clean. Often, especially when using char-

coal, carbon, or pastel pencils, pencil dust will cover

your paper. Usually this can be blown off, and it

should be at frequent intervals. If you don't get rid

of such pencil residue, it will show up much more
after you've used a fixative on your drawing.

To be certain you've gotten rid of this unsightly

residue, you can carefully erase the white paper

areas ofyour drawing with a kneaded rubber eraser.

Since the eraser can be easily shaped, you can erase

in very tight spots You can also confine your era-

sures by using an erasing shield for certain areas.

For very difficult erasures, try a fiberglass eraser. But

these erasers can only be used on robust surfaces,

such as illustration boards, because they cut surfaces.

PRESERVING YOUR DRAWINGS
The best way to preserve a pencil drawing is to spray

it with a varnishlike fluid called a fixative. Ifyou don't

fix your drawings, they may become smudged or

otherwise damaged.

Fixative is available in a spray can or in a bottle

for use with an atomizer. Since a more even coat of

fixative can be attained with a spray can, I recom-

mend using this type. Fixative is available in either

glossy or nonglossy, also called a matte finish. The
latter is preferred for pencil drawings.

To properly fix a drawing, tape the drawing to

your drawing board and set it somewhat vertically

against a wall. Hold the spray can about 15 to 20

inches away from your drawing. Then spray a light

coat on the artwork, moving the can back and forth

until an even coat has been attained. Two or three

light coats are preferable to one heavy coat, since
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the fixative will ruin youi drawing Ifil begins to run

I'u si pi.mm- spraj Ing rough sketches until you have

learned i<» control the spray Because some brands

of fixative have .1 strong odor, you maj prefei the

odorless variety, as 1 do Also be careful not to spray

surrounding objects when fixing your drawings, in

fact, just to be on the safe side, do your spraying in

the basemeni or garage.

By the way, thru- is .1 fixative on the market that

enables you to continue working on your drawing

after ii has been fixed. You can fix newrj drawn areas

with .1 light spray.

DRAWING FROM LIFE

Recruit family members and friends as models, if

you feel a little uneasy about drawing iii front of

someone, take a few Polaroid photographs of your

subject and work from them. This way your subject

won't get impatient or move while you're working

You will also be much more relaxed, which will en-

hance your ability to work. One subject that won't

move is a still life. You can easily set up a simple still

life of fruits or flowers and leisurely draw them. The
most convenient way to draw from life is to work

directly on a sketch pad. You can also tape a piece

of drawing paper to a portable drawing board. But

a sketch pad is really more convenient, since all your

drawings will be in one place. Making comparisons

or finding references is then much easier. Sketch-

books are also best if you will be drawing while

traveling or on vacation. Your sketches can then pro-

vide an interesting and easily accessible record of

your travels.

For outdoor sketching, the same basic equipment

works well. You might want to buy a small portable

stool, however, which folds up lot easy Carrying. If

at Inst you feel a little uncomfortable about drawing
outside, work fr< >m P< >lar< rid ph( >t< (graphs < >r regular

photographic prints for a while When you become
SUret ol yourself, take the big step and draw on lo-

cation Actually, drawing on location is fascinating,

and you invanablv meet some interesting people.

DRAWING FROM PHOTOGRAPHS
The Polaroid camera is a convenient tool, since you
can quickly see the picture you've taken. Polaroid

photographs are, however, rather small and can be
difficult to work from. So I prefer working from
larger prints whose details are clearer. I usually

shoot most (if my reference photographs with a

35mm reflex or range-finder camera. I then have the

photographs blown up in to 8" x 10" (20 x 25 cm)
prints.

If you are going to draw, you should own a cam-
era. But it needn't be an expensive one. Check some
of the used-camera bargains in newspaper ads or at

your local camera shop. Your best choice would be
a 35mm reflex-type camera.

All 35mm film comes in either 20- or 36-exposure

rolls, and your negatives can be printed together on
a contact sheet. Such sheets will enable you to see a

roll of pictures at one time. If you want to later blow
up some pictures, you can order them from your

contact sheet. But be sure to keep your negatives

with the contact sheets so they can be easily found.

Contact sheets will also help you to become organ-

ized, as many professional artists have discovered.

By using the 35mm method, you can also take

color slides. Such slides also make good reference

photographs.



nm

This loose line and wash drawing is on aplate-finish

bristol board I did the inking with a technicalpen and the

washes with numbers 2 and 6 brushes. I used the larger

brush to dampen the paper and to render the larger gray

u ash areas and the smaller onefor the smaller details.

such as the bricks artd the stripes in the clothing. Plate-

finish bristol board is a very nice surface to work on

because the smaller details are much easier to put in than

they are on a rougher-textured board orpaper
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.NK IS A FASCINATING MEDIUM VOU Work with

simple materials that encourage bold, direct work.

The limitations of ink compel you to eliminate the

nonessentials, especially when doing simple outline

drawings where line becomes all-important. Work-
ing with line can actually help you develop your
ability to see, and thus make you a better draftsman.

Don't disregard the function of line—it will always

be a part of any artistic problem you encounter,

whether in oil, watercolor, or ink.

A line can be many things—subtle, gentle, grace-

ful, undulating, energetic, vigorous, and even agitat-

ed. Contour drawings, a form of line drawing, can

suggest volume and mass as well as shape.

Before you get involved with rendering, you need
a good knowledge of basic sketching and drawing.

For some artists, technique has become an end in

itself. However, as important as technique can be,

your first concern should be with actual drawing of

the subject and its content. The problems of drawing

are closely related to ink techniques, and ink ren-

dering is one of the many possible ways to draw.

The term drawing covers a wide range oftechniques

and includes line drawings, tone drawings without

line, and any combination in between, including

wash tones. Markers add a whole new dimension to

the ink medium; they are well suited for preliminary

sketches for pen or brush drawings.

Many of the assignments I receive as an advertising

illustrator are done in ink—and examples of my
work are reproduced in the following chapters. I

show graphically how I handle some of my assign-

ments from the first rough sketch right through to

completion. Also included here are several detailed

exercises and demonstrations.

Whenever possible, study the work of other artists

in magazines, newspapers, and books—as well as in

your local art museums and galleries. A great deal

can be learned through observation. If you disci-

pline yourself to practice the exercises in this book,

you'll be on your way to mastering ink rendering

techniques and styles.
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MATERIALS AND TOOLS

This chapter cca-ers the many tools and other mate-

rials you can use to draw with ink. Supplies range

from a few simple, basic tools to innumerable kinds

of highly specialized artist's paraphernalia.

If you're a beginner, all you really need to get

started is a penpoint, such as a Gillott 659 crowquill

or a Hunt 102 crowquill, a penholder, a bottle of

waterproof ink—Artone, Higgins, Pelikan, Winsor &
Newton, or Rapidograph are all of good quality—

a

number 2 red sable brush, and a pad or a few sheets

of bristol board. A small drawing board, about 20"

x 26" (50.8 x 66 cm), would be helpful to tack the

bristol board on. You can use the drawing board on

a desk, at the kitchen table, or even outdoors when
you sketch on the spot

My advice to the beginning artist is to keep your

supplies down to a bare minimum. Many beginners

have a tendency to buy all kinds of interesting tools

and drawing items, but it's not necessary to burden
yourself with an expensive array of gadgets and
highly specialized tools at this point.

SKETCHING MATERIALS
You may want to sketch your drawings in advance.

In that case, you'll need a pad of tracing paper and
some good drawing pencils, such as Eagle turquoise,

Koh-I-Noor, Mars Lumograph, and Venus. A few
brands have an eraser on the end, which I find con-

venient. For sketching, I use a drawing pencil in the

middle range, an HB, for most of my general work
and a 2H for drawing on a plate-finish board. You
can sharpen the pencils with a standard pencil sharp-

ener, or you can use an X-Acto knife and shape the

point with a sandpaper block. Erasers—Artgums,
Pink Pearls, and kneaded rubbers—will be helpful

for cleaning up artwork.

BRUSHES
The best brushes to use for ink drawings are the

highest quality red sable watercolor brushes. Red

sable is very expensive, however; there is a more
moderately priced, white nylon substitute. A number
3 or 4 is gcx)d for line work and a number 7 is fine

for painting washes. A larger flat, wide brush is use-

ful for wetting the paper surface when doing wash
drawings ( a cheaper brush will serve the purpose in

this case). Grumbacher, Robert Simmons, and Win-

sor & Newton all make very- fine quality brushes. For

adding gray wash tones to ink drawings with these

brushes. I recommend water-soluble ink thinned

with water You should get a porcelain or plastic

mixing tray to mix these washes, unless you want to

use a dinner plate. You'll also need a small container

for water to clean your brushes—and be sure to

clean them after each use. Shake the brush vigor-

ously in the water and wipe it clean with a rag. Even'

once in a while, wash your brushes in cold water

with a mild soap.

PENS AND ASSORTED TOOLS
There are a large number of pen points and holders

available (see the chart "Pen Points and Their Lines''

on pages 136-37). Each point has a different range

of flexibility and of line weight. Pick out a few and
try- them out until you find the ones that suit you
best. Speedball pens, which are useful in lettering

as well as drawing, come in a variety of shapes and
sizes—style A has a square point, B a round one, C
a flat tip, and D an oval tip. Felt pens and markers

are really nice for sketching and drawing—Dri mark,

Eberhard Faber Markerte, Pentel, and Pilot are all

good brands to use.

Technical pens are also very fine tools, since they

contain their own ink supply. There are several

brands to choose from, the most popular of which

are Castell TG, Koh-I-Noor Rapidograph, Pelikan

Technos, and Mars. I prefer the t\pe that refills with

a convenient cartridge, such as the Pelikan Technos.

(The refillable cartridge comes in many colors be-

sides black.) This pen has interchangeable points



n^n

(Left)Fot general use the best all

around ink is the regular waterproof,
<» India, ink 9p& ial inks are made
/<» technicalpens, and there are
extra dense black inks for brushing in

target areas Nonwaterproofinks are
usedprimarily for washes over

waterproofink drau tugs

(Below) Assorted tools, clockwisefrom
bottom left (A) compass, (B) ruling

pen with an adjustablepoint-, (C)

I'elikau Technos technical drawing
pen and its ink cartridge refill in a
box (D) stylusfor tracing drawings or
photostats on illustration boards: (E)

marking pens for sketching and
drawing -I 'Hot, I'etitel. Design Art

Marker, and Eherhard Faher Markette

are shown here. (F) 4B graphite stick,

excellentfor hold sketches orfor
making a graphite tracing sheet to

transfer drawings to illustration

hoards; (G) special toolsfor use on
scratchhoard; (H) complete set of
Castell TG technical drawing pens.



iD Pen Points and Their Lines

PEN POINTS AND THEIR LINES

Hunt 22, a fairly stiffpoint with a

heavy basic line and a shallow range

offlexibility

Hunt 56, a stiffpoint with a heavy

line and medium flexibility

Hunt 99, a stiffpen capable ofa
wide range of line weight

Hunt 100, an extremely flexible

point resulting in an unMierable
range of line weight

Hunt 101, a Stiffpen with a heavier

line weight and a limited range of
flexibility

Hunt 102, a fairly stiffpen that still

offers a good range of line weights

andgives a nicefine line.

Hunt 103, apoint that isn't as

flexible as tfje 100 but has a great

range in line weights

Hunt 104, a very stiffpen capable

of drawing a rety fine line.

Hunt 107, a very stiffpoint with

little range of line weight—
excellent for drawing eien lines

Hunt 10H. an extremelyflexible

point with a superb range of line

u eights.
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Hunt s/.< EF, agoodsitfpoint

uith a heavier Une and a shallow

range very goodfor drawing an
even Une

Gillott 650. a quiteflexiblepoint

offering a great range ofUne
weights as well as a nicefine line

Gillott 1950, a stiffpoint with a
limited range offlexibility—
capable of drawing veryfine lines.

Gillott 303, a fairly stiffpoint with

a heavier line and a limited range

of line weights.

Wm Mitchell 0851, a stiff, flat-

pointed letteringpen producing a
heavy line in one direction and a
finer line in the other.

Wm Mitchell Script pen 0870, a stiff

pen of littleflexibility having an
ink resenoir and drawing a thin

even line.

Iserlohn, a stiffpoint with a heavier

line weight and a medium range

offlexibility.

Iserlohn 515, quite a stiffpoint

with a limited range of line

weights.

! A-5, a stiffpoint (with an
ink resenoir) that draws a heaiy,

uniform line—there are many
otherpoints in this series in every

size and weight imaginable.

Speedball LC-4, point madefor left-

handersfor lettering—it isfairly

flexible and offers a good range of

line weights.
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made of noncorroding alloy steel— it's a good gen-

eral drawing tool, especially for outdoor sketching.

The Mars "00 series of technical pens also func-

tions on the refillable cartridge principle, the Mars

"20 series has an automatic piston-action tilling sys-

tem. Both Mars pens are produced in a range of nine

sizes, all color coded.

The Castell TG technical pen uses a drawing cone

that has no screw-threading that can become en-

crusted with dried ink. The cone can be removed
and replaced in seconds with a cone extractor for

cleaning and refilling. Specially tempered, long-

wearing, replaceable steel points are available in

nine different sizes.

The Koh-I-Noor Rapidograph pen has its own au-

tomatic filling system—again, replacement points

are available in nine different sizes and two Styles.

You can purcha.se technical pens singly or in sets

that include several pens and points I recommend
that you try out a couple of different brands before

you invest in an expensive set. Each brand differs

slightly in features or in operation—you'll have to

decide which one you prefer

INKS
You should use black India ink for most of your

drawings. It is a permanent waterproof ink A w ater-

soluble black is also available, which is excellent for

adding washes to India ink line drawings. Colored

inks are brilliant, creating vibrant tones, and they are

a pleasure to use. working well on most papers ( , ,1

ored inks can easily be used to achieve Hat tones,

and they blend well. Other paints, such as water-

colors, are more difficult to use.

MARKERS
Markers are available in a multitude of shapes and
sizes, and they are equipped with a wide variety of

drawing nibs. Some are capable of producing very

fine lines, others medium and bold lines, and some
can be used to draw a variety of lines with the same
nib. The nibs are usually pointed, bullet-shaped, or

of multifaceted, wedge-shaped styles. The wedge-

shaped style is the most versatile, capable of pro-

ducing an amazing variety of lines This type of nib

is also the best for rendering large, flat areas of tone.

The shapes of the marker pens themselves vary a

great deal. Some are shaped like regular pens; others

are tubular or flat-shaped Most come with water-

proof ink, but some have water-soluble ink. Both
kinds can be used for special effects. Color markers
also come in various styles, but the most versatile

has the multifaceted, wedge-shaped nib.

PAPERS AND BOARDS
The many fine papers for drawing in ink are gen-
erally available in hot-pressed, cold-pressed, or
rough surfaces. A hot-pressed surface is smooth; it

is sometimes referred to as a plate or high-finish

surface. Its smooth surface is excellent for pen tech-

niques because the pen can glide over the surface

without catching its point in a toothed texture. A
cold-pressed finish is versatile and has a medium-
toothed surface suitable for pen, brush, pencil, paint,

and washes. Rough surfaces are coarsely textured

and more suitable for watercolor techniques than

for highly detailed work
Of course, all paper surfaces can be used for al-

most any purpose, your own imagination being the

only limitation. Experiment with all of them to learn

how they respond to different pens, brushes, and
ink Also irv illustration boards—fine-quality papers

mounted on stiff backing boards. They are easy to

use because of their stiffness; they come in light-

weight, single-weight, and doubie-weight thick-

nesses Illustration boards come in three sizes—22"

x 30" (55.9 x 76.2 cm), 30" x 40" (76.2 x 101.6

cm), and 40" x 60" (101.6 x 152.4 cm). Bainbridge,

Crescent, and Strathmore are all fine brands that

make both illustration boards and papers of good
quality.

Bristol boards are 100 percent rag-content papers

available in plate or kid finish, the latter having a

slight surface texture and the former a smooth one.

The thickness of bristol boards is indicated by the

term ply. the number of plys being the number of

sheets of laminated bristol. The weights range from
1 to 5 ply. Bristol boards are generallv found in two
sizes—22" x 29" (55.9 x -3.6 cm) and 30" x 40"

C6.2 x 101.6 cm). Bristol is also available in con-

veniently bound pads 11" x l4"( 2^.94 x 35.56 cm)
and 30" x 4O" r6.2 x 101.6 cm).

Of course, many fine-quality papers—including

rice papers—for printing, etching, block prints, and
lithographs can be used for drawing in ink.

DRAFTING TOOLS
At some point, you may want to buy a T square and

a triangle, both of which are useful for drawing hor-

izontal and vertical lines and for squaring up draw-

ings You may also want French and ship curves for

ruling curved lines with technical pens on mechan-

ical draw ings. Other drawing instruments, such as a

ruling pen and ink compass, are very important to

the advanced artist when he is drawing mechanical

objects. You may find sets of drawing templates in

circular and oval shapes, which enable you to draw

perfect circles and ovals of varying degrees and sizes,

a must.

Most of the items listed here are required only for

very advanced work, but you should become famil-

iar with what tools are available and how they are

used. Many of these special tools are designed ex-

pressly for the convenience of the artist and to help

the professional be more efficient and more diver-

sified in his work.
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Common Drawing Paper. The most commonly used
paperfor drawing has a standard, medium surface

texture. It isfound in art stores around the world,

available in separate sheets or in boundpads ofvarying
sizes. Thispaper is called cartridge paper by the British.

Common drawingpaper is good to useforpen and brush

ink drawings and even to achieve dry-brush effects. This

drawing shows some of the effects that can easily be

created with this paper andpen, brush, and India ink.

Because the surface texture is very slight, the pen does not

catch on the surface. For this reason, quickly drawn pen

sketches can be also done on it. The kinds ofquickly
drawn lines I am referring to can be seen on the shadow
areas of the pears, which were drawn with a crowquill pen.

A number 6 red sable brush was used to indicate the black

shadows and the dark division between the light and
shadow areas. The soft drybrush edges on the brushstroke-

rendered shadows is accomplished by using a brush that is

notfully loaded with ink but rather dry. Most types ofpens
can be used with this paper surface, and it is well suitedfor
brush drawings. Average erasers are no problem, but the

paper is not durable enoughforfiberglass erasures.
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Smooth Paper. T)?is paper surface is ideally suitedforpen
sketches Almost am pen, from t/xfinest to Ae boldest, uill

perform well on it Smooth papers, fxjueter, are not

suitablefor brusJi drawings. T)xj smooth surface does not
catch or offer resistance to the brush. This reduces control

slightly Whenyou become accustomed to smooth papers,

bruslj drawings are possible, but the surface offers a
completely differentfeelfnmi a texturedpaper Even with

tfiepen. care must be exercised while drawing so tlxit tlx?

pen won't slip To achieve the proper control in this

drau mg, I drew the outlines of the pears uith a common
drawing pen. using sJxjrt strokes ratJxr tixtn a single

flowing line Tlx real adiantage to tlx smooth surface is

tlxu highly detailed, finely drawn renderings can be

accomplislxd with ease Textured surfaces often cause tlx

pen nib to catch or snag, spattering tlx ink Tlx pears Ixue

)x-en slxuted using freely drawnpen strokes witlxjut any
danger ofOx pen catching tlxpaper surface Shadows
were added with a number 7 red sable brush The edges

are crisper here than on common drawing paper
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Rough Paper for Pen and Brush. Although pen
drawings can be accomplished on a roughpaper surface,

this surface is more suitedfor use with a brush. Because of
the surface texture, a pen can easily catch on thepaper
and cause spattering. Ifyou use a pen on a rough paper,
the best approach is to work quite slowly, which alleviates

the problem. The advantage of working on a rough
surface is that many interesting textures can be created

through the use of the drybrush technique. Of course, it is

also the perfect surfacefor wash tones. On this drawing, I

first drew in the outline of the pears, working slowly so that

thepen would not catch on the surface. The shadows were

drawn with a brush. It is much easier to draw a textural

line or edge on thispaper. To achieve a crisp, hard edge,

use afully loaded brush. Practice working with thispaper

untilyou better understand its advantages and limitations.

Then you can even learn how to execute quickpen
sketches on rough paper.
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STROKE TECHNIQUES

Drawing \xith a pen or brush may be difficult at first,

but with a little practice you'll learn to control these

tools and become familiar with their limitations and
capabilities. Just as you learned to write the alphabet

by practicing the formation of letters that make up
words, you'll learn to draw by practicing lines and

textures that in combination can represent specific

objects. In addition, the combinations of drawn lines

and textures that can represent objects, such as grass,

wood, trees, or hair, communicate what they rep

resent to the person viewing the drawing the same
way a combination of written letters conveys words

There are an extraordinary- number of drawing
styles and methods that you can use when drawing

in ink. You can develop a very personal style as dis-

tinct as your own handwriting. In fact, many artists

have developed styles that are easily recognizable

even when their drawings aren't signed.

It's very important that you practice drawing,

every day if possible—which is as often as you would
practice if you were learning how to play the piano.

If you do this, drawing with the pen and brush will

come to feel very natural, just as writing does now.
And as you become more familiar and comfortable
with the tools, you'll gain the confidence that will

help you to improve and grow as an artist.

The pen and brush have certain limitations that

can be learned only by practicing on different illus-

tration boards and paper surfaces. Certain boards
have textures that can limit the freedom of your
drawing strokes. While the pen may catch on the

surface and cause a splatter on a rough surface, the

brush will give you great freedom on this same pa-

per. On the other hand, a very slick and smooth
surface, the pen will glide along with ease. I person-

ally like to do pen drawings on a slightly textured

surface—and being conscious of the possibilities of

the pen snagging the surface, I tend to draw more
carefully.

Most pen points offer varying degrees of flexibil-

ity, resulting in a wide range of line weights (see the

chart on pages 136-37). Some points are extremely

flexible and capable of a remarkable range of line

weights, whereas others are very stiff, producing an

even, uniform line. The technical drawing pen also

produces an even line because its point is actually a

small tube. Its great advantage is that you can draw
in any direction on most surfaces without catching.

Brushes are also versatile drawing tools that offer

a ureat variation in linear quality. With a well-pointed

brush, you can draw both fine lines and bold lines.

To draw a very bold line with this kind of brush, you
have to fully load the brush with ink. If this brush is

flattened and used with a small amount of ink, it can

create a unique dry-brush effect.

The exercises and step-by-step demonstrations in

this chapter are designed to help you become con-

fident in the use of the pen and brush. Try to practice

at least one or two hours a day and you'll soon gain

the necessary control of these drawing tools. This is

your first step in becoming proficient with the pen

and brush.
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This is how I build up a line and tone drawing (from left to right).

Ifirst pencil in the drawing on the illustration board as a guidefor the ink line,

which I do in outlineform in ink with a pen (here I used a technical drawing
pen). Next (moving to the right), I add the solid blacks with a number 3 red

sable brush. Adding the solid blacks is an aidfor determining the gray tones—it

gives me something to work against. After adding the blacks, Iput in the very

lightest linear gray tone. The intermediate tones are built up gradually until the

drawing isfinished (right half of the illustration).



Exercise 1. Shapes and Lines

Practice drawing various shapes and lines—both fine and heavy, as

shown—on a piece of plate-finish bristol board with a crowquill pen.

Since the plate-finish board is very smooth, the possibility of the pen
snagging the surface is minimized. See what range of line weights you

can produce with this particular point. Also try writing with the pen to

loosen up. Draw both fast and very slowly, and notice the different line

quality. Bear down lightly and then draw using more pressure on the

pen point. Hold the pen in a variety of positions and take note of the

different results. A little practice like this and you'll learn how the

crowquill pen reacts to this particular paper surface. When you finish,

try the same thing on other board and paper surfaces.

Here Vm using the crowquillpen as if

I were writing Note bow many line

variations and textures I am making
while the pen is in thisposition—and
try it yourself.

I've changed the position of the pen.

and therefore I'm producing a
different kind of line I'm stroking the

pen sideways, quickly drawing a series

of lines.



Exercise 2. Lines and Textures UK
Practice drawing groups ol lines and textures, such .is the ones below,
with insi .1 pen and then .1 brush Trj .1 varlet) ol pens and brushes to

see how 1 iu\ dlffei

\'(7T <////( kfy done, drawn tilth an even pressure

lines drawn slowly, moving thepen up anddown slightly

Same as above, hut using morepressure on thepoint

Drawn by varying (bepressure on the point

Linesformed by drawing short overlapping strokes

lines of different u eights drawn using a zigzag motion

Lines drawn with a nervous motion and even pressure

1 — » i ^ ^
Series ofsmall loops.

Various dotted or Ijroken lines.

Quickly drawn brusfj lines.

Slowly drawn brush line.

Zigzag brush line.

*—"^

Line using more pressure on the brush tip.

Loose, short brushstrokesforming a scratchy line.

* —~++mmmmmmmmm
Brush line drawn with a nenous motion.

Split brush line.



Exercise 3- Pen lines

Now concentrate on all sorts ofpen lines, experimenting with spacing,

pressure on the point, and curves. In the following nine groups oi

lines, draw the first lines (at the top or on the left < >f the square I
straight,

uniform, and evenly spaced. Draw the next lines closer together; the

ones following as close to each other as possible without touching;

next, nervous and scratchy lines; nervous, scratchy lines drawn with

more pressure; and finally (at the bottom or on the right of the square

)

loose random lines.

Horizontal lint's Vertical lines Varying thepressure on t/je point

Controlling the U eights Imo ofvarying weights created by

increasingpressure on thepoint

Quickfy drawn lines of different

weights

Vertical strokes drawn by caning
pressure on the point

Caned lines drawn slouh Caned lines drawn very quickly



Exercise 4. Ruling with a Pen arid Brush UK

Ruling with the pen Is .1 very useful technique ii\ drawing first thin

and then heaviei lines by varying the pressure on the pen point—try

to duplicate the lines Illustrated below Aftei .1 while, use .1 brush

this is .1 little hardei to do and you tnaj find li quite difficult at first.

Rest the ferrule ol the brush against the rulei and verj ( arefuUy draw

.1 straight line, maintaining an even pressure on the point

Series ofpen lines m an even tome titled < losei) together

slightly heavierpen lines Morepressim el, hul it i.s maintained evenly

Pen lines gradually drawn heavier, very heavy ones made by overlapping

Pen lines ruled using a nervous motion, creating a texture

Series of lines in an even tone ruled closely together with a brush.

Slightly heavier bruslj lines, drawn with more pressure.

Ruling with apen—you rest the pen
against a ruler and carefully draw a
line using an even pressure on the

pen point With a little practice, you '11

gain the necessary control to draw in

this manner. Please note that you can
also do this with a brush instead ofa
pen.

Brush lines gradually drawn heavier.

Lines nded by varying the pressure on the brush point.

Brush lines nded using a nervous motion, creating a texture.



n^~| Exercise 5. Brush Lines

These brush exercises are the same as those suggested tor the pen in

Exercise 3. Practice them many times until you can do them with ease

Be sure to use a high-quality red sable brush—numbers 2 or 3—or
you'll have problems. Cheaper brushes either won't maintain a good

point or will split, making it impossible to draw fine lines.

Horizontal lines Yertiail lines Varying the pressure on tlye [x>int

Controlling line weights. lines ofvarying weights created by

increasingpressure on the brush

fx>int

Quickly drawn lines of different

weights

Vertical brusfxtrokes drawn by

varying the pressure on tfje point

Cuned lines drawn slowly Can ed lines drawn very quickly



Exercise 6. Practicing Stroke Techniques

Thin Pen Lines. A variety of tones can be created irith

thin pen lines The best materials to use are a crowquill

pen. wbicbproduces thin lines easily, and a smooth paper
surface The tones here depend on bow the lines are
drawn close together, overlapping Veryfine Unes and
delicate shading arepossible with thus pen

Broad Pen Lines. The best npe ofpen for drawing hold
lines has an ink reservoir and a round or oral point. This

drawing, done on a smooth surface, uses bold, linear
strokes of the pen. The pen was used very much like a thick
sketching pencil, first sketching the outlines, then adding
t/yeform and shadows with quickly drawn pen strokes.

Brushstrokes. For this sketch I used a number 7 red sable

brush on drawing paper. Thispaper has a slight surface
texture, which makes it quite suitablefor brush drawings I

first carefully inked in the outline of thejugs, then added
the tones using brushstrokes thatfollow theform of the

objects. The heaiy black accents and shadows were drawn
in last.

Marker Strokes. / dreiv this sketch on common drawing
paper. The outline was drawn first with a fine marker pen,
then the light tone was added, followed by the darker gray

tone. The heaiy black accents and shadows were drawn in

last with a bold marker. Without the tone, this drawing
would resemble the broadpen or brush drawing.



I »*> i Exercise 7. Drawing Objects with a Pen

Make ink drawings of various objects around your house Do careful,

simple outline drawings at first, and try to use as few lines as possible

Study the object and visualize the lines that are important to explain

the object graphically. As you may know, you can create a great deal

of form with a line by paying attention to perspective and by drawing

the right lines in front of one another. Line without tone can be a ven

effective technique if properly handled.

After doing a few very simplified outline drawings, try some that are

more detailed—but still without tone. Next, do some drawings with

shading. All of these drawings can be done with pencil, Pentel. or Pilot

felt pen if you wish, but 1 suggest using a crowquill pen so that you
become familiar with its qualities and limitations.

I picked these objects—the ink bottle, shoe, candlestick, and jar

—

at random to demonstrate the kinds of drawings 1 mean Pick out fairly

simple objects like these at first, and later go on to tackle more complex
subjects such as houseplants or even outdoor scenes

77>£.s sketch, of tire ink Ixjttles on my
taboret, s veryfist and loose You
shouldpractice doing mam drawings
in this rem Don't worry about
drawing through objects and lines—
this mil help you understandform
much Ix'tter

I did these shoes in two nays—the

one on top is a simple linear

representation carefully done In tlx?

\x)ttom version I added aJew simple

tones that create t/x> illusion ofform
and depth



The candlestick at the left is drawn in very simplifiedform, devoid ofany detail.

Try to think in these termsforyourfirst attempts—break everything down to bare
essentials and draw using asfew lines as possible. To the right of this candlestick is

a vety carefully done drawing in which all the important details are included. The
center candlestick is a more advanced representation—even the shine of the metal
is simulated. Moving to the right again is a very loosepen sketch. It takes a good
deal of confidence in yourselfand knowledge ofyour tools to be able to do very

free direct sketches like this. When you do free drawings, don't be too concerned if

a line here or there isn 't quite in the right place. These are sketches, and some of
the accidental qualities that result can enhance a drawing. The candlestick on the

far right is a brush drawing done with a number 3 red sable.

Thejar on top is very simply yetfully rendered—but it takesjust afew moments to

do sketches like this. Neither of thejars is perfect (the ovals are offa little), but it

really doesn't matter. Your drawings don't have to be perfectly accurate; ifyoufeet

you've made some major errors, just start over. Your next attempt will be much
better. The important thing to remember is to do a lot of drawings ofmart)

different objects. This type ofpractice will be thefoundation ofyour later work.
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\ Demonstration 1. Working with a Fine Pen

Step 1. Drawings done with afine
pen are much easier to do on a

smooth-surfacedpaper (ban on a
paper with a pronounced surface

texture When attempting a
complicated subject with pen and ink,

first do a pencil sketch on the paper

that you nilI be using. This sketch will

sene as a handy guidefor doing your

ink rendering. Here I used an HB
grade graphite pencilfor the

underdrawing, first drainng in the

long branches and lines, then adding

the leaves,flowers, and otherfoliage

All were drawn in outline form.

Step 2. Sow. using a crowquUlpen—
the best choicefor drawnig thin

lines—/ began to ink in the drawing

using India ink I inform black lines

were created with India ink. which

dries waterproof Ot/yer inks created

lines that are gray and can smudge if

not wateiproof Because of the

overlapping branches and leaves, this

is a rather complicated subject (treat

care must be exercised during this

stage to ensure a drauing that will

not bare to be corrected Since this is

not a quick sketch but a detailed

rendering, it must be inked more
carefully After completing the outline

drawing and letting the ink dry

completely. I erased the pencil

underdrawing with a kneaded rubber
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Step 3. On //>< river behind the

foliage, i <i>ctt a tone, covering the

whole bat kground before pro*, eeding
with the rest oj //>< inking This tone,
tilth its carefully drawn horizontal
lines, isfairly even because the lines

are Ofequal weight and uniformly
spaced. To darken the top portion, I

added more horizontal lines, some
drawn over the others, creating a
slight tone variation on the water.

1)ranmg horizontalfreehand lines

can be difficultfor the beginner, but
practice will help you master this in a
short time. The lines usedfor a tone
like this need not be perfectly drawn,
as you can see in this drawing.

Step 4. Using the pen, I added the

darkest tones to the branches, filling

them in so they are solid black. This

also can be done with a brush. I

waited before continuing because it

takes some timefor the ink to dry

completely. The background tone

appeared too light, so another series

of lines was drawn over the area,

darkening the tone sufficiently. I also

darkened the upper area of the water

by drawing in more lines, many of
which overlapped, creating a rippling

effect in the river. Using short zigzag

strokes, I drew a leaflike texture over

the bushes. The leaves in shadow were
drawn, and some texture was added
on the bark of the thicker branches.



i±D Demonstration 2. Working with a Broad Pen

Step l. Planning is an importantpari

ofany ink drawing I began this scene

byfirst doing an accuratepencil

sketch with a 2Bgrade graphitepencil
on common drawingpaper. Because

t/x' scene has so many elements, the

pencil underdrawing was invaluable

for doing the ink rendering Notice

tlxit in mypencil drawing it was quite

easy to determine ubicb areas acre

the rocks and which consisted of
foliage-cot creel areas This is clear

because of the different lines used to

delineate tlx> canons elements The

squiggly lines are easily identifiable as

foliage areas When 1 drew the rocks

m theforeground, l indicated the

division between light andshadow.

Step 2. TJxre are several types ofpens
suitablefor drawing bold lines Some
pens are equipped with an ink

reseriXJir. ubicb holds more ink

enabling an artist to draw longer

without refilling Some ofthe choices

ofpoints are round, oval. flat, square,

or chisel-sJxiped Some normalpens
are quite flexible and can also be

used to draw fxtld Strokes I decided

to use a pen tlxit Ixis aflat chisel

s/xipe 77'ts- enabled me to draw lx>ld

strokes as uell as finer ones,

depending on ubicb way 1 held tlxj

pen while drawing I inked in the

basic drau ing using tlx' flat edge of
the pen. which creates txild lines

Some oftix' sixuiing on tlx> rocks was
done using tix? pen in a manner to

drau finer lines
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Step 3. I lion added the lone tO the

foliage i overed areas .mud/tuny the

texture oj leaves by drau tng zigzag
sin ikes i also potted Nock sbadou
areas throughout thefoliage Because
the ink had built Up ill these areas, I

had tO be sure it WOS thoroughly dried
he/ore < OtUtnutng the rendering The

a cue was developing, with (ill the

rot k /or/nations andfoliage areas

clearly defined When the ink had
dried < omp/ete/y, I erased the pencil

underdrawing with a kneaded rubber
eraser

Step 4. / added the medium-gray
shadow areas on the rocks, drawing
with thepen in a horizontal direction

to createfiner lines. Many of these

lines were drawn tofollow theform,

which helped create the illusion of
depth. When I drew these tones I

began at the top and worked down,
eliminating the possibility ofsmearing

thefreshly inked lines. Next I added
some textures to the rockformations

using short strokes and dots of ink.

Then, Ifinished theforeground grassy

area by drawing with short vertical

strokes. The shadow areas were

darkened by drawing overlapping pen
strokes. Notice that much of the

outline that wasfirst drawn has

disappeared and the various elements

are separated by tones.



HH Demonstration 3- Working uith a Brush

Step l. Drawing with a brush and
India ink ispossible on mostpapers,

but I prefer a rough surface SO that the

textures can Ire used OSpart of the

picture \Xlx>n you do brush drawing,

use only tlx- finest qualm brushes

because tlx- dbeaper ones are difficult

to use and will nor bold Up i en well

For this drawing I used a number 4

red sable watercolor brush with India

ink' on a rough-surfaced ucitercolor

paper Before I did the inking. I first

did a pencil sketch ofthe scene with a

28 grade graphite pencil This

drawing was done quite simply, but it

accurately depicts tlx a

I

Step 2. / 'sing t/x> number 4 red sable

brusl.r tilth India ink. I carefully

began rendering our tlx- pencil

sketch, outlining tlx- canons elements

in tlx- scene I spotted m a feu shadow
areas on the ground and on the

rxK'ks. and then added thepine
needles to the trees by drawing slx>rt

strokes with tlx> brush I indicated

some hark texture on the trees using

less ink m the brush, which resulted in

a drybrusb effect I used this same
effect when drawing m tlx- division

separating the light and slxulow areas

on tlxj large rock Then I drew in the

foreground bushes and indicated the

slxulow areas
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Step 3. / 'I) I'll in the foreground
grass using (met brush lines Then,

over tin' bat kground mountain, i

drew a series ofvertical strokes to

t/c/iK t the texture Ofthe distant trees I

next (heir a leaf texture over the trees

on the right side ofthepicture and
dreii the shadow areas over this tone
Notit e that I hare been careful not to

ink over the tree trunks; I let them
remain white. I drew all thefoliage
and shadows on the large pine tree

on the right, then rendered the trunk

of the tree in shadow. At this point, the

picture was almost completed.

Step 4. Next, I drew the shadow area

on the large boulder in the

foreground, using carefully inked

lines thatfollow theform. I darkened

the division between the sunlit area

and the shadow using a brush more
loaded with ink to achieve a dense

black. Details were draum. in the

foreground bushes to complete this

area. I darkened the tree trunk on the

left, leaving a littlepaper texture

showing to create the effect of bark. I

also added brushstrokes on the sunlit

side to simulate the ridges of the bark.

I added more strokes to the mountain
in the background to create a
variation in this tone. Notice how all

the different textures helped define the

various elements.



Demonstration 4. Working with a Thin Marker
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Step 1. Markerpens are very Ixmdy drawing tools tlxit

can lx> used on mostpaper surfaces with ease The pen I

used for this drawing Ixul a medium-sizedfiber tip ana"

nunpermanent mk 77.*- tip wasfirm but soft enough to

make it fx>ssihle to draw lines tlxit ran m u eight I did t/x'

basic line drawing directly on smooth-surfaced paper with

tlx' markerpen

Step 2. 7 drew tlx> medium gray tone on t/x' background

uall using random strokes to simulate tlx- uneienness of

t/x' wall Although I drew Ibe lines freely. I was careful not

to render over tlx> dour area I drew tlx* wood gram
texture on t/xj wooden door Tl?is obscured the lines tlxit

separate the wooden boards, so I redrew t/xtn. using

heavier lines

Step 3. Since Ike top section oftbe d<xjr teas constructed

ofdarker wood. I dreii this area with closely spaced lines

to create a dark tone Some of tlx? stones m tlx> wall were

also dark, amifor tlxnn I used a crossbatcb effect Tlx? use

oftlx*se various textures Ix-lped clarify tlx> different

elements in tlx? drawing Tlx? dark beam was drawn aboie

the door

Step 4. Slxulous were added around tlxj door and under

the binges and door latches A bit of texture was added to

tlxj uall area. finishing tJx> drawing Tlx? markerpen is a

perfect drawing toolfor outdoor sketching because it

carries its own ink supply and doesn t need sharpening

like a pencil Try out a number of types until you find tlx?

size and ftp you prefer drau tug u tth



Demonstration 5. Working with a Broad Marker fWi

Step 1. Broad tipped markers are available in a variety of
styles. For this demonstration I used a bottle-shaped marker

Withpermanent ink and a midtifaceted, wedge-shaped

nib—a very versatile drawing tool I began byfirst doing

the basic drawing uitb a 2!fl grade graphite pencil on
common drawing paper I drew the foreground tree first,

tbeti added the background.

Step 2. Since it is impossible to drawfine lines with this

marker nib, I inked in the drawing with boldly rendered

strokes withfew details. Different weights of lines can be

achieved by using the various edges of the wedge-shaped

marker nib The thinnest lines on this drawing were done
by using the veryfront edge of the nib; the heaviest lines

were done using the widest edge.

Step 3. Using the broad side of the nib, I drew in the

middle-ground underbrush areas. These appear quite dark,

but somepaper texture is left showing through. I next

added tones to the buttes in the background, indicating the

shadow areas by using linear strokes. More bushes are

spotted in by drawing short strokes with the widest edge of
the nib. I erased the pencil underdrawing with a kneaded

rubber eraser

Step 4. Next, I darkened the upper branches of the tree so

that they were silhouetted against the background. More

darks were added to the middle-ground bushes, and dot

textures were drawn on the ground to simulate stones and
rocks. This veryfast sketch technique can be used to draw

just about any subject, butyou must work in a simple.

bold manner without drawing many details.



BASIC TONAL TECHNIQUES

The addition of tonf to a drawing can add a great

deal of dimension, texture, and mood A good way
to establish where the tones should go is by doing

rough pencil sketches of your drawing on tracing

paper After working out the sketch to your satisfac-

tion, you can use it as a guide when adding the tones

to your ink drawing.

To establish tone in a pen drawing, you can use a

variety of lines. By making the lines different weights

at varying sizes, your tonal values can range from

light to heavy. You can use a hatching technique,

straight lines, zigzag lines Washes can be added to

your drawing f< >r u me. Markers can introduce a note

of spontaneity, giving a drawing a fresh appearance.

On the following pages, you will see various exer-

cises and demonstrations to assist you in learning

how to work with pen and ink to achieve interesting

gradations of tone in your work

Hatching. / did this drawing on common drawing paper
with a crou quill pen for tlx lines and a bmsb to render

tlx solid black areas When drawn over one another in a
crosshatd) metfxxi. lines create tones Their values arc

determined by Ixm thick tlx lines are andbow close

together they hate been drawn You can see bow tlnck the

lines are in the darkest tones in this drawing

Pen Line and Wash. Water soluble tnk uasbes are

excellent for cukimg tones to India ink drawings Tlx? best

paper to usefor this method is rough watercolorpaper Tlx

ink is diluted U ith clear u afer to tlx' desired tone, then it is

washed oier tlx? appropriate areas in the drawing

Additional tones can be added or blended over tlx?first

wash while tlx paper is still damp



Exercise 8. Tonal Value with a Pen Hh

Experiment with the pen again, exploring tonal value created i>\

straight, i rosshati hing, and zigzag lines

Top short, vertical strokes Center

strokes drawn ii til' morepressure
Bottom left tighter lines draim

close together Bottom right

heavier lines drawn very < lose

Top vertical strokes with

horizontal lines drawn over them

< reate a < rossboU bed e//e( I

Bottom heavy vertical and
horizontal lines

Top: lines drawn close together

and then graduallyfarther apart

produce a gradation of tone.

Bottom: a crossmatched tone

gradation.

Top: up-and-down pen strokes

drawn close togetherform a gray

tone Bottom left, a heavier zigzag

line. Bottom right: zigzag lines

crosshatched.

Top: very shortpen strokes,

graduated. Center, longer dash

strokes, graduated. Bottom: zigzag

lines, graduated

Top left: crosshatched lines. Top

right: crosshatched lines over the

previous tone. Center: crosshatched

lines with more pressure. Bottom:

graduated crosshatched lines.

Straight and crosshatched lines

with dots drawn to create a
different texture.

Top left: even crosshatching. Top

right: 45°-angle crosshatching.

Bottom left: a heavier hut even

crosshatched line. Bottom right: the

top right and left patches drawn
heavier and over one another.

Lines ruled with a pen. Total

square, lines drawn horizontally.

Right, lines drawn vertically.

Bottom right: two sets of lines at

45° angles.



Exercise 9. Simplifying Drawings

A drawing can be made more effective and interesting with tunes As

you may know, simplifying drawings isn't always an easy task— it some-

times takes a great deal of planning to decide what lines to leave out

of a drawing. These examples demonstrate the variety ofways textures

and tones can be added and how different the drawings can look as a

result.

Sotice bow fete lines are used to

portray the girls. And tlx- maris

collar isn't even drawn m

A simple, solid black' is added— it

makes a very effective combination

with tlx> line

Stipple and dasl} lines are added-
tbe dots in the background, fairly

eten spaced, create aflat tone

Papers on tlx> table break up the

outside shape

TfjreefUit gray tones and black

accents augment tlx.- outline

An almost solid black tersion is

ver\' strong and dramatic

Again, the outside shape is broken
at the girl's head.

Two simple line tones and a strong

black shadow are added
Rulepen lines create a tone here-

a brush adds accents.



Exercise 10. Interpreting Gray Values into ink line n^~

This exen Ise will help you learn t< i Interprei graj values Into ink line

lake .1 N.u k and w Kite ph< * igraph y< iui i iwn i >i i >ne En »m .1 maga

line preferably ol an outdooi landscape scene ii\ to break the

photo down Into simple graj tones before making .1 Une drawing <>t

11 It's a good idea foi you to actually doafe^ value breakdi iwns such

as this ol several phot* (graphs

1 used w Insoi & Newton designers * 1 >1< >rs, black plus grays Nos, 1,

1, 3, and 5 for this example, bui you could also use graj markers on

layout papei 1 frequently do marker sketx hes to solve value problems

on complex ink drawings

w hen you finish one of these diagrammatic value studies, set it next

to the photograph and stand back to vievt them, 11 properly done, the

grsrj toned sketch will be difri< uli to distinguish from the photograph.

After th.it. make your line drawing.

Photograph ofa landscape

Try to visualize thephotograph
broke) 1 down into simple gray tones

and shapes—like the ones /painted

here. I don 't do sketches like thisfor
every drawing, but tins is bow I try to

visualize every scene or object before

starting.

I left this ink line interpretation

unfinished so thatyou can study how
it was done. First I did a pencil

drawing, and then Iput in the light

gray tone of the grass. Next, I added a

darker background and the very dark

areas. Finally, I added textures to the

trees to simulate leaves.
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I Simplifying Tones

Two Values Plus Paper. 72*5 (tawing, done with a

crowquiilpen on common thawingpaper, is an

interpretation ofthephotograph reduced to tux> gray tones

and the white ofthepaper As tlx- darker tone would be

used on the slxuiow areas, tlxj key to tlx' simplification was

to detenume just which areas would bepure white and
where tlx- light gray tones would appear I decided tixu the

Sky, middle-ground area, and the road in meforeground
would he pure white .Ml Other tones u ould he a light gray,

and darker tones it ould be used for the shadows I used

bortaantauy drawn lines for tlx; light gray tone In the

middle-ground area I darkened tlx' tone h\ adding a

texture to simulatefoliage areas The dark gray tones are

made up of lines drawn very close together, most ofmem
oierlapping creating an interesting textural quality You

can see the three distinct tones used here, tlx- white of the

fxifxr. me light gray, and tlx- darker shadow tone Some of

tlx- tones have been altered slightly because of tlx- lines and

textures drawn 01 er them to indicate tlx- bushes and

foliage
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Three Values Plus Paper. This drawing was done on
common drawing paper with a crowquillpen and a
number 4 red sable brush. In simplifying this scene, Ifirst

determined that thepure white areas should be the sky, the

lightportion of the arch as well as the area directly behind

it, and the details of the ruins on the right side of the

picture. The rest of the scene would be made up ofa light

gray value, a medium gray, and black. Ifelt that the road
in theforeground would work better in a light gray value

because ifI used the same value as the photograph, the

whole drawing would appear too dark. I began by

drawing the first value, the lightest gray tone, working over

a basic pencil underdrawing using a crowquillpen with

India ink. This tone can be seen to the left of the arch,

through the arch, on some of the ruins at the right side of
the drawing, and on the street in theforeground. The

second value, the medium gray tones, was then drawn on
the darkerportion of the arch, on the wall next to the

road, and throughout most of the background using the

same pen. The third value, the solid black, was added next,

using a number 4 red sable brush. I silhouetted the trees

on the hill against the background and carefully drew in

details on the arch.



Demonstration 6. Working with Three Values Plus Paper

Step 1. This demonstration was
drawn on common drawingpaper
using only three tonal values plus the

white of tl.ie paper A complicated

scene with architectural elements, it

required an accurate basic

underdrawing Wis drawing was
done u ith an HB grade graphite

pencil, stalling with tin-foreground
lamppost, and then the middle-

ground area with the statue. Next, the

figures and the background buildings

were drawn in I also added most of
the details, such as roofs and windows
on t!x> buildings Tlx- paving stones,

which created thepattern on the

sidewalk, were carefully drawn in.

maintaining tlx' correct perspective

>-

Step 2. To lx>gin the ink rendering. I

added tlx> lighttr tones on the

buildings m tlx.' background with a

Crowauttlpen and India ink A feu
tones were drawn on tlx' lamps m tbe

foreground Tbe linesformed by the

paving bkxks tare drawn in—ajob
made easier- because 1 could use tlx-

pencil lines as a guide TJxj inked

lines. Ixjweier. Ixui to lye drawn
carefully so tlxit they would be tlx-

same weight and spacedfairl\ evenly

to create a uniform tone After

drau mg tlx> railing on the

background bridge. 1 added afew
pen strokes on tlx?foreground area to

tbe right to indicate tbe pattern of tlx?

paiing blocks



Step ',. Wext 1 added the second tone,
tbe medium gray value, making
certain that the tone was uniform by
facing the drawn lines evenly
.\( tualfy, the vane kinds ofpen strokes

u ere used to render tbe medium tones
as the tight Kilne. but the lines were
Slightly heavier and they uere drawn
< loser together to I rente a darker
lone Compare the medium tone on
the buildings at tbe left with those in

the center of the drau ing The heat ter

lines uere achieved by using more
pressure on the pen while drawing
I ting the medium tone, I now
indicated the remaining elements in

the scene. I sketched the awnings and
other details on and around the

buildings I began to add more darks
to the lamps

Step 4. The darkest tone, the third

value making up the scene, was
drawn using lines drawn very closely

together, almost creating a solid

black. In some of the areas, such as

on the statue and the roofof the

larger building, I used a Crosshatch

technique, drawing lines at right

angles to one another. This creates a
uniform dark tone that has a slight

surface texture. The right-hand edge of
the statue was left light to indicate the

sunlit areas. The lamppost wasfilled
in next, using vertically drawn
overlappingpen strokes to create a
dark tone. More details, such as the

windows, some tree branches, and
solid black accents ofshadows, were

drawn. The paving stones on the right

were outlined with afine pen line.



W] Demonstration 7. Workingfrom Sketch to Tone

A good way to establish where tones should go is by doing rough

pencil sketches of your drawing on tracing paper. After working out

the sketch to your satisfaction, you can use it as a guide when adding

tones to your ink thawing.

Step 1. / drew this rough pencil sketel)

from sei 'eral photographs I had
previously taken ofa baboon and her

baby I usually da three orfour very

rough drawings like this to establish a
composition

Step 2. / did the final pencil drawing
on tracing paper directlx our the

previous drawing It took me two <>r

three attempts to achieve tlx' effect I

teas after
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Step 3. Next, i traced the (matpern U
drawing onto a •>>'<'<•/ <>/ illustration

ixHtnl using a graphite trot tng ^xr/

G

S^^S

Step 4. To begin the ink rendering, I

drew the basic outline with a
technicalpen.

Step 5. / added various tones and
hair textures gradually, referring to

thepencil drawing andphotographs.

By limiting the areas that contained

tone, I was able to emphasize the

mother'sface. Please note that I used

a variety ofpen techniques here,

including a very looseform of
crosshatching.



aO Demonstration 8. Using Pen Outline and Hatching

Step l. .After making a

pencil drawing, i used a

standardpen mb m a bolder

to outline the VOriOVS

elements I drew ratherfreely,

taking cure not to actually

trace the pencil

underdrawing so that the

finished rendering wouldn't

look too rigid At this point

tlx> ink' outline teas

completed, bur I did not

erase tlx> pencil

underdrawing lines They

would be useful as a guide

for rendering the tones

Step 2. Next I added a light

tone to most of the drainng.

using carefully drawn
horizontal ink lines Tlx?

lines u ere parallel but freely

drawn, since it is

unnecessary to fx- ux) precise

when drawing this tune

because ot/xr lines will be

drawn over it and any
unevenness will be negligible

in thefinished drawing On
the houses at the right side, I

drew the lines thatfollow the

perspective of the buildings,

helping to create the illusion

ofdepth in the picture
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Step 3. When using the

crossbatcb technique you
build up tones by drawing
lines orcr one another at

right angles, < reating a new
tone that is twice as dark as

the first tone drawn. The

newly drawn lines must, of
i ourse, be drawn about the

same weight and the same
distance apart as thefirst

group On the areas where I

wanted a darker tone, lines

were drawn perpendicular to

thefirst group, creating the

tone. I allowed these lines to

dry thoroughly before going

on to the next stage

Step 4. The tree was
darkened more by drawing

another group of lines over

those previously drawn. These

were again drawn at a 45°

angle, but this timefrom the

other direction, that is, from
right to left. Next, I began to

build up some of the tones

on the wall in theforeground

by drawing short strokes over

these areas. Some of the

darkest accents in the scene

were now added to the

windows, roofshadows, and
the shadow of the tiles on the

top of theforeground wall.

The addition of these black

accents helped mejudge the

gray values in drawing

better.



Step 5. Additional textures were drawn on tbe nulls and
roofs of tbe buildings witb randomly drawn strokes of the

pen. Tbe wall in tbeforeground was darkened by drau ing

more lines over most of tbe area, tben textures were drawn
oter this tone to give tbe wall an ancient hx>k The

branches of the trees were drawn next with curved strokes

of tbe pen The addition oftbe branches made tbe large

tree appear too light, so I darkened it further by drawing
over it with more pen strokes A slight texture WOS drau n
onto tf)e tiles on theforeground wall with horizontally

drawn strokes, finishing tbe drawing The pen used for this

drawing was a normal drawingpen witb a medium point,

which created a heavier line than those achieved with a
croivquill pen While there are many nays to create tones

in pen drawings, the crossixitch method is one of the most
unique and it affords a great deal of control. The method
of building up the tones is easily understood and a vast

range of tones is possible through controlling tbe thickness

and spacing of the lines drawn Tfjis technique is probably
the closest thing to what might be called aformula in

drawing because of the system which is used to build up
the different tonal values It is a very interesting technique
to experiment with, and it reproduces very well, which
explains its popularity in the commercial art field



Demonstration 9 Drawing with Ihin Pen and Hatching Strokes QzD
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Step 1. / waited on very

smooth ntrfacedpaper, which
is idealfor working withpen
Thepen l chosefor this

drawing was a crowqiM
pen i dc<. ided to use the

( rowqulllpen because it is

capable ofdrawing veryfine
lines, important u hoi
drawing a subject that has
many details I used India
ink and began by carefully

doing an outline drawing of
the cathedral Next, I started

to add the details on the

church, such as windows and
roof lities. I was careful not
to smear the wet, freshly

drawn lines while I worked. I

started to draw in afew of
the rooftops on the other

houses.

Step 2. / wanted to keep the

cloud edges soft, so I did not

outline them in ink. They

wereformed by the light sky

tone. I now added darks to

the bottom parts of the

clouds, drawing some of
these lines so that they

followed theform. For most

of this shadow area, however,

I used random strokes to

create an interesting texture.

When Ifinished inking the

clouds I didn 't erase the

pencil lines since I wanted to

use them as a guidefor
drawing the sky tone.



urn

Step 3. / added more chirks

to the bottom ofthe clouds,

then rendered in the lower

dark hand of clouds For this.

I used random pen strokes to

achieve an interesting

textured effect Iput in the sky

tone next, using carefully

drawn horizontal lines

Notice how this light tone

forms the edge of the cloud

without any outlining I

began to work on the church

towers and started to draw a

few shadow areas oil the

surrounding buildings These

shadows wire composed of
evenly drawn, carefully

spaced lines, which created

the illusion oftone tfter

waiting for the ink to dry

completely. J erased the

pencil underdrau ing

Step 4. Now tl\' darkest

areas were added, the roofs

and the shadows tlxtt defined

the architectural details on

the church These were done
with pen Strokes, which were

drawn closely together

creating a dark tone I dreu

afew fxjrizontalpen strokes

on the sunlit parts of the

church roof to indicate a
slight surface texture A

medium gray tone was

drawn over tlye foliage areas.

To simulate a leaflike texture

here, I used short, zigzag pen
strokes On the ground area

in the lower left part of the

drawing, I used a Crosshatch

technique to separate this

areafrom the surrounding

tone.
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Step 5. 1felt that the trees andfoliage should he darkened
considerably. I began to do this by first drawing vertical

lines across the trees, continuing until the whole area was
covered. I blackened in afew of the tree shapes and added
many shadow areas by spotting darks in with pen strokes.

Afeu- more of the roofs were darkened by shading them,

completing the drawing. There are several things to keep in

mind when doingpen and ink drawings. Ifyou are not
drawingfrom nature, you need good reference material

to workfrom. Always start out by doing a pencil sketch of
the subject right on thepaper or board that you will usefor
the ink rendering. Forfinely detailed drawings, it is best to

use a smoothly surfacedpaper and a pen such as the

crowquill. which is best suitedfor this type of work. After

doing an outline pen drawing over the pencil sketch, add
the lighter gray tones. Then render the medium and darker

tones, always building up your tones gradually so as not

to overworkyour drawing. Remember thatyou can use

variedpen strokes to enhance your drawings with

interesting textures. This might seem a little difficult atfirst,

butyou can practice drawing various textures untilyou
becomefamiliar with all the possibilities. Be careful to

allow the ink to dry thoroughly so there is no danger of
smudgingyour drawing as you work. As you progress with

pen drawing techniques, you will want to try otherpaper

surfaces. While thepen moves easily on a smooth surface

in any direction, a paper with a surface texture can cause

thepen to catch or snag the surface. A paper with a soft

surface will require more delicate handling because the

pen point can easily dig into the surface, causing blotted

effects. This is quite common with the cheapter grades of
paper. When doing pen and ink drawings, it is best to use

only the highest quality papers. Ifyou make mistakes in

your drawing, do notpaint out the mistake with white

paint; this will be too apparent. There are gritty ink erasers,

for stubborn areas, a fiberglass eraser works best. Ink

erasing is possible only on thefinest quality papers; cheaper

grades won 't hold up under this kind of treatment.



rm Demonstration 10. Drauing with Varied Pen Strokes

Step 1. / outlined all tlx>

elements in this scene using

ink', drauing ten freely but

using apencil underdrawing

as a guide Tlx' inking was
done with tlx- crowquill pen

because I wantedfiner lines

at this point 77.*' large

foreground trees were drawn

first, tlx-n tlx- middle-ground

group Next, the lints

indicating the hills were

drawn in Tlx- trees and
bushes in tlx- background

were added last You can see

that everything was drawn
quite freely and tlxit I

indicated a fete of tlx tree

branches with very skctcbify

drawn strokes

Step 2. Compare tlx' strokes

used on tlx' trees, which were

drawn to create a texture,

with tlx> ones usedfar the sky

tone, which were drawn to

create a uniform tone Note

tlxit tlx- lines drawn on tlx-

trees were drawn less

carefully and tlxy often

overlap, creating an
uneienness tlxit simulates the

boughs ofthe trees I drew a

texture over the trees m tlx-

background with thefiner

crowquill pen because tlx-

trees hi tlx° background are

much smaller The strokes

were exactly tlx- same as

those usedfor drawing tlx-

texture 01 er the larger trees
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Step 3. Next, I darkened the background row of trees, so

that they separate betterfrom the others. To clarify the

various planes ana" ground areas, I drew tones in the

appropriate areas, separating themfrom the adjacent

planes, by drawing thin horizontal lines over the areas to

create aflat tone. The choice of which areas to add the

tone to was critical, and the decision to use the tones on

the smaller areas was correct because this accentuates the

snow effect more. Afew more twigs were drawn in the

ground areas and some dots were added throughout,

suggesting detail as well as creating texture. Using very

finely drawn pen lines, the darker areas were drawn on

the clouds, suggesting shadows and adding someform.

Finally, Ifinished the drawing by adding sfjadows on the

trunks of the trees. Notice that I used several kinds ofpen

strokes in this drawing. Some werefinely drawn and
uniform to create an even tone, whereas other strokes were

drawn much heavier and less uniformly to depict a

texture. Study the differentpen strokes carefully, then

practice drawing various kinds ofstrokes, trying to create

uniform tones and also unusual textures. These exercises

should be done on different paper surfaces: smooth,

medium, and rough.
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14
EXPLORING DIFFERENT LINE TECHNIQUES

To demonstrate a variety of pen techniques, I'll focus

on two popular rypes of pens. Both of these pens

are favorites of mine—the technical drawing pen
and the crowquill pen. I like the technical drawing

pen because it contains its own ink supply. This can

be advantageous when sketching outdoors because

it eliminates the need to earn around an ink bottle.

In addition, the ink line is always uniform with the

technical pen since the point consists of a small

metal tube. This type of point allows you to draw
lines in any direction on the drawing surface. Here
I use the Pelikan Technos.

The crowquill pen is a versatile tool that offers a

great range of line weights because of the flexibility

of its point. The crowquill is a very handy tool, since

it's used with a small, light holder. You can create

an amazing variety of lines, textures, and tones with

this pen point by applying varying degrees of pres-

sure while drawing. Please note, though, that many
of the techniques on the following pages can also

be duplieated using the other pens.

At the end of the chapter is a demonstration that

illustrates the building up of tones by lines and by

en sshatching.

A leryfree, loose line drawing that tlye

technicalpen can handle with ease

on the proper surface, in this case on
a plate-finish hristol board The

smoothness of this surface enables the

pen to glide in any direction without

catching or digging into the board.



4**--^

A technicalpen drawing
rendered on a s/ieet of
mount hoard Although it

lacks the durability ofa high-

quality illustration hoard,

mount hoard takes ink nicely

and has a very interesting

surface. The surface texture is

very slight, between a cold-

pressed and hot-pressedfinish
on illustration board, and
thepen responds to it nicely



Technical Pen Drawings

This isprobably t/x- most common use ofthe technical

pen—a iery tight line rendition ofa mechanical object

Vx> uniformity of its line weight makes the technical fx>n a

perfect c/xjtcefor drawings ofa mechanical nature A
triangle and hench curves were used to ride the lines in.

and an ink compass was usedfor tlx> u/x-els

iBelou ) A loose sketch rendered on regular-surfaced

Strathmore illustration Ixxird This Ixxird bos a slight

texture, an excellent surfacefor tlx' technical fx^n The

surface is more pronounced tlxm a plate-finisii ixxird or
mount Ixxird. and thus it creates drawn lines tlxit are

sometimes slightly broken, girtng tlxj drawing a softer- look

\
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Ifrequently use acrylic illustration

boardfor ink drawings, although this

hoard is normally usedforpainting
with acrylics and has a veryfine
clothlike texture Its surface creates a
soft, interesting line; and because of
the slight roughness, there's a tendency

to draw more carefully so thepen
won't catch. This lends a totally

different quality to a drawing as

compared to one done on a very

smooth surface.

Strong, black accents are very effective in line

drawings, and the Black Angus in this drawing
are a natural. To begin, I drew the outlines of the

forms with the pen. Then I added a tone to the

cowboy's hair andpants and accented the

backgroundfence by going over the lines, making
them more pronounced. Iput in the heavy, solid

blacks in the cattle with a brush. If I'd wanted a
texture in the cattle, I could have used a pen.



1 CrowquiU Pen Drawings

This drawing, which is composed of

several smaller ones, is called a

montage It was done initially as an

outline pen drawing to which the gray

tones and solid blacks were added to

Clarify and separate the carious

elements Again, the tones were

carefully built up over the whole

picture after the blacks were put in

(Below) A mechanical object bandied
in a fairly loose manner Tfx' drawing

was donefreehand with a loose

crossbatcbed style In this case, thepen

was used with a very tightpressure,

causing tl.te lines to be veryfine and

delicate



(Above) Here are some examples of
portraits done in the crosshatched

style. Most of the drawing is donefre
hand, with the exception of the

shadow tones on thefaces and on
parts of the hats, both of which were
done by ruling with the crowquill. I

ruled the lines a little looser than

usual to lessen their mechanical

quality, although they're stillfairly

even in order to create theflat tone

required.

This crosshatched drawing—more
tonal than linear—was rendered in a
finer, lighter technique than some of
the other examples in this section. The

ample amount of white helps the

contrast of the picture. This drawing,

and many others here, began as an
outline to which the various tones

were gradually added and built up
until the illustration wasfinished
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I Demonstration 11. Crosshatching with a Pen

The technique of crosshatching to build up tones with pen lines is an

excellent one for a variety of subject matter This technique can be

handled both in a very tree manner and in a tight mechanical \\a\ The
crosshatched style, not being a very spontaneous method of drawing,

generally requires more preliminary work than other techniques. You
should do a tightly rendered pencil drawing with the proper tones and

values before attempting the final ink version. Solving most of the

problems at the pencil stage will make the final ink rendering a much
easier task

This style has great value in the commercial art field, and much of

my own advertising work incorporates the crosshatching technique.

Crosshatched drawings reproduce very well under the adverse con-

ditions of high-speed newspaper printing.

It is advisable to thoroughly research any drawing you plan to do.

You can find photographs of what you may need in magazines and
books . or you can take your own. The reference photos for this dem-
onstration were taken with a Nikon FTn camera, using a Tri-X him.

However, you don't need an expensive camera—a simple Kodak
Pocket Instamatic will do nicely. Because of the short deadlines in the

advertising world. I take many of my own reference photos with a

Polaroid camera so that results can be evaluated immediately

Step 1. This referencephotograph was
taken at a nearby Air Force base

where this World War I spad was
undergoing restoration for the

museum a variety ofviews as well as

a fen close-up details were

photographed I inched a viewfrom
the contact prints and bad an 8" x

Uf (20 \2 x 25 4 cm) blowup made
from the negative. Thisparticular

negatk e produced a le\s than perfect

print, since it is spotted, but reference

pictures need not be perfect SO long as

you can see the details you need I

made mypencil drawingfrom it
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Step 2. / tightened up the pencil drawing and drew in the detailsfrom the

photo and other reference materials—/ eien added the squadron markings.

Small details can always be added easily. I sharpened my pencil to a very long

point I kept the lead itselfpointed byfrequently using the sanding block. Then I

finished a detail (left).
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Step 3. Next, I made another tightpencil thawing—in tones thus time—to

establish the rations gray and black areas in the illustration .After I taped a
sheet oftracingpaper our thepencil drawing on the illustration board, I

rendered tlx- tone drawing mth an HBpencil 'left) ihis was a very important

step because I actually workedfrom this sketch when I inked the illustration

In effect. I tried to simulate tlx> lines that would later he drawn in ink on tlxj

final rendering study this drawing carefully, and see bow I established the

directions of tlx- lines as ue/l as tlx' crossbatcbedpatterns (above) / could easily

remove any errors mth a kneaded eraser and draw the areas back in correctly

When you reach this stave so/re as many problems asyou can—this dialling is

really tfx> key to tlx- fiiud rendering
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Step 4. This is the completed outline in ink, drawn directly over the pencil

drawingfrom Step 2—it's readyfor the addition oftones and black areas. You
can see that I did the inking very carefully—the lines are all clean and even. In

many places, such as the wheels and wings, I established where the shadows and
reflections wouldfall. All the carefulplanning and drawing at this and the

previous stages ensured the success of thefinal illustration

Left, I used the technical pen with a rulerfor some of the outline—/ also used

a triangle and French curies. Below left, I inked in the wheels with the help of
an oval guide, a useful item for drawing mechanical objects. When you use all

these tools, make sure that the previously inked lines are dry to prevent

smearing.

-/
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Step 5. / started to add the tones, and at this stage the drawing was aboul half

completed Xotice how I built up the tones gradually all over the while picture

rather than finislung one single object or section This it as very important—it

would prevent mefrom overworking an area and rendering it too dark' I left

the sbadoit area under the top uing unfinished to show hoit the tones were
built up fiiyt I added vertical lines our the horizontals, and then I drew lines

at a 45°-angle to build up the dark tone

In the smallphotograph on the left, I tried to establish a medium gray area at

the same time that I added the solid blacks to hare something to work against I

stalled with the tones on the tail section, and then put in the black areas it ith a
number 3 red sable brusl? I could hare put the blacks in with apen, but it teas

much easier andfaster to brush them m In the centerphoto, I referred to my
pencil tone drawing and to the other reference material Right. I used the ruler

to rest the crowquill on while I carefully drew in the lines to create the tones

Jms ruling technique with a pen may seem difficult, but with practice you can
gain t/xj control tlxtt's required.

.
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Step 6. Jljefinished ink drawing. Refer back to the tonepencil sketch in Step 3,

and compare it with thefinal rendering. Notice how well all the various tones

were defined. Because of the proper spacing of the lines, the tones appeared
even and smooth In a drawing of this type, there's always a danger ofmaking
t/je lines look too mechanical—a slight variation here and there actually helps

to give a little life and interest.

Left, I continued the gradual tone buildup until the drawing matched the

tonedpencil sketch. The numerous details and smaller areas werefinished with

a crowquill pen. Below left, I checked the drawing against reference material

very carefully to see that squadron marking, wires, wing and tail ribs, and
other details were added correctly.
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EXPERIMENTING WITH

BRUSH LINE TECHNIQUES

To show yo* some of the techniques that are possible can study the technique I've used more carefully.

with a brush. I've begun this chapter by showing you The brush is an excellent tool, which gives you a

the same drawing in several different styles. The great deal of control when you draw. 1 feel it is more
drawings are shown small here so that you can com- versatile than a pen. Learning to use the brush prop-

pare them—one is reproduced larger so that you erlv requires a great deal of practice and discipline.

Loose drawing



Thisfinal example, done on Crescent

No. 100 cold-pressed illustration

board, is done in the crosshatched

technique. Starting with a basic

outline drawing and adding the

tones, I drew many of the lines that

make up the tones with a Winsor &
Newton number 3 brush and the

ruling method. Some of the dark lines

and black shadows are added last to

help separate and clarify the elements

of the picture.



] Demonstration 12. Drauing uith a Bristle Brush

Step 1. Right, after doing a rough

pencil drauing, I began the inking by

outlining the dominant lamppost m
tlx- center ofthe composition Far

nght. I added some blacks and drew
in more details

Step 2. Right. I moved on to the

buildings at the left—/ always tiy to

work our the whole drawing ratlxr

tl.xin finisl.i am one area Far tight. I

turned the illustration to facilitate

working By using the brush on its

natron side. I was able to drau a

fairly thin line

Step 3. Right, I added tlx- fx-ople and
tables, drauing tlx'in very bold and
simple m keeping with tlx- rest ofthe
picture Far nght. I put in tlx- final

black accents as tlxj drauing neared
completion Large black areas added
a nice design qiudit\- as well as a lot

ofpunch to this drauing



193
I

sup i. MthoUgb I nnulr this

finished drawing very

carefully, a luts ,i very

sketchy, impressionists
quality It's >v,iii\ impossible

to /ml in mmh (h'liiil it ith a
brisk brush, but i think-

having something to the

viewer's imagination adds to

tlx- charm ofthe drawing I

took (il ti (/nanny like this a.\

a design problem <ind as

an abstract composition oj

bold Shapes and lines



] Demonstration 13- Crosshatching with a Brush

Crosshatdling with a brush is really quite simple when you learn how

to handle this tool. The brush is more versatile than a pen. and 1

personally feel that you can achieve more control using it. Learn to

master the brush exercises in chapter 12. and you'll be on your wa\

to doing crosshatched brush drawings.

Step 1. First, I drew small pencil

sketches to determine the composition.

You could, of course, make hundreds

of these sketches, but afew are all

that's necessary: /generally do two or

three andpick out the one that solves

the particularproblem best.



Step 2. / took these referencepictures
with a Wilton i I imrn camera The
gun b a ncit Spanish reproatu Hon
from a localgun shop, and the other
items are things I found cm,mid the

bouse, mi tudtng my son'spet
( bameleon By gathering and
Shooting the best reference materials

possible, I simplified many of the
problems involved in doing a
drau inn qj this type I 'roper reference
makes all the difference in the world
to the outcome of thefinished

illustration

Step 3. (Below) Iprojected the

photographs with a Beseler projector

directly onto Schoeller medium-
surfaced illustration board and made
an accurate pencil drawing. Since my
reference pictures were quite good, I

was able to eliminate the next step,

which would have been to make a
tight pencil drawing to establish the

gray tones in the picture. Thefact that

this illustration has no background
also simplified the rendering.



1%
I

Step 4. / started tl.v inking as a basic outline drawing with a Winsor & Newton number l red sable brush left, I ruled in

the straight and slightly curved lines with a brush Center. I drew many ofthe smaller details freehand, using tl)e reference

photos as a guide Right, to f.vlp mejudge l.xni dark the gray tones should l>e drawn, I culded t/x' black tones.

Step 5. Left. I continued inking, building up for a feu of the gray tones b\

brush ruling Right. 1 darkened the leather on tlx' telescope by crossbatcbing

vertical lines over the horizontal (jnes .-M the same time. I added the texture of
tlx.- leather.
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Step 6. left. I rendered the wood on thegun and added the shadow area by t rosshat< bing Center, I brushed in the small
mcks m the wood texture Rigltt, I /unshed off the last details andshadows

Step 7. The different textures on the wood, metal, and leather added a great

deal of interest to the crosshatched rendering. You can see that thefinished

illustration isn'tjust a duplication in ink of the reference photographs. Rather,

the drawing is a simplified version of the photos, consisting of three gray tones

and solid black.
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COMBINING PEN AND BRUSH

USING different techniques in the same illustration

can add a great deal of interest to a drawing. Each

technique has a unique quality to add to a particular

piece of art. Thin lines or a linear texture with a pen,

very bold lines rendered wet or dry with a brush,

and smooth-flowing tones created with washes can

be combined effectively, You should experiment

with a variety of these techniques until you find the

style that suits you best. I will cover many of the basic

techniques in this chapter, but remember that the

possibilities of combinations are endless. Use your

imagination and explore some of them.

/ did this drawingfor a trawl

brochure on Mexico I wanted to

create thefeeling that I had worked
on the drawing on location—it

would have been nice to actually

draw it on the spot, but this & not

alu ays practical. Tight deadlines and
advertising budgets rarely include a
tripfor the artist Luckily. I hadplenty
of reference picturesfrom vacations

in Acapulco years before I did the

illustration with a technical pert, and
Iplanned the black areas carefully

before I rendered them with a brush



While rat atoning m Egypt my wife
and! were caught in the >>< toberWar
<>l IT | When lie returned, the
Detroit free /'/cvs wanted to do a
story on our experieru es since I had
not been tdloued to takephotographs
during the utir, the editors suggested
that I illustrate the story with sketches.

I did these drawingsfrom memory a
few weeks after our return. This sketch
is a scene at the train station in

Luxor. The very sketchy, loose line and
hrushwork convey thefeeling ofan
on-the-spot drawing effectively.

(Below) This scene ofour going
through customs at Soloum, Egypt,

was one ofcomplete mayhem, with
hundreds of trucks and cars piled
high with boxes and luggage that the

inspectors methodically searched.

Notice that the slight amount of tone
used in these Egyptian drawings really

helps to establish planes and defines

the various objects. I tried to keep
everything very simple, and I used the

circular shapes in the upper-right area
to indicate spotlights.

J^fh\/M/W^



(Above) I Ixul the goodfortune of
being sent toJapan on an exciting

assignmentfor the Premier

corporation This sketch and tlx- one

cfunloading crates on the nextpage
werepart ofa series done to illustrate

tlx> stripping ofcattle by air toJapan I

executed tJx> drawings with a
technicalpen and brush on a linen-

surfaced Crescent acrylic Ixtard using

photographs taken during tlx1 tripfor
reference Here we're approaching
Mount Fujiyama.

I did this drawing with the Hunt 513

pen and water-soluble ink on Arclx-s

rough watercolor paper Tlx; tones

wereproduced by washing clear

water over tlx' \K-n lines, dissolving

some ofthe ink—tlx> lines don't

dissolve completely and six>u through

the was!) nicely Tim is aparticularly
gocxi techniquefor quick outdoor
sketching, when you nun not want to

cany along a mixing tray



(Above) Spotting the blacks correctly

helps to emphasize the crates that are

being unloaded. The unloading was a
veryfast operation and would have

been quite difficult to sketch on the

spot. I hadn 't sleptfor many hours

and had enough trouble taking the

reference pictures!

Using diluted ink uith thepen as well

as the brush is another interesting

technique, which I've illustrated here. I

diluted waterproof ink with water and
drew a gray ink line—rather than a
black one—with a Hunt 513 EF
Globe pen. Then Iput in the washes

uith diluted water-soluble ink—since
the lines were waterproof they didn 't

dissolve. In some areas, such as the

church doorway and the schoolbag, I

drew the pen lines in after the washes

dried, which resulted in a darker line

because of the transparency of the ink



^D Demonstration 14. Pen Lines and Brush Accents

Step 1. Right, after tracing my
finishedpencil drawing on the

illustration board, Iput m the hold

accents in ink with a fairly well

loaded brush. The shapes and strokes

/.wiped convey the impression of
foliage Far fight, I added the hair

andSweater loosely and gave a

pattern to thefabric on the chair

Step 2. Right, I drew a very light tone

on the shadow side of theface with tlx-

pen Far right, I added tones to the

background and t/xj stockings. The

drau ing u as starting to take shape

and the elements were separating

nicely

Step 3. Right, turning t/x? boardfor
comenience, I crosshatciyed another

set of lines 01 er the stockings to

darken the value of the tones Far
right, a light gray shadou tone in tlx>

cups andsaucersfinished offthe table

area and afinal darkening ofthe
background by crossbatching

completed the drawing
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Step 4. The overallfeeling of thisfinished drawing was quitefree—even the

crosshatching was rendered in a loose manner. In spite of the casual style,

though, the drawing was ver}> accurate—the importantfeatures such as the

nose, eyes, and mouth were in the right places. Ifpart of this drawing, such as

the crosshatching, had been handled too mechanically, it would have looked

very much out ofplace.



Demonstration 15. Drawing with Pen and Brush

Step l. Pen and brusb are

an excellent working
combination The outlines

tones, and textures can lx'

drawn with tix- pen. and tlx>

beaiier lines and solid blacks

can lx> done using a brush.

To begin this drawing, I first

did a basic pencil

underdrawing on common
drawingpaper with {in HB
grade graphite pencil I drew

in the largest flower, starting

with die pistil, the central

area, and then Mae petals

Some of the ribbing on the

petals teas indicated as well

as the smaller petals in tlx>

pistil area Theflowers in t/xj

background were drawn
last Since this pencil

underdrawing would lx-

used as a guide. I put in as

much visual information as

possible

Step 2. T)x> important thing

to remember about a pencil

underdrawing is tlxit

although it can lx- very

roughly done, it should lx-

accurate u ith regard to

shapes and pnjfxjrtions To

begin tfx? ink rendering. I

used a croiajiall pen with

India ink. carefully outlining

all tlx> elements m tlxj

picture, using the [xticil

underdrauing as a guide

The crowquill is a gocxl

choice ofpen. since it bos the

capabilin ofproducing a
uide range of lint's and ts

especially suitedforfine line

work 77x> brusl) uxjuld be

used to drau in the beak ler

lines and black accents

Viheti inking the detail in tlx>

center oftheflower, l used

pen strokes to create t/x> leafy

texture

- X
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Step 3. After the ink fried

thoroughly, i erased the

pern ii underdrau tog with a
kneaded rubber eraser It is

best to remove the

underdrawing when it is no
longet needed because the

graphite smudges quite easily.

With a number 4 red sable

brush I drew the sbadou
detail in the central area of
the /loners, using short

strokes made with theflat

edge of the brush. Notice that

I applied the brush to

carefully indicate accents on
the ribbed parts of the petals,

using less ink to create a
drybrush effect. Adding the

black accents at this stage

was important because it

helped mejudge the values of
the gray tones, which were to

be drawn next.

Step 4. Before rendering the

gray tones I decided to block

in the background, using a
number 4 brush. Overlapping

strokes were used to create a
texture with the white paper

showing through. This texture

in the background helped to

convey the impression of
details in the shadow areas.

While inking in the

background, I was careful

not to brush over the petal

shapes; the edges were inked

first, then the background

wasfilled in. At this stage the

drawing appeared quite

contrast); but this effect was

to be minimized as the gray

tones were added. Since

this subject was quite

complicated, it demanded a
great deal ofplanning

concerning where tones

should be drawn.
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Step 5. Adding gray tones

was a very critical stage of
tbe rendering I began by

adding t/x> tightgray tones to

tbepetals, using quickly

drawn /*'>/ strokes Tf.H> lines

were drawn parallel, but

lengthwise on the petals

Certain areas on the petals

were left white, creating a
sunlit effect Next, a gray

tone teas added to the pistil

area, using vertically drawn
lines Tlx' white texture in the

blach background was toned

down by drawing lines over

the whole area Notice that

instead offinishing any
single part of the drawing I

narked orer the whole
picture, gradually building

up t/.H' gray tones so t/xy fit

in with tlx- dominant
background

mSm

Step 6. '/7x> medium gray

touts mre now carefully

drawn with tlx- crowquitl

pen More Strokes mre also

drawn on some ofthepetals
to darken them slightly Then
the shadow areas were
indicated Some of the

shadows were rendered using

crosshatd) strokes, but I was
careful not to draw the tones

too dark since they WOtdd
merge into the background
The shadou side of the pistil

areas on theflowers were
also built up using vertically

drawn pen strokes since the

background texture still

seemed too strong, morepen
strokes were drawn over this

area, toning it dou -n slightly

Comparing the preiious

stage with this drawing
dramatically shem s the

change in the picture through

the addition ofafew tones



Step 7. Ifyou study theflower petals, you can see subtle

variations in the gray tones. This was not easy to

accomplish and required great care It was a matter of
planning and then building up the various gradations

slowly. I added darks to strengthen the ribbing on the

flower petals, using a number 7 brush. Afew more

shadows were added throughout the drawing, working

carefully with the brush so as not to render these accents

too strong. On thefinished drawing, it should be apparent

that each tool was used to advantage. The pen was used

for drawing the outlines and the gray tones, and the brush

was used to draw the heaiier lines as well as the solid

black areas. When you examine the various stages the

drawing went through, it should be obvious that planning

was very important and that tones had to be built up
gradually, working against the darkest areas. In this

drawing, it was essential to put in the dark background

first so that the gray values could be determined easier.

This is a commonly.usedpen and brush technique and
works wellfor drawing any type ofsubject. It is especially

suitedfor those subjects that are very contrast}' and include

lots of black. Almost any paper can be usedfor the

technique, but the rougher surfaces require more care

when working because the pen can catcJj on the texture
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17
USING UNUSUAL PAPERS, BOARDS,

AND A VARIETY OF PENCILS,

MARKING PENS, AND CRAYONS

There are many unusual papers and boards that you
can use for ink drawings. Mechanical tones and

printed texture sheets that can be transferred to art-

work are also available. In this chapter 1 discuss and

use many of these unique boards and unusual tools,

including a variety of pencils, marking pens, and

crayons that you can combine with pen and brush

drawings. Experiment with the following techniques

to familiarize yourself with the boards, papers, and

other items at your disposal.

Simulating a woodcut or engraving with scratcljboard I

planned the drawing very carefully in [K'ncil on tracing

paper and then transferred it to the scratchboard using a
graphite tracing slieet I did the rendering tilth a brush and
waterproof ink. I cleaned some of the lines up and added
afew white lines to give 0)e proper effect Sext. I drew
some black lines in Ow ground area, scratching through
them to add to the woodcut feeling

Here's a lery small, spot drawingfrom an Ethyl

Corporation ad series. The drawing is almost solid black

with a feu white lines scratched m to indicate Ow masts,

sails, and other details of the sJvp I then outlined the

whites in black with a brush, giving the drawing a distinct

woodcutfeeling. The white lines in the wavesfollowed the

form to add to the effect of motion
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This sketch is one ofa series done while I was vacationing

in Surinam. The technique is a very simple, effective

method to use when doing on-the-spot drawings. I used a

technicalpen and Pentel on watercolorpaper, and I

dampened the Pentel areas with a wash of clear water to

create gray tones.
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1 Demonstration 16. Scribbling Technique

*w

*Sft«
.

-

Step 1. With a fine line markerpen, I drew the basic

outline sketch of the stem' on rough watercolor paper.

Although t/h' sketch appeared loosely done. I nevertheless

made an effort to create an interesting composition

through thepositioning ofdoe camels and the background
buildings

Step 2. / 'sing the fine line marker pen, I drew in the

shadow areas on t/>c camels The strokes used here were

quickly drawn, which created a lighter gray line because
the marker pen touched only the raisedparts of the paper
surface Notice that Ifrequently changed the direction of
the strokes in the shadows to create interesting texture.

Step 3. 1 filled in the background with horizontally drawn
strokes, then random strokes our this tone for a texture

The buildings in the background wire darkened by

drawing lines over one anotfyer to create a Crosshatch

effect The tone appeared dark because the lines u en-

drawn closely together.

Step 4. / added shadows under the camels, then spotted in

shadows ofpebbles and stones on the ground Darker

tones were drawn on theforeground camel and the

harness, and reins were indicated in solid black. Dark
accents were also spotted on the camels in the background.



Demonstration 17. Working uith Water-Soluble Ink

Step 1. An excellent method for adding tones to India ink

drawings us to use water-soluble ink wpsbes This medium
works quite well on most paper surfaces I started ibis

drawing by sketching with a technicalpen directly <»i

common drawingpaper /first drew (be trees, then added
the background buildings and the branches.

Step 2. When I was certain the ink had dried completely, I

added a wash of clear water to the picture area behind the

trees with a wide, soft brush. Then I diluted afew drops of
water-soluble ink in a ceramic mixing tray to mix a tone,

which was then washed over the dampened area with a
number 6 red sable brush.

Step 3. 1 mixed the darker tone using less water to dilute

the ink, then washed this tone over the tree trunks with a
smaller, number 4 brush. The variation in the tone

occurred because the paper buckledfrom being wet and
the washes became concentrated in the valleys of the paper.

This unevenness was a happy accident that resulted in an
interesting tone.

Step 4. / added tones to the roofs and shutters on the

houses. Then, with a number 4 brush, I drew the grass area

in theforeground, using a pattern of dabbled strokes. With

pure black water-soluble ink I painted in the dark door

and window areas. This was a very simple but excellent

techniquefor sketching indoors.



] Using Miscellaneous Techniques

(Above)A drawing donefar
newspaper reproduction to illustrate a

story on Onassb I used a Pentelpen

for all the line work' ami put tlx- large

black masses in with a brush and
waterproofink Then i washed clear

water our some qftbe areas to create

a gray tone—tbepen lines delineating
tlx- foregroundfigure were washed

away at this time adding greatly to

the feeling ofmovement This wasn't

planned—it was fust one oftbose

lyappy accidents The effect was fust

what the drawing needed

Cixjiulle board, which is available m
different surface textures, has a special

surface t/xit is excellent for use with a

litho crayon /his particular surface

has a dot texture not unlike tlx-

texture found in a halftone

engraving used in newspaper

reproduction You can easily draw on
this surface with apen or brush, and
then add the gray tones with a litlx>

crayon or a China marking pencil.

-1/
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I did this newspaper ad on canvas

board The advertising manager of
the Premier Corporation, James
Donahue, wanted this ad done in an
art technique that would stand out in

a trade publication, where most of the

ads were photographic. This

illustration works very well even

though it's done very loosely—the

black mass behind the rider is

suggestive ofa herd in spite of the lack

of details. This drawing started as a
line drawing in waterproof ink. Then
I added some acrylic washes and even

did some of the drawing with these

tones. To create the mottled effect in

the background, Ifloated clear water

over the washes while they were wet.



This drawing sbows the variety of
material* and textures that you can
make in the scratchboard technique

TbiS illustration was composed

primarily of black with a minimum of
white areas and lines I put in the

blacks rety carefully with a brush and
then allowed tbem to dry thoroughly

Then J scratched the tones on thefront

ofthe bowl, the rice, and tlx>

reflections on the lx>ttle in freehand
with die scratebboard tool. I created

tfx- textures on the inside of the bowl.

parts of the lx)tt/e and the chopsticks

with the aid ofFrench curves and a

triangle llx' lettering and trademark

were myfinal touches.

.An illustration donefor American
Motors, rendered on cam as Ixxird

Its difficult to transfer drawings to

canvas Ixxird by tracing u ith a

graplrite sheet, so I projected the

pf.X)tographs ofthe vehicles directly

onto the Ixxird and dreu u ith an
Eherixnrd Faher Markette Jx'ii /hen I

put the waslx'S in with acrylic [xnnt
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travel bureau

Scratchboard is another unusual surfacefor ink drawings—the board has a special coating you can
cover with ink and then scratch through. As you scratch back into the white, you get both tones and
whites The effect is very much like a woodcut or engraving. A good deal of carefulplanning is

necessary to do a successful scratchboard drawing because the surface is easily damagedfrom
overworking. Therefore, to begin you should do a well-planned drawing in pencil on tracing paper
and then transfer it onto the scratchboard by projecting the design or by using a graphite sheet. Put the

solid blacks and linework in with a brush and allow them to dry thoroughly. Add the whites by scraping

the board surface with an X-acto knife or a scratchboard tool. You can achieve very crisp, clean effects

using this technique.

In these particular drawings, I did all the lines with a riding pen and waterproof ink I put the solid

blacks, windows, trees, and mountains in with a brush. Then I cleaned up the drawing and added
textures to the grass and windows with a scratchboard tool. Please note that you must let the ink dry

completely before you scratch into it—you can't work the board properly if it's still net or even damp.

Also, notice how well the drawing reduces.
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/ /««<&> flbese drawingsfor a story in a magazine, Ward's

Quarterly Jlxy're handled in a very decorative, almost

cartoonlike manner I used a brushfor all tlx> linen ork

and then cleaned up the lines with a scratcbboard tool. I

cut some ofthe textures into solid black using a crosslxucJj

technique, as on tlx? France illustration



Using scratchboardfor rendering

mechanical objects. I did this

example—a proposed stylefor the

newspaper ad automotive art—as a
samplefor McCann-Erikson Inc., the

advertising agencyfor the Opel

account. I began the drawing by

tracing a photostat of the car onto the

scratchboard, and then very carefully

inking the outline with a technical

pen. Then Iput in the large black

areas with a brash. I created the tone

on the side of the car by cutting white

lines into the black (after it dried) by

ruling the scratchboard tool with a
triangle. Ifyou make a mistake when
you do it, you can repair it by re-

inking the area and scratching in a
new tone. I did the car interior in a
morefreehand manner to capture the

feeling of the leatherlike material on
the seats-^I used a brush almost

entirely, and I cut many of the tones

in with the scratchboard tool. The

smaller reproductions beneath the

larger ones show how well these

drawings held up under reduction.

The key is to keep the linesfar enough
apart on the original so they don't

fuse together.
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I Demonstration 18. Drawing on Scratchboard

Step 1. A unique drawing surface is

scratebboard, known as scraper board

in tin.' I nited Kingdom. This surface is

coated with a pigment or clay tlxit

hikes ink very well but does not allow

the ink topenetrate too deeply Tins

coating also enables lines and tones

to he caned into the surface uttb a

Special knife, creating effects similar to

tlxit of a woodcut or wood engraving

To begin this drawing. I fiist traced a

previously drawn pencil sketch onto a

piece ofscratebboard Then, using a

number 4 red sable brush with India

ink. 1 rendered all tlx> areas on tlx-

drawing tlxit would eventually

appear as tones This was done in

solid black, except for the light tone

on the far at the left

Step 2. / want to emplxisize tlxit

more care and planning are required

to do a scratebboard drawing

properly tlxin other types of ink

drawings Asyou work, you must

allow tlx- ink to dry thoroughly before

using tlx' scraper tool, or the surface

will not respondproperty To scratch

tlx- tones, I used a Special cutting tool

tlxit fits into a standardpen bolder

like a pen point I began to add u hite

lines on tlx> black tones, drawing

tlxrm parallel to create a uniform

tone The i alue of the tone is

determined by bow thick tlx> scratched

lines are and lx>w closely they are

spaced I used tlx edge ofaplastic
triangle to scrape the lines in straight

I adiied white lines to tlx- bottom

edges of thejarsfor greater definition
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su-p v / added a lighter tone ofgray
an the lower section <>/ theJot
r mtcbtng the lines more i losefy
together in certain areas, I scratched
Vertk <H lines over the horizontal ones
ihe effa t achieved was one ofa
reversed Crosshatch, white lines on a
black background The lightest tone
on the left hand jar was lightened
even more by using this method It

was quite difficult to determine at this

stage whether the tones were correct.

I Ion ever, the tones at the bottom edge
of the fan next to the black shadow
looked very good. In order to

visualize the tones better, the existing

white areas had to befilled in with
black

Step 4. / rendered the black areas

using a number 4 red sable brush.

The interiors of thejars were inked

first, then the interesting glazed
pattern was added on the upper
portion Since I had rendered the

black areas, I could see that the gray

values worked quite well. I added a
few subtle touches, then scratched

more linesfor the interior highlight

areas. The shadowsfrom thejars were

softened a bit by scratching lines

along the outer edges. This interesting

technique works bestfor still life

subjects or scenes. It is not really

suitablefor portraits orfigure studies,

but it is excellentfor drawing animals
that havefur or a heavily textured

skin.



1551 Demonstration 19. Using Scratchboardfor Decorative Drawing

Step 1. After drawing my sketch with marking pen, I did a

tightpencil sketch on tracing fxifKr over the marker

drawing, above left. I taped the fx-ncil drawing to the

scratchboard and traced it using a graphite tracing slx'et

Below left. I began inking with a number 1 red sable

hrns/j—the inking was rather crude to simulate a

woodcut
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Step 2. / scraped some of the tones on the upper parts of
the wings and the eagle's head with the scratchhoard tool
and then inked theflag with the brush, left. You really

don't have to he as careful when doing this type of
drawing as when you're doing a realistic one, since any
roughness helps convey thefeeling ofa woodcut. Below
left, I scraped the tones of theflag in with the scratchhoard
tool Above, thefinal drawing—it's rather crude in actual
size hut holds up well in the smaller reproduction, below.
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1 Demonstration 20. Drawing on Toned Paper

Step l. A very effective technique

involves the use ofblack-and-white
ink lint's on tonedpaper This method
can Ih' used to draw many k'ltuts of
subjects, but it is especially suitablefor

drawing detailed landscapes. On a

Sheet of medium gray charcoal fkifxr.

1 sketched tl.x- scene With a 2B grade

graphitependl I did this quite simply,

indicating only ix>ld. outline slxipes,

using afew details on the cons in tl.x.'

foreground Xotice that tl.x- areas that

will be white have been drawn with a
white wax pencil I used the soft 2B
grade graphite pencilfor the basic

drawing because it would erase easily

later.

Step 2. / 'sing a pen. the type with an
ink' reservoir, I started to render the

medium gray tones in tl.x- scene This

teas done using a linear sketch

technique, which simulated tl.x-foliage

texture Next I drew in the group of
buildings quite carefully, then added
trunks to some of the trees The grass

texture was added to tlx 1foreground

In drawing m si.xm [x'n strokes to

achieve Che neces.san texture Slxtdows

were drawn under the COWS and some

of the trees.

Jh
4;

-sv
-

•



.v ^>>\i.

Step 3. White ink can be usedfor the

white tines on this type qj drawing,
but I mixeda little white gouacbe
palm to the ( onsistem x ofink and
<heu in the tight areas ofthe
The white on the buildings and on the

>i old hill was drawn using
diluted whitepaint in the pen In the

middleground / drew m the white
tree trunks and some of the lighter

ground areas In theforeground, I

indicated thefence posts and filled in

the (.oils, tearing some oj the paper
showing through for the sbadou s I

created a grassy texture in the

foreground

Step 4. Because this paper has a very

soft surface, which could easily be

damaged by the pen point, I used a
number 4 red sable brush when
adding solid black areas. I darkened
the shadow areas on the buildings

and thefoliage in the background
with the brush. Shadows were added
to the middle ground trees and also

on the cows. Afew more textural lines

were drawn in theforeground grass

area with the pen, completing the

sketch. This was a simply done but

effective presentation of the scene.

> \- v ^<^ S N^



H^H Demonstration 21. Using Line and Cotored Inks

Step l. An excellent method
for achling color to India ink

drawings is to use washes of
color inks Similar to

watercolor but much
brighter, colored inks result

in brilliant, fresh renderings

They are quite manageable
to use because the washes

can be easily controlled I

began by doing a drawing

with an HB graphitepencil

on a medium-surfaced

illustration board I

completed the ilruuing.

clearly defining all the

elements I prefer using

mounted papers it ben

working with washes so that

there is no chance of the

sulfate irrmklmg when it is

dampened with water The

medium and rough surfaces

are much betterfor this

medium, the smooth surfaces

do not take washes uell

Step 2. When you use washes

over ink drawings, make
sure you use waterproof

India ink for your basicpen
drawing Other- n/h-s of ink

will dissolve when washes are

applied over them I used a

regular drawing pen for the

ink rendering, starting uttb

the outline, the foliag<

foreground rocks, and
landscape areas of

background Various kinds

of lines were used to indicate

different objects looplike

lines for the bushes and other

foliage, smooth lines for tlx-

landscape areas and rocks

With a number 4 brush, I

drew m the textures and
shadows in the bushes and
rocks Notice that these

strokes hate a different

feelingfrom tlx>se done with

the pen
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Step v

washed over the lagoo
then a verypale blue tone

waspainted over the

dampened surface

Prewetting thepaper i

thai the < olor will spread

evenly withoutforming any
hard edges. 1 mixed a (one of
olive green, /hen painted it

on the still damp wash tone,

blending slightly to create the

effect ofa reflection Keep in

mind that colors dry slightly

lighter than they appear

when wet. This is something

to consider when you mix
colors.

Step 4. A light yellow color

was washed over the

background at the top of the

scene, then a mixture of
lemon yellow and grass

green was painted over the

trees. Afew olive shadow
tones were added over these

washes while they were still

damp so that the colors

would spread, creating a
softer effect. You can control

the spreading of washes in

two ways: the dampness of
thepaper (the most important

factor) and the amount of
ink on the brush. If the paper

surface is quite wet, the

washes tend to spread more,

whereas on a slightly

dampened surface washes

can be relatively contained.

A brush fully loaded with ink

will came the wash to

.

more; less liquid will not

spread as much.



Step 5. ()// the lowerportion

ofthepicture, Ipainted a
brighter mixture ofcadmium
yellow andgrass green,

warmed slightly by a small

amount ofpersimmon red

The softness ofthe edges of
the washes was due to the

fact that they werepainted

over the dampenedpaper
surface at fust the right

moment The brilliance ofthe
colored inks became very

apfxirent here—even the

darkergreen washes were

quite Iirely and intense

Step 6. The gray stones in

r/x' lagoon near the

foreground acre painted

with a mixture ofwater-
soluble black' ink' and blue

While this area was still

damp. I added tlx> darker
tone to indicate tlx> shadow
areas this same color being

used to fxunt in the trunk of

the larger tree I mixed a

dark green ami painted in

the background shadow and
some of the bushes /his

darker tone helped to clarify

these areas Notice that the

darkergreen wash had crisp

edges I painted it over an
area that was completely dry

so that the color could not

blend into the surrounding
area



Step 7. / added a slight texture to the water, using very

finely drawn brush lines. The color of the reflections in the

lagoon was too brownsi corrected it by washing a tone of
dark green over them. Tfje resulting tone was too similar

to that in thefoliage of the large tree. I added a dark

sfmdow tone to the treefoliage to correct this, which

enabled it to stand out betterfrom the background. When
you change a color or tone on a painting, it invariably

means changing adjacent tones or colors also. More
shadow tones and textures were added throughout the

foliage, using small brushstrokes painted with a dark green

color Next, /painted in the orangeflowers to add afew
brighter touches to the scene, /painted all thefoliage

details and textures using a number 7 watercolor brash.

Colored inks are more brilliant than other color mediums,

but they do hare a seriousflaw. Tliey are notpermanent

and can fade. For this reason, inks are used morefor
commercial work and illustration, wherefading is not an
importantfactor However, inks are interesting to work

with, andyou can achieve unique effects with them.



Demonstration 22. Drawing irith Colored Inks

Step 1. Colored inks are a

veryfresh medium, quite

similar to watercotors, uitb

epnon tlxit ink colors

are generally brighter and
more vibrant when yon use

them, it is best to work on
medium or rough surfaces

Tlx? mountedpapers ore

preferable because tbey are

not subject to wrinkling

when washes are applied i

began by drawing a simple

diagram of tbe scene using

an HB graphite pencil .yter

drauing in tbe lines

tnc lice itn ig tbeforeground

hills. I added carious planes

ofthe landscape and tlx>

background mountains The

lines diitding up the scene

are t/xj basis for tbefinal

pencil underdrau ing

Step 2. / del eloped tlx-

penal drau ing further,

defining tlx- various planes

in thepicture, then adding

many oftbe important

details Thefoliage areas

were drawn throughout tlx-

scene, as u ere tlx- rocks and
Ixjulders I also indicated tlx'

sbadoti areas on the

mountains in the

background llx'se details

although roughly drawn,

nt to guide me
when I painted in the colors

TIxa enabled me to

concentrate on the tones and
effects I n anted to achiei e in

tlx rendering I on can also

do this typt of underdrawing
uitb a bru light,

neutral ua
drawing tlx' ,



Step 3. Before

uith the col',)

decided to do a coloi

Tins important step mil he

useful when doing the

/Hunting Any preliminary

work, such as an accurate

pencil underdrawing or a
color sketch, will ensure a
more successful result The

simplest, fastest methodfor
doing preliminary t olor

sketches is to use markers on
layoutpaper. Notice that on
thispreliminary color sketch I

used very simple, hold strokes

to indicate the various tones

ofcolor in the scene. No
matter how simply or roughly

done, sketches canprove
invaluable You can easily

do two or three, then

compare them before making
a choice.

Step 4. To start the color

rendering, I wet the sky area

of the paper surface using a
aide, flat brush and clear

water. While the board

surface was still wet, I

washed in a turquoise color

with a number 7 red sable

watercolor brush. Painting

over previously dampened
areas ensures afairly even,

uniform tone of color. Next,

I painted the ground areas,

using tones ofyellow and
light brown. A mauve color

was then painted over the

mountain in the

background. Notice that

some of this tone has a hard

edge. The soft, blended

portion occurred where the

wash was painted over a
damp part of the paper.



Step 5. / mixed a tone of
u ater-sohtble ink—black,

brown, and a slight amount
ofyellow, then painted tins

color over tbe shadow area

on tbe hill at tbe left A
darker tone, which I created

by adding more black' to the

previous mixture, teas

painted over this, after

allowing tbefirst wash to diy

slightly so tbe tones did not

blend together Tlx- side of
tbe hill at the right it as

[Hunted using a brown tone

and tlx- mountain in the

background teas painted

blue, with some of the white

fkifh-r used OS areas covered

with snow I added a neutral

gray tone over tlx- central

background area I used a
medium-toned wash mixture

of brown and black to

indicate the bushes on the

sunlit hill in tbeforeground

Step 6. / mixed a dark

shadow tonefrom black and
a slight amount ofbrown I

painted this tone over tlx- hill

On tbe left and used dark

blobs and brushstrokes oftbe
same color to indicate the

details m the shadows while

tbe wash was still damp I

also rendered tlx- tree at tlx-

top ofthe hill andpainted in

tlx- shadows oftbe bushes on
tlx- sunlit hill While the wash
on tlx-foreground hi 11 was
still chimp. I painted m
various details such cv>

brushes, rocks, and
numerous ground textures

With tlx- same dark brown
tone. Ipainted the shadow
area on tlx- background
mountain and on the bright

fkitch ofground near tlx-

center oftbepicture



Step 7. Grass textures as well as more rocks and bashes

were painted into the shadow areas. In theforeground on
the right. I used small brushstrokes to indicate more grass.

TJje shadows under the bushes on the sunlit bill were

darkened with a wash mixture ofbrown and black and
smaller shadows and dots were indicated throughout the

area to simulate the ground texture, finishing the

rendering. Although the finishedpainting was not exactly

like the preliminary color sketch, it had been based on it

and is quite similar As I worked. I livened up the painting

by using more intense colors than were indicated on the

marker sketch. Tfie shadow areas in the painting were also

much stronger. Tlie color sketch served to give me a

direction, a point ofdeparturefrom which I was able to

develop the finished rendering This fresh, colorful

technique is suitable for painting just about any subject I

should mention that when you paint in washes, it is best to

work on a flat, level surface so that the washes don't run

down the paper. One reason this painting has afresh look

is that it was done simply I did not overwork it. which

could have resulted in muddy colors Drying washes can

befacilitated by using an electric hair dryer. Washes can

be partially dried, then painted overfor special <



Demonstration 23. I sini> Black Line and Colored Markers

Step l. Markers work well

on just alxuit any surface,

although very different effects

can occur depending on
bow theparticular surface

absorbs the medium An
excellent surfacefor markers

is tbe smooth surface.

although it reacts quite

differently to markers than

Other fxtfxis do For this

demonstration. 1 used a

different kind ofsmooth

suiface—scratcblxHird It

responds to markers the way
smooth hnstol boards do, but

it Ixis other interesting

qualities Tbe mam
advantage scratebboard bos

our other boards is tlxit its

surface can lx- scraped utth

a special tool to achieve

special effects '/his allows tlx-

artist to make simple

corrections I usedafine-
tapped markerpen for tbe

ikisic drawing

Step 2. The marker used for

tlx> drawing Ixul afine tip

with water soluble ink, which

wasperfectfor doing tlx>

basic drawing because tlx-

drawn lines would not

dissolve when permanent
markers were used 01 m
them After thesbadou tones

on tlx1 women u ere sketched

in I began to tuUl color by

using a yellow marker on tlx-

tlx- unman at tlx-

right To paint m tlx- colon. I

usedpermanent marker-,

tilth mult{faceted wedge

shaped nibs Many different

kinds of lines, as well as
large areas ofcolor, can lx-

rendered utth this versatile

nib I should mention tlxit

when you work utth

markers, remember to recap

tlx'm tightly after use to

prevent tlx> ink from drying

I s

v.
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Step .i. / flrfdi

colorpatterns on th<

women
magenta markers \n aqua
color was drawn on the cup
in the tub on the ground
Then I added light blue and
pink tones over the folded

sheets on the woman
and a bright yellow to ber

beadband On the center

woman's headband I used
sepia and blue Where tl>e

colors overlap, they combine
to create a shadow tone i

began to add the sepia color

to the flesh areas and used it

to color the can in the

foreground as well.

Step 4. When Ifinished

putting in theflesh tones, I

used a darker brown for the

shadow tones on the skin. I

added color to the bottles as

well as to the tub and the

can on the right side. I

accented the pattern on the

dress of the woman in the

center by adding a brown
color over the magenta. Then

I drew a smallpattern on the

dress with the red stripes. With

thefine-line markerpen, I

drew outlines around the

pattern.
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Step 5. To draw tlx- shadow
tones on tlx- dresses, I used a
number 6 warm gray

marker, adding these tones

very carefully Thefact that

tlx- murker ink is trans/xirem
made it cfuite easy to indicate

shadow tones over color

areas that show through the

tone Shadow tones uere also

added to t/x- cans and tub

on t/x' ground I used the

gray marker to draw in tlx-

shadow tones on thefolded

sheets on the woman's bead
at the left, then drew m t/x.

1

shadow tone on Ixr

bandana Next, l added tlx-

pattern on tlx- center

woman's bandana, using a

dark brown

Step 6. / dreu darkergray s

on thefolds ofthe women §

mtb a number 8
warm gray marker. The

shadows on theflesh areas of

the figures u ere darkened

with tlx- Mime tone You must

exercise great care when
drawing m thefiner

details—tlx-) are /*v

executed by drawing with tin.'

corner edge marker nm
Highlights litre added to tin-

flesh tones by dissolving some

ofthe color with a light gray

marker I used the same

method to create tlx- light

lines on thepattern ofthe

cenur woman 's dress On a

bard smooth surface light-

colored markers can lx- used

to dissolve darker toiler



Step 7. Since the drawing was done on scratchboard,

more details could be added by using the scraping tool.

Also, the edges of the drawing could be cleaned up by

scraping away the imperfections. The special toolfor this

fits into a pen holder and is used the way a pen is to etch

lines into the color tones. You can also remove large areas

of tone with this tool, but it is best to use it sparingly,

limiting the scraping to the addition ofa few white accents

or to clean up the edges of the drawing. Using the scraping

tool, I added white dots on the pattern of the center

woman's dress. I worked carefully because errors are

difficult to repair. Tiny lines were scraped over some of the

highlighted areas on the skin to brighten them still more.

Then the edges were cleaned up by scraping around most

of the drawing with the tool. T/jis interesting technique can
also be done usi>ig inks or other painting mediums instead

of markers. Scratchboard offers great possibilities for

experimentation also, since other kinds of tools and even

sandpaper can be used to create textures or to remove
areas of color. By working on a white background. I've

kept this demonstration subjectfairly simple Beginners

shouldfirst work against a white background. You can
attempt more difficult drawings later.



] Demonstration 24. Drawing with Colored Markers

Step 1. You can use markers

to do sketches orpaintings
u ids effects that resemble

watercolors, especially ifyou
work on paper with a rough
texture Markers are fast.

convenient took to usefor
painting, but tlx> results can
ran greatly, depending on
the type ofpaper On smooth
surfaces tlx> results are quite

differentfrom those you can

achieve on rougherpapers

On smoothpapers, lines and
tones are smooth ami flat,

on a rough surface, lines

would />e broken and tones

textured For this

demonstration. I used

markers on medium
surfaced illustration Ixxird I

began by doing the bask,

drawing with a number3
gray marker it is i>csr to do
tlx' initial drawing with a
neutral color

Step 2. / rendered thepale
blue on the sky area, tlx'ii

used //>£> same color on tlx-

water Both ton*

applied tilth c/uick/y drawn
strokes Because tin- marker
ink dries quite rapidly.

working quickly when
rendering larger an . ,

color ensures a flat, uniform

"lethmg to remember
ulx'n working on an
absorbent surface such ci\

this, is that t<jm-> appear
darker- tlxm tlx^ it ould on
border, smooth fxtfxr

surfaces On less absorbent
fxipery. not as much ink

s<xiks into the surface and
the cokes appear tighter

Only by working <>n various

papers will you understand

bow markers react to each

surface



Step s

on the hi.

worktn ,'tthat

the tone would dry <

CAs I hare mentioned, there is

thepossibility ofhard edges
forming between the drawn
strokes ifthey are drain i too
Slowly, causing an unsightly

linearpattern throughout the
tone ) Next, I added a very

light gray tone to the

adjacent building, using a
number 2 gray marker.

Step 4. / used a darker

number 5 gray marker over

the domes and roofs of the
buildings. Some of the
building details were drawn
with the same marker. I

painted a pale sepia color on
the building with bold

strokes, using the widestfacet

of the marker nib. I used the

same colorfor the lighter

tones on the gondola. These

tones appeared too strong at

this stage but would be

subdued andfit in better

when I added the darker

tones to the sketch.
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Step 5. To create thepattern

of the waves on the water

surfaces. I used a pale clue

color over the blue Boldfy

drawn strokes were used to

indicate the reflections on the

waves m theforeground and
the shadow under the

gondola On the left in the

background, I Mocked m the

shapes oftrees with the dark

green color I used a number

2 gray marker and a flesh

tone over the water area in

the background to simulate

the reflections When 1 later

added the accents to the

buildings, the reflections on

t/x> water would be darkened

further

Step 6. The scene hail taken

on the characteristics ofa
it atercolor {Hunting Both

markets and WOtercolors are

ideal for doing sketches like

this To add the darkest tones

I used a number ') gray

marker to draw in the rest of

tlx> gondola and the people I

did this by carefully drawing

with the sharp point on the

edge of the marker nib so the

details would be easier to

indicate With the lighter

number 6 and J grays, I

began to drau in the details

andshadows on the

buildings



Step 7. / drew the windows of the buildings with a number
9 gray marker. The reflections on the water were darkened
with the same marker Some of the dark areas in the

reflections were softened by using a lighter gray marker to

blend the edges I added darker tones to thefront of the

buildings to indicate shadows, using a number 6 gray

marker. Tfje near-black accents were added with the

number 9 grtiy. I applied a blue color to the domes on the

buildings and softened the edges of these tones with a
number 1 gray marker, helping to createform. We sketch

wasfinished, using only afew colors and simple marker-

strokes. TJje sketch resembles a watercolor because it was

done quite rapidly, using boldly rendered strokes without

much detail Like watercolors, markets should not be

overworked but should he handled in a very direct

manner Markers are idealfor doing simplified sketches it

is difficult to renderfine details or thin lines with the

wedge-shaped nib When you begin to use markets, start

out by first doing sketches with black and gray markers As

you gain confidence and experience, you can advance to

more complex subjects, doing them in color Your first

efforts should be done on a good-quality layout p
then try other surfaces.
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CORRECTING INK DRAWINGS

Yd can \n\ ws correct ink drawings by painting oul

unwanted areas with white paint, and then inking

over the paint when it's dry. However, this isn't the

most satisfactory way to change an ink drawing be-

cause the pen doesn't handle very well over paint.

especially it the paint is thick. The result usually

looks very messy The best way to remove unwanted
areas and lines is to use an ink eraser Most good-

qualit) illustration boards hold up well when you
use a fiberglass eraser The surface remains undam-
aged and new lines can easily be drawn back in. An
even taster, more efficient method is to use an elec-

tric eraser, with which you actually grind away a por

Whitepaint—like the {Tots

Newton gouachepermanent white m
the tulx' at upper left- can lx- used to

correct minor errors and to take oat

unwanted Unes hat it's usually

difficult to draw a er thepaint tilth

tlyepen. To tlye right ofthepaint is an
erasing shield, which can lw very

helpful when taking oul small areas

or when protecting adjacent areas

from damage ifyou using a

fiberglass or electric et xser The

electric eraser,far right is the best

method to usefor corre* ng ink

drawings Eraserplugs, i. ng infront

of the paint and shield, a> i c Ulable

m various grades and can

purchased singly or by t/x' I

t nderneatb theplugs is afk
eraser— it can he used on m
quality illustration fax/rds

tion of the illustration board surface. Erasing ma-

chines use eraser plugs that are available in various

grades to meet every erasing problem I usually use

the gray eraser plug tor removing ink lines and si >lid

black areas of ink. and the pink eraser plug—which
is less abrasive— tor taking out more delicate lines

and tor removing washes without damaging the

board surface so you can apply a new wash without

any problems The electric eraser is equipped with

an automatic switch that starts the motor when it's

tilted downward tor use. Its probably the handiest

tool I own It has saved many an illustration from

the wastebasket
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Try to put some life into the mechanical subjectsyou draw. Here I used a cat

playing with the crank handle to bring a little action to an otherwise static

picture. We brushstrokes in the headlights andfenders also helped loosen up the

mechanical rendering of this old Cheirolet.



] Demonstration 25. Using an Eraser Shield

[his is a very professional method for correcting ink drawings, it gives

a much better result than if white paint is used to correct mistakes

Step 1. Here is the drawing before it

was corrected— / wanted to replace

tl>e tent on 0x> extreme right uitb

somefoliage

Step 2. / used an erasing slneld to

remove the unwanted lines so thai the

adjacent lines wouldn't be damaged
Sometimes I go oivr an area two or

three times before all the lines are

erased and the area is clean Wx>n
you do this, take care not to grind

through the board surface to the

backing
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Step 3. / drew over the area again
ivis//) because the surface wasn't

m
Step 4. The corrected drawing looked

perfect—there was little evidence that

it had been reworked.
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I Demonstration 26. L
rsmg the Electric Eraser

The onrj wax to correct a wash drawing is by using the electric eraser

You can't do it b\ using white paint because the paint will dissolve

when you attempt to put a wash over n And a fiberglass eraser cuts

into the surface slightly, causing the new wash to go on unevenly.

Please note that a wash drawing can best be corrected when it has

been done on a high-quality illustration board, such as the Strathiriore

board used here

Step 1. / used the elecoic eraser with

a pink plug to remove the wash on Ae
man s pants I erased the area sa end
linn's until it u <is dean

Step 2. 77*' erasing shield minimized

damage to the adjoining areas
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Step 3. / used a drafting brush to

uifK' away the eraserparticles— it's

very important to have a clean hoard

surface whenyou apply the new
was/jes.

Step 4. / drew the outline hack in. Step 5. The new washes went on quite

evenly because the board surface

wasn 't damaged by the erasing.



] Demonstration 27. Correcting a Scratchboard Drawing

Scratchboard has a unique surface that allows you to scrape away un-

wanted areas It you do this carefully and don't scrape too deep, you
can easily re-ink the area and even cut in a texture or tone. If you
scrape off ten) much of the hoard surface, you damage the hoard

—

and
it s doubtful that you'll he ahle to save the drawing.

Step 1. Tliis illustration was Hearing

completion, but I duin t think tlx>

buildings and the sky m tlx' Hong
Kong scene were working properly

Tfx' buildings looked too crude, and
the lines in tlw sky were toofinefor
good reduction Since this illustration

was to be used in a variety ofsizesfor
newspaper reproduction, it had to be

rendered bold enoughfor good
reduction

Step 2. / taped a sheet of tracing

paper oter the illustration and made
a quick tracing of the area to be

corrected U7*77 / scraped out the

una anted area. J would naturally

lose my drawing By making this

tissue, I uas able to trace the drauing

back in after scraping the area clean
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Step 3. / removed the trot tng pafKr
and h raped the set tkm >>/ fa
drawing to be < orrected carefully with
a tt ran bboard tool Wen you do
this, be very cautious and don't scrape
too deep—make sure the surface

remains workable

Step 4. After the area was scraped

clean, I retraced my drawing with t

graphite tracing sheet and a stylus.

Step 5. // wasn't necessary to scrape

the inkfrom the island, since the

drawing in this area was basically

done by scraping white lines into the

black background. Ijust brushed ink

over this whole section. Then I waited

until the ink was thoroughly dry. since

clean lines can't be cut into wet or

even damp ink.



Step 6. / cleaned up the edge qfibe
aircraft by cutting with a scratdbboard

tool—Iguided tl\- tool with a curve

and triangle

Step 7. / scrapedhorizontal lines into

the land area using a Jsguore as a

guide Then l ruled a gray tunc into

the sky ana" allotted it to tin

Graduauy I built up die tones in tJ\'

bouses and buildings, putting m rlv

black dtadows and windows uuh a
brush

Step 8. After scraping clouds into tlx>

sfa I again decided to change l/xj

whole character ofthis section I felt

tlxit an n erall texture made up of
small brushstrokes would work better
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Step 9. Here's thefinal art—all the lines would hold up well even when they

were reduced to the size ofa newspaper ad. Reduction is often an important

consideration when doing advertising artwork.



TECHNICAL TIPS

1\ [HE chapter I'll discuss a variety of subjects

—

cleaning your tools, reference sources, camera
equipment, and making a graphite tracing sheet.

CLEANING YOUR TOOLS
Keep a rag handy for wiping your pen points clean

after you use them—an ink-encrusted pen wont
function properly. You can clean points for technical

pens with a pen-cleaning fluid that dissolves dried

ink. This solvent will also remove hard, dry ink on
brushes Be sure to clean your brushes after each

use also.

REFERENCE AND RESEARCH SOURCES
Many artists have a reference hie of clippings they've

taken and of magazine picture clippings covering

various subjects that they might need at a later date.

This is a good idea for you A fairly complete hie,

however, can take up a bit of r(x>m and requires a

certain amount of time to keep up to date My so-

lution is a combination of a very small reference file

and a good selection of magazines and books

stacked on steel shelves in the basement. I picked

most ofthem up at used-book stores. National Geo-

graphic, Sports Illustrated, Ladies' Home Journal,

McCalls, and old Life magazines are all very good
sources for finding reference material.

I also photograph subjects I may need at a later

date for illustration backgrounds. Photographs taken

at the airport, rodeos, air shows, and parades can be

invaluable if an assignment comes up that requires

this type of material. I make contact prints of these

negatives and hie them away. When traveling, I shoot

a great many 35-mm color slides and have found

them to be an excellent source of reference material,

especially for backgrounds.

Certain subjects, such as automobiles, ships, and
aircraft, are well covered photographically in many
books available in your public library. Some librar-

ies have extensive picture collections that are very

helpful for the artist. Since I'm very interested in

aviation, I have a very large collection of aircraft mag-

azines and books and can locate almost any aviation

subject needed. If you need photos of people, you
can shoot pictures of friends or members of your

Brushes should always be rinsed well

after use with ink or paint, and they

should occasionally be waslwd in

water with mild soap To wash a
brush in soap and cold water, ruh the

brush in soap and clean the brush in

the palm ofyour band until all tlye

dried ink particles are remoied When
you arefinished, rinse the brush

thoroughly in water Ifyou leaie ink

or paint to dry in a brush, the brush

may be permanently damaged.
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t.imiK Occasionally I'll set the camera on the sell

timet and shoot pi< turea ol mysell In the poses re

quired You can also hire professional models

through model agencies the agencies have com
posite hooks itom which various types oi models

can be pl< ki'd

There are firms that specialize In sunk photo

graphs, and the) have thousands <>i photographs

available on countless subjects And frequendy, used

hook and magazine stores can) old Hollywood
movie promotion photographs taken from the films

You can find great shots of cowboys, battle scenes,

old ships, and Other oddities in these promotion

pictures. Another source oi reference for certain

subjects is the hobby shop l lobby shops carry main

finely detailed plastic model kits of aircraft, tanks,

automobiles, ships, Submarines, and guns Alter you
assemble these models, you can photograph them
at any angle All this may sound like a lot of effort,

but finding the proper reference is really worth

whatever work is necessary. You can't simply guess

or try to remember what a certain subject looks

like—you must know.

I have to photograph much of the reference ma-

terial I need specifically for particular assignments.

Many times it's much easier to shoot the reference

photos than to look through hundreds of magazines

for a certain subject. And if you're a working illus-

trator, your clients may be able to furnish good ref-

erence photographs of their products.

CAMERA EQUIPMENT
For a great deal of my picture taking, I use the Po-

laroid 180 camera. This is an excellent camera, and

I was fortunate to find a used one in very good con-

dition. This model is without the automatic elec-

tronic exposure control found on many instant pic-

ture cameras— I prefer to alter the exposure if

necessary. The great advantage of the Polaroid cam-

eras, of course, is that you get instant results.

For most of my general photography, however, I

prefer my Nikon FTn, an excellent, very rugged cam-

era. This camera has operated flawlessly in jungles

and deserts and under other extreme climate con-

ditions. I prefer the 35-mm format because it offers

a great range in the selection of available films—you

can get 35-mm color slides as well as both 20 and

36 exposure rolls. Also, you can view directly

through thepii him- taking lens and see exactly what
you'll get The Nikon iTn Incorporates a through-
the lens meter/finder and has shutter speeds from
one full second to I 1000 of a second. I've enjoyed
excellent performance from this camera and con-
sider it to be one of the finest on the market. My
lenses consist of a 55-mm f/1.2, which is an ex-
tremely fast lens—very good for taking pictures un-
der poor light conditions; a 24-mm wide-angle; and
a 1 35-mm telephoto lens. I find the 24-mm wide-
angle lens perfect for most subjects, such as people,
buildings, marketplaces, and panoramic shots. The
telephoto, a moderate 1 35-mm, is sufficient for most
long shots, perfect for shooting pictures of wild
game on an African safari. I use my 2x lens extender
with the telephoto when I want to convert it into a

more powerful lens. The extender converts the 135-

mm lens into a 270-mm with excellent results.

When I don't want to carry around a heavy load

of camera equipment all day, I take my lightweight

Rollei 35. This is a compact, full-frame 35-mm cam-
era that is a precision piece of equipment, capable

of taking excellent pictures. Its lens is a relatively

slow f/35 and is not interchangeable. However, it is

sufficient for average outdoor lighting conditions.

The Rollei has a built-in light meter and shutter

speeds of 1/2 second to 1/500 of a second. This is

the smallest full-frame 35-mm camera made.

Another very interesting camera is the miniature

Swiss-made Tessina, which measures 2 5
/s" x 2" x

1" (7.69 x 5.1 x 2.54 cm). It uses 35-mm film in

special cartridges with up to 24 exposures. The neg-

ative size is 14 x 21mm rather than the standard 35-

mm negative size of 24 x 36mm. The Tessina has a

25-mm f/2.8 lens and shutter speeds from 1/2 second

to 1/500 of a second. The spring motor-driven film

transport also cocks the shutter, enabling you to take

pictures very rapidly—you can make excellent blow-

ups from this camera's sharp negatives.

The Robot Royal incorporates a rapid-wind spring

motor that permits taking pictures in rapid se-

quence. You can shoot up to five to six photos per

second and take twenty exposures without rewind-

ing. It's a great camera for taking pictures at auto

races or sports events.

There's a great variety of camera equipment on

the market—the cameras I mention here are just a

few of the ones I've used over a period of years.



GEO Demonstration 28. Making a Graphite Tracing Sheet

The most widely used method for transferring sketches and drawings

to illustration board is to use a graphite tracing sheet, which is similar

to the carbon paper used in typing. To use the graphite tracing sheet,

tape your drawing ( done on tracing or layout paper) to the illustration

board, slip the graphite sheet in between, graphite side down, and
trace the drawing onto the illustration board with a stylus or a hard

pencil.

Step 1. Got er the surface ofgood-

qualm tracingpaper, 1-4" x IT
(35 56 x 43 is cm), or larger ifyou
prefer, cornpletefy withgraphite by

nibbing r/x' sheet uith a 4H or 6B
graphite stick
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Step 2. Dampen a wad ofcotton with

liestiue a soli cut usedfor thinning

rubber cement Be careful not to

Saturate the cotton since the solvent

may wash (begraphite away and you

would /muc to recoat t/x' paper.
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sup v Rub the dampened cotton

ova the graphite, dissolving it into a
smooth and even black tone You may
bat/e to go over the whole area in o or
three times to achieie an even tone.

Step 4. Once the surface has an even

black tone, rub over the whole sheet

with afresh piece of clean, dry cotton.

This will remove any excess graphite

andproduce a harder surface that

minimizes smudging.

Step 5. Place the completed graphite

tracing sheetfacedown between your

drawing and the illustration board

surface, and trace the drawing with a

stylus or a hardpencil, such as a 4H.

When properly prepared, the graphite

sf)eet willproduce clean black lines.

While tracing your drawing, be sure

to lift the sheet occasionally to check if

you've missed any lines. After the

tracing is completed, you can redraw

or correct any errors before starting

the inking.

You can use this same method to

trace photostats ofphotographs onto

illustration board, fust coat the back

of the photostat with graphite and go
through the same process untilyou

have a uniform, solid black tone.

Tape the photostat to the illustration

board and trace it with a stylus.
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CONCLUSION

First, be m re to study all the technique examples and

Step-by-Step demonstrations. Go over these exam-
ples carefully until you understand how the\ were
done. The step-by-step demonstrations are espe-

cially important because you can study the drawings

at their various stages. At first, the diverse number
of technique examples may seem confusing, but as

you study them, you will begin to understand how
they were done. Even the differences in styles will

become more apparent as you develop your draw-

ing skills.

When you begin working with the techniques,

don't work on several at a time. Stick to one tech-

nique until you feel you have mastered it. Then go
to another one. Also, practice all the exercises as I

have suggested, for they will provide background for

later techniques. They will also familiarize you with

the various drawing tools and paper surfaces.

When you attempt any of the techniques, be sure

to begin with simple subject matter And keep your

drawings small until your skills are developed. This

way you won't become discouraged, and you will

progress rapidly. After you feel at ease with simpler

techniques, progress to more complicated ones.

I cannot stress enough the importance of practic-

ing often. If you were learning to play the piano, you
would practice a great deal. The same holds true for

drawing or painting. Also, it is advisable for you to

enroll in a basic drawing or life drawing class. Many
schools offer such classes in the evenings or on Sat-

urdays. Working with a competent an instructor will

be very helpful. Meeting other art students is also

important, for it will give you the opportunity to see

others work and to discuss an with people who
share your interest. Try to expose yourself to as

much an as possible. Go to galleries and museums,
where you can study drawings and paintings. Such
trips can be quite stimulating and inspiring.

There are also many books and magazines on an,

which can be found in your local library. You might

even want to purchase a few gcx)d books for handy

reference material Everuhing you see and read

about an will help you develop as an artist.

Remember what I said about discipline—it is an

extremely important part of being an artist. You must

be self-motivated.

Drawing—especially learning how to draw—may
seem at first appearances to be quite a chore. But if

you kx)k at it as a wonderful learning process, a very

new world may open up for you. If you are deter-

mined and work hard, you may be pleased to see

much progress in a relatively short period of time.

For this reason, it is a good idea to keep all your

drawings and sketches so that you can compare your

earlier work with later endeavors. You will have an

actual record of how far you've progressed over a

period of time.

Drawing is a pleasure, which you will discover as

you progress and develop an ease of accomplish-

ment. At the beginning, it can be tough, but when
some of the mystery is taken out of drawing through

your own experience and developing expertise,

drawing will increasingly seem a pleasure and a chal-

lenge you look forward to.
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Acrylics, 125-27

Along Kandy Lake, 97

Balinese Children, 88
Banana Girl, Besakih Market,

Bali, 98
Besakih, Bali, 99
Blended-tone technique, 57, 71

Boulevard St. Germain, Paris, 53
Bristol board, 16, 107. See also

Paper

Brushes, 130, 142, 148, 149,

156-57, 251

and pen, 198-207

Brush line techniques, 190-97

Camera equipment, 251

Charcoal pencil, 12, 70-74,

78-79

China marking pencils, 15

Church at Vezelay, 84, 85
Cleaning tools, 250
Color, using, 96-127

Colt, The, 109
Conte crayon, 15

Contour-line technique, 56

Crosshatching, 41, 161, 171, 183,

184-89, 191, 194-97

See also Hatching

Crowquill pens, 178, 182-83

Decorative line, 64, 66-67

Decorative line-tone, 85

Decorative tone, 76-77, 84, 86,

89,99
Denpasar Market, 67
Dissolved-tone technique, 57, 8

92-93, 97, 101, 102

Drafting tools, 138

Drawings

correcting, 240-49
preserving, 130-31

simplifying, 162

See also Techniques

Drawing surfaces, 23. See also

Materials; Paper

Drawing table, 23

Dyes, 119-21

Erasers, 16, 175, 240, 244-45

Eraser shields, 242-43

Fixatives, 16, 130-31

Gouache, 122-24

Graphite pencil, 12, 52-69

Graphite sticks, 15

Graphite tracing sheet, 252-53

Grav value, 163

Hatching technique, 88, 91,

161, 170-75

See also Crosshatching

160,

Impressionistic line and tone,

103

Inks, 119-21, 135, 138, 211,

224-31

Kandy, Sri Lanka, 87
Kongoni, 100

Layout paper, 16

Life, drawing from, 131

Lighting, 23

Line

and color, 110-13

pen-point, 136-37

and shape, 144

techniques, 178-89

and texture, 145

types of, 145-48

Line and tone technique, 56, 143

Line-tone technique, 56, 68-69,

85

Loose-line technique, 56, 82

Lucky de la Petite Sologne, 121

Markers, 138, 149, 158-59, 210,

232-39
Materials

acrylics, 125-27

brushes, 130, 142, 148, 149,

156-57, 198-207, 251

cameras, 251

cleaning, 250
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drafting. 138

drawing surfaces, 23

dyes, r19-21

erasers, 16, 175, 240,244-45
cra>cr shields. 242 13

fixatives, 16, 130-31

gouache, 122-24

inks. 119-21. 135, 138, 211,

22-4-31

lighting, 23

markers. 138. 149, 158-59,

210.232-39

masking tape. 15

oil crayons, 122-24

pastels. IS

pens. 134-38, 142, 149,

150-55, 178

sandpaper block, IS. i

sketching. 134

stum;

X-acto knife, 16, 128

see also Paper; Pencils.

Technical tips

Michigan Farm, 60
Misty, 82
Montmartre, 102
Mont St MtcM. 79, 106

Nevada Dawn, 127

Oil crayons, 122-24

Paper

bristol. 16.60. 107

charcoal. 1

common, 139

comparing types of, 17

hot- and cold-pressed. 16

for ink. 138, 175, 2os. 222-21

layout. 16

newsprint. 16

printing. 23

rough. l4l

smooth. 140

soluble. 114-17

textured. 104-6

toned. 222-21

tracing, 16

visualizing, 16

watercolor, 16

Paris Bird Market, 103
Pans Mood, 101

Pastel pencils. 70, 75-77
pastels. IS

Pencils

charcoal, 12. 70-74, 78-79

China marking. IS

color, 104-9. 119-21. 122-24,

125-27

graphite. 12. S2-69

pastel. 70, 75-77
sharpening. IS, 16, 128

water-soluble, is. iu-17
wax-type, 12. 15.80-8"

Pens

brushes and. 198-207
crowquill. 178, 182-83

marking, 138. 149, 158-59,

210,232-39
technical, 134. 138. 178, 180-

81

types of. 134-38

pen strokes see Stroke

techniques

Photographs, drawing from. 48.

49. so. si. 131, 163, 1

165, 184-89. 19S. 2S0-S1

Place de I'Ania. 8
Place des Yosges. "6, 77
Pont .Ye///; 81

Quai de Bourbon, 61

Realistic line, 82, 102

Realistic tone

blended. 98

dissolved, 97

rendered. 61, 74

smudged, 60, 61, 75, 78-79

Reference sources. 250-51

Reflections, 83
Rendered-tone technique

"4.81. 83

Rodeo at Hillside. Michigan,

64-65
Rooster, "5

Ruling lines. 14". 161

Sailboat, Like St Clair. 71

sandpaper block, IS. 16, 128

Sandra. 118
Scratchboard. 208, 214,217,

218-21,232,235,246-49
Scribbling technique. 88. 90, 210
shapes. I44

Sharpening pencils, IS. 16, 128

Sketch technique. S6. 168-69

Smudged-tone technique. 57,

S8-S9, 60. 66-67, 75,

76-77, 78-79
Soluble pencils. IS. 114-1"

Street Market. Rue Mouffetard.

58-59

Stroke techniques

broad. 25, 32-35
ink. 142-59

parallel. 2S

texiural, 26

thin. 25, 28-31

varied. 25, 36-39, 161. 176-77

Stumps, 23

Subtractive technique, 88. 94—95
Sukri, 74. U4
Supplies. See Materials

Taboret, 23

Tavis. 62, 63
Technical pens. 134. 138. 178,

180-81

Technical tips, 128-31. 250-53
Techniques

blended-tone. 57, 71

brush, 190-9", 212

comparing, 56-57, 88-95

line. l"8-89

rendered-tone. 5". 61, "4. 81.

83

scribbling. 88, 90, 210

sketch, 56. 168-69

smudged-tone. 57, 58-59, 60,

66-67, 75, 76-77, 78-79

stroke. 142-59

subtractive. 88, 94-95

tonal, 160-""

Texture. 26. 164, H2
Tonal Studyfor a Pencil

Drawing, 64
Tonal techniques. 160-""

Tone
building. 40-4". 54-55. "2. "4.

75, 219

simplifying. 48-51, 164-65

Tone technique, 56

Tools. See Materials

Value, 50. 51.60, 161, 163-6"

Visualizing paper, 16

Wash. 110-13. 160.224-2".

229-31

Watercolor, 110-13

Watercolor papers. 16

Water-dissolved technique. 57,

86,99
Wax pencil. 12. IS. 80-8"

Wooded Area Sear I.e Mans. 27
Working Elephant. Sri Lanka, 69

X-acto knife, 16, 128





Pencil Drawing
MATERIALS AND TOOLS

STROKE TECHNIQ1 ES

BUILDING TONE

SIMPLIFYING TONES

EXPERIMENTING WITH GRAPHITE PENCIL
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COMBINING PEN AND BRI SH
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