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OPENING CHAT 

DEAR READER: fort. I do not contend that anyone can draw or 
With the wonderful response given my earlier paint. I do contend that anyone who can draw or 

efforts, I believe that through this volume I shall paint can do it better with more knowledge to 
he greeting many of you as old friends. The ac- work with. 
oeptance of my last book, Figure Drawing for All Let us assume, then, that you have ability you 
It's Worth, has encouraged me to continue, for wish to put into practical channels. You want to 
there is still much worth-while knowledge in the know how to set about it. You want to paint pie-
field of illustration, beyond the actual drawing of tures for magazine stories and advertising, for 
figures, that can be set fm·th. It is one thing to billboards, window displays, calendars and cov-
draw the figure well, but quite another to set that ers. You want every possible chance for success. 

· figure into a convincing enviromnent, to make it Let us not be under any i11usions. At the start I 
tell a story, and to give it personality and dramatic must admit that there is no exact formula that 
mterest. In short, the figure means little as a good can assure success. But there a:r:e unquestion-
drawing only. It must accomplish something- ably forms of procedure that can contribute a 
sel1 a product, or give realism and character to a . great deal toward it. Such a formula might be 
story; its personality must so impress the beholder possible if the character, technical appreciation, 
that he is moved to a definite response emotion- and emotional capacity of the individual were not 
ally. so much a part of the ultimate results. For that 

My purpose is to present what, in my experi- reason, art cannot possibly be reduced to exact 
ence, have proved to be the fundamentals of illus- formulas devoid of personality. Devoid of per-
tration. To the best of my belief, such funda- sonality, creative art would have little reason for 
mentals have not been -organized and set forth existence. In fact, the indiyidual expression is its 

before. So I have attempted to assemble this greatest value, the thing that forever lifts it above 
much-needed information, husting that my own picture-making achieved by mechanical means. I 
eHorts in the active fields of illustration qualify shall not presume to quarrel with the camera. Rut 
me to do so. I shall try to make clear the funda- I contend that even with all its mechanical per-
mentals that apply to the whole pictorial effort fection, the real value of photography is in the 
rather than to specifac draftsmanship of the figure individual perception of the cameraman and not 
or other units. I shall ~ssume that yo1;1 can already in technical excellence alone. If art were only per-
draw with considerable ability and have some feet.ion of precise detail, the camera would dis-
background of experience or training. In this . pense with the need for artists. But until we have 
sense the book will not be built around the early a lens endowed with emotion and individual p~r-
effort of the beginner, nor is it for those interested ccption, or having the power of discriminating 
only in drawing as a hobby. It wil1 be for those between the signmcant and the irrelevant. the 
having a bona fide desire for a career in art and artist will always dominate the situation. The 
·the determination to give it all the concentration camera must accept the good with the bad, take 
and effort such a career calls for. Success in art is it or leave it-must reproduce the complete un-
by no means easy, or a matter of puttering at it in emotional and literal appearance of whatever is 
odd moments. There is no "gift" or talent so great placed before it. 

; that it can dispense with the need for fundamental May I impress upon every reader that illush·a-
lmo~ledge; much diligent practice, and hard ef ~ tion is life as you perceive and interpret it. That 
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OPENING CHAT 
is your heritage as an artist and is the quality rector prefer a photo to a well-executed painting. 
which will be most sought for in your work Try The difficulty lies in getting the painting or draw-
never to lose it or subordinate it to the personality ing that is good enough. 
of another. As far as yon and your work are con- If we are to carry our craft forward, increasing 
cerned, life is line, tone, color, and design-plus the volume of good art to anything like the pro-
your feelings about it. These are some of the tools portionate use of photography or meeting the 
with which we all work and which I shall try to indisputable demand, it will not be through 
enable you to use. You will work with these tools the imitation of photography, nor even through 
as you see flt, but my hope is that from this book greater technical ability. It will come through 
you may gain added knowledge of how to use the greater scope of the imagination on the part 
then1. of artists. It will come also through greater tech-

Throughout my own early career I felt an ur- nical freedom leaning away from the merely pho-
gent need for just this kind of heJp. The need is tographic, and through greater individuality. To 
still evident, and I have taken the problem upon try to compete with the camera on its own ground 
myself. My ability as an author can be set aside as is futile. We•canuot match its precision of detail. 
of little importance. We have the common ground For straight values and local color ( which we will 
of knowing that the things I shall attempt to talk hear more of, later) there is little we can add. 
about a.re of tremendous importance to both of But for real pictorial worth, the gates are wide 
us, to our mutual suc<.-ess-since I intend to re- open. 
main as active as possible in the field. I wish you You may be certain that the greatest pictorial 
to succeed as much as I wish to succeed myself, value lies in all the things the camera cannot do. 
for the sake of our craft, which is more important Let us turn our attention to design, looseness and 
than we are. freedom of technical rendering, character, drama, 

If illustration is expression, it becomes a trans- inventiveness of layout, the "lost and found" of 
position of thought. So it is thought transposed to edges, subordination of the inconsequential, and 
an illusion of reality. Suppose I speak of a man accentuation of the important. Let us incorporate 
with a face as hard as flint. A mental image is con- the emotional quaJities so sadly lacking in photo-
jured up in your imagination. However, the image graphic illustration. Let our product be as differ-
is not yet sharp and clear. This quality of hardness, ent from the photo as our individual handwriting 
a subconscious iuterpretation you feel, must be is from printt!d type. If we make the drawing, the 

combined with realism. The result will not he a values, and the color sound and convincing, from 
copy of a photo nor of a living model. It is a there on we need not compete. From that point 
transposition of your individual conception to a on there is nothing to stop us, and from that point 
face. You work with your tools of line, tone, and on the public actually prefers art to photography. 
color to produce that quality. Devoid of feeling, The drawing, values, and color are only the 
you <..'Ould hardly paint that head. stock-in-trade, the jumping-off place. That much 

Drawing for mere duplication has little point is expected and taken for granted. What we do 
to it. You may do it better with your camera. beyond these will determine how far we go in 
Drawing as a means of expression is the justifica- illustration. 
tion of art over photography. Art directors have Drawing as drawing alone is not too difficult. 
told me that they use photography only because Drawing, for the most part, is setting down con-
of the mediocrity of available artists. The demand tour in <.'Orrect proportion and spacing. Spaces 
for good work far exceeds the supply. Therefore can be measured, and there are simple ways and 

commercial art has had to lap over into photog- means of measuring them. Any old line around a 
raphy as the next best bet. Rarely does an art di- contour may be correctly spaced. You can square 
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OPENING CHAT 

oH copy, measure by eye, or project it, and get 
~at kind of drawing. But real drawing is an inter
.pretation, selection, and statement of a contour 
with the greatest possible meaning. Sometimes 
drawing is not the actual contour at all, but the 
one that will express the grace, character, and 
charm of the subject. Until the artist begins to 

. think in line, think of expressing in this way the 
things he wants to say, he has not elevated him
seH much beyond his pantograph, projector, or 
other mechanical devices. How can he hope to be 

· creative if he depends entirely upon them? Re
sorting to their use in place of drawing for self
expression is a confession of lack of faith in his 

. ability. He must realize that his own interpreta
tion, even if not quite so literally accurate, is his 

analysis of his work, for your analysis might be 
better than mine. Method and procedure are the 
only sound basis of teaching, for without them 
creative ability has no d1ance. I dare not incor
porate even the work of contemporary illustra
tors, since each would be infinitely more quali
fied to speak for himself. I shall leave out all past 
performances of my own with the rest, for we are 
not as interested in what I have done as in what 
you are going to do, working with the same tools. 
There is but one course open for me if I am to stay 
on solid ground, that of sharing my experience 
with you for whatever value it has. You will thus 
have the chance to select what is of use to you, 
and to discard that with which you do not agree. 

only chance to be original, to excel a thousand The art of illustration must logically begin with 
others who also can use mechanical devices. Even line. There is so much more to line than is con-
a poor drawing exhibiting inventiveness and some ceived by the layman that we must start out with 

· originality is better than a hundred tracings or a broader understanding of it. Whether con-
projections. sciously or not, line enters every phase of pictorial 

HI am going to give you information of value, effort, and plays a most important part. Line is the 
it must come from actual practice and from con- first approach to design, as well as the delineation 
tact with the actual field. Naturally I am limited of contour, and ignorance of its true function can 
to my own viewpoint. But, since the fundamentals be a great impediment to success. So our book 
that go into my own work are for the most part will start with line. 
the same as those used by others, we cannot be Tone comes next. Tone is the basis of the ren-
too far from a common goal. So, I use examples dering of form in its solid aspect. Tone is also the 
of my work here, not as something to be imitated, basis of a three-dimensional effect of form in 
but rather to demonstrate the basic elements that space. A truthful representation of life cannot be 
I believe must go into all successful illustration. made without a clear understanding of tone. Line 

. By showing you the means of expression rather and tone are interdependent, and this relation-
. than the expression itself, I leave yon free to ex- ship must be understood. 
press yourselves individua11y. To line and tone is added color. Again the re-

My approach will strip itself as far as possible lationship becomes inseparable, for true color 
from the theory of imitation as a means of teach- depends almost entirely upon good tonal or value 
ing. For this reason the approach must vary con- relationship. We may draw an illustration in line 

· siderably from the usual art text formula. \Ve only, audit stands complete pictorially. But the 
shall have no examples of Old Masters, for, minute we go beyond line as contour only, we 
frankly, what methods and procedures they used start to deal with light and shadow, or tone. We 
are virtually unknown. You can see great pictures are therefore plunged immediately into the com-
everywhere; you probably have your files full of plex laws of nature, since only by light and 
tµem. Unless I could tell you how an Old Master shadow, or tonality, is form apparent to us. The 
arrived at his. great painting, I could add nothing step from tone to color is not nearly so great, 
of value. I cannot presume to give you even an since the two are closely related. 
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OPENING CHAT 

Granted that we can comprehend the basic 
fundamentals of line, tone, and color, there is still 
more to encompass. AH three must be united to a 
pictorial purpose. There arc arrangement and 
presentation, even more important than the sub
ject matter. There is organization of area and 
tonal mass or pattern in order to create good pic
tures. To these ends we shall work. 

Beyond the technical rendering comes the dra
matic interpretation. In the final analysis the il
lustrator is holding a mirror to life, and expressing 
his feelings about it. He may paint a pot of flowers 
beautifully, but it can by no stretch of the imag
ination be called an illustration. Illustration must 
encompass emotion, the life we live, the things 
we do, and how we feel. So we shall devote a part 
of the book to the "telling of the story." 

If we are to illustrate, we must create ideas. 
Illustration deJves into psychology for basic ap
peals, to create ideas that must reach into the 
personality of the reader, compelling definite 
responses. We need to understand the develop
ment of ideas as the basis of advertising, too, so 
that our work may find a market in that field, and 
be suited to its special needs. Therefore a part of 
the book will be given over to this subject. · 
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Finally, we must separate the various nelds into 
a variety of approaches, each tuned to its partic
ular purpose. In each field there is an individual 
basic approach which the successful artist must 
know. To do an outdoor poster is one thing, and 
a magazine ad another. All these points I hope to 
make clear. 

There is the matter of experiment and study, 
which can contribute so little or so much to your 
ultimate success. This can assure freshness and 
progress in your work as can nothing else; it is 
the thing that lifts you out of the rut of daily rou
tine, and places you head and shoulders above 
your associates. It is the biggest secret of success. 

I have searched out to the best of my ability 
the workable truths. I have organized these into 
what I shall call the "Fonn Principle." Within this 
is the whole basis of approach to the material of 
this book. These truths have existed long before 
me, and will continue ever after. I have simply 
tried to gather them together. They are the things 
which are present in all good art, and should be a 
part of all that you do. They spring from the laws 
of nature, which I believe is the only sound basis 
for a book of this kind. So let us get on with our 
work. 



THE FORM .PRINCIPLE 
AS A BASIS OF APPROACH 

No MATIER what subject the artist uses or what day, produces an effect of softness and subtle 
medium he works in, there is but one solid basis gradation of light to dark. In the studio the same 
of approach to a realistic interpretation of life- relative effects are produced by artificial light for 
to the representation of the natural appearance definition and by the natural north daylight for 
of existing forms. I cannot lay claim to being the the soft gradation. 
first to perceive the truths which underlie this The direction or position of the light source, 
approach. You wiJI find them exemplified in all then, determines what planes shall be in the light, 
good art. They existed Jong before me, and will halftone, or shadow. Texture is more appal'ent in 
continue as long as there is light. 1 shall attempt a direct or bright light than in a diffused light. The--· 
only to organize these truths so as to make them planes of the form are also more apparent in bril-
workablc for you in study and practice, in every- liant light. 
thing you do. To the organization of these basic This brings us to the next truth: 
truths I have given a name: the Form Principle. The lightest areas of the form will be within 

This principle is the basis for everything which those planes lying most nearly at right angles to 
will he discussed in this book; and it is my hope the direction of the light. The halftone 1llanes will 
that you will adopt it and nsc it for the rest of your be those obliquely situated to the direction of the 

lives. Let us start out by defining the Form Prin- light. The shadow planes will be those planes 
ciple: lying in or beyonll the direction of light so that 

The Form Principle is the rendering of form as the light of the original source cannot reach them. 

to its aspect at any given rnoment with regard The cast shadows are the results of the light hav-
. to its lighting, its ~·tructure and texture, together ing been intercepted, and the shape of sttch inter-
with its true relationship tu its environment. cepting form is projected to other planes. In dif-

Now let us see what this means. Any pictorial fused light there is little or no cast shadow. In 
effect that will present a convincing illusion of brilliant light or direct light there is al-ways cast 

existing form must do so first by the rendering of shadow. 
light on that form. \-Vithont light, as far as we So you will see that the kind of light immedi-

. are concerned, form ceases to exist. The first truth ately has to do with the approach to your subject 
of the Form Principle that we are concerned with and the ultimate effect. Having less definition, the 
is: diffused or over-all light will be most difficult. For 

It must be determined at once what kind of "snap," take direct light. For softness and sim-
lightweareworking with, for it~ nature ancl quul- plicity, use sky light. Direct light produces con-
ity and the direction from which it comes will trast, sky light produces closeness of value. 
affect the entire appearance of the form. Direct light produces much more reflected 

If it is impossible: to render form without light, light, and this is most apparent within the shad-

then it follows thatthe nature of the form becomes ow. The amount of ref/.ected light reaching the 
visible because of light. A brilliant light produces shadow will determine its value. Everything upon 
well-deflned lighl, halfloue, am.l sha<luw. A <lif- which the light fall~ becum,e~ a ~ecundury ~uurce 

fused light, such as the light of the sky on a grey uf reflected light and will light shadow planes in 
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THE FORM PRINCIPLE 
the same manner as the original source, being Faked lighting breaks down every other good 
brightest on the planes at right angles to such quality. 
refiected light. All things represented within a given light 

Light can operate in only one manner. It hits bear a relationship of tone and value to one 

the top planes squarely and brightly, then slides another. 
around the form as far as it can go. However, in If this relationship is not maintained, then the 
the shadow, the source being of less brilliancy, form cannot be true. Everything has its "local" 
refiected light can ne-ver be as light as the original value, that is, its surface tone appears to be some- . 
source. Therefore no area in the shadow can be as where in the scale from black to white. Bright 
light as the areas in the light. light can raise the value, and dim light can lower 

More art falls apart for this reason than for any it. But the light raises or lowers all other surround-
other. Both light and shadow areas must be sim- ing values correspondingly, so that the value of 
plified and painted in the fewest possible values. the subject holds a constant relationship to other 
The object is to make all the lighted areas hold values. It will remain, in any light, so much lighter 
together as one group, as opposed to the shadow or darker than its neighbors. For instance, a man's 
areas as another group. If the values of the two shirt may he so much lighter than his suit. In 
groups are not thus separated and held apart, the any light this relationship holds good. Therefore, 

subject is bound to lose solidity and form, no mat- whether in deep shadow or bright light, we can-
ter how well modeled and how well drawn. Much not change the value difference between the two. 
of the reason for pictures' falling apart is also The object is to raise both or lower both but to 
becau'ie simple light and shadow is not given a keep the approximate difference. The relation-
chance. Such relationship is destroyed by insert- ship of things to one another will be the same 
ing several sources of light. Thus where halftone always, either in light or in shadow. 
and shadow should be to give the true character A single source of light is best for our purpose 
of the form, it is lost by other lighting, and the and produces the best effect pictorially. This also 
values become a hodgepodge of middle tones, gives us reflected light. We can use a reflector 
highlights, and accents. There cannot be a white ( usually a white board) to reflect the original 
in the shadow area. There can hardly be a pure light with beautiful effect. This, when working on 
black in the light area. A safe approach is to make the shadow side. 
all the areas in the light a little lighter than you Relationship of value,<J is mm·c cor1'iict in natu-

think you see them, and all the areas in the shadow ral light than in any other. 
a little darker. You will probably come out with a Sunlight and daylight are the perfect lights for 
better thing than the other way round. true rendering of form. You simply cannot beat 

All forms within your picture should appear to them with all the trick lighting possible. 
be lighted by the same source and be lighted con- Overmodeling comes from incorrect values. 
sistently with one another. If, to make the form go round, we exaggerate 

This does not mean that light cannot travel in the values, we use up the rather limited range be-
different directions, such as the light around a tween black and white, so we do not have left 
lamp, the light of two windows, reflected lights, the proper and lower values for the shadow. The 
etc. But the light must be a true effect of light, picture becomes dull and lifeless, since we have 
such as sunlight, sky light, moonlight, twilight, used values that do not belong to the light and 
artificial light, etc., in its real effect and relation- could not be in relationship. The opposite is true 
ship. There is only one way to get this right. Do it when we put lights into the shadows that could 
by studying from life the true aspect, or take a . not be, destroying the big relationship between 
photo which will give it to you. It cannot be faked. the whole light and the whole shadow. 
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THE FORM PRINCIPLE 

The big form makes the sub;ect carry and ap
pear solid, not the incidental surf ace forms. 

Many of the small and intricate forms must be 
subordinated to keep the big form solid. Folds, 

for instance, can ruin the effect of underlying 
form and break it up. Draw only the folds that 
express form and the natural drape of the mate

rial, not every fold just because it is there on the 

model or in the copy. 
The best pictures run to a few simple values. 
This will be taken up later on. 
The desi.gn makes the picture, not the suh;ect 

or material. 
Almost any subject can be used with charm 

through the help of design and arrangement. 
Presentation is more vital than subject matter. 

The same form may be presented with great 
variety by a careful arrangement of lighting. Just 
any light will not do. It must be the best of sev
eral experiments. 

A landscape beautiful in early morning or eve

ning light may be dull and uninteresting ,tt noon
day. A charming head may be ugly in bad light
ing. The best plan is always to choose the lighting 
that tends to big simple form, not form too broken 

up in light and shadow. 
Light and shadow in itself produces design. 
The plainest of subjects can he made artistic 

by weaving patterns of light and shadow through 

it. 
Value relationships between ob;ects produce 

design. 
For example, a dark ohject placed against a 

· light one, and both against a grey 6dcl, would he 

design. Units may be placed against dose values 
or contrasting values, thereby getting subordina
tion in the first instance and accentuation in the 

second. The planning or composition of the sub
ject is really dealing with the relationships of 

the values of certain units as combined with or 
opposed to others. This results in "pattern," and 
can be further combined with lighting. 

All pictures are fundamentally either arrange-
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ments of lights, intervening tones, and darks, o-t 
else linear arrangements. 

You cannot avoid making your subject either 
a tonal slalemcnt or a linear statement. You can 

combine both, hut you cannot get away from one 
of these. If you do not understand tonal relation
ship you cannot secure a feeling of "existence." 

Line is contour; tone is form, space, and the 
third dimension. 

Get this clearly in your mind. 
Contour cannot be continuously defined all 

around all units and a sense of space be achieved. 
Contour becomes lost and found and inter

faced or woven into other areas in nature. If 
the edge is kept hard all around, it cannot avoid 
stidciug lo the pictnw plane, losing the feeling 
of space, or one edge in back of another. Edges 

will be taken up in more detail later. 
The fundamentals are the same in all mediums. 
Each medium has an inherent quality of its 

own. Once you master the Form Principle, only 

the peculiarities of the medium remain to be 

mastered. You will simply have to find out how 

to express a sharp edge, a soft edge, light, halftone 
and shadow, in the medium, which is a purely 

technical matter. But you will render form in 
essentially the same way in all mediums. 

The da:rkest part of the shadow appears near
est the light, between the halftone of the light and 
the refiected light within the shadow. 

This is called the "ridge" or "hump"hy the illus
trator, and is most important. It keeps the shadow 

luminous and the form round. 
The Form Principle is the co-ordination of all 

factors dealing with line, tone, and color. 
This book is laid out on the Form Principle, 

since it enters into everything you will ever do, or 
see, in lhe Iiekl of illustration. \Ve shall attempt 
to clarify its variou,; applications as we go along. 

I suggest that you come hack to these funda
mental truths often, for they are the answer to 

most of your problems. 
So we start with line! 



or 
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PART ONE 

THERE AR[ SEVEN PRIMARY FUNCTIONS OF LINE 

1. To convey its own intrinsic beauty. 

2. To divide or li,nit an area or space. 

3. To delineate a thoughl or symbol. 

4. To define form by edge or contour. 

5. To catch and direct the eye over a given course. 

6. To produce a grey or tonal gradation. 

~ 
AO CJ EEB 
c.Jl'l?5Y'+ 
{j~[J~ 
----~ 
~ IIIIIHIIIJIJI 

("' 7. To create design or arrangement. ffl ~ ~ 

U VEN if it may seem a bit obvious, let us start function and purpose. I want you to think of it in 
the book with the very beginning of artistic ex- that light. .Everything from this day forward that 
pression, that of liue. There is truly much more lo you do artistically will bear a relationship to line, 

line in the rniml of the artistthan in that of the lay- either good or bad. You can either make line an 

man. To the latter, line is hut a mark of a pencil asset to your work, or yon can let its importance 
or a mere scratch of a pen. To the true artist, line slide by you. Ilut if you choose lo ignore the func-

can reach great heights, require exhaustive skill, tions of line, your work will make a bad statement 
and convey unlimite<l beauty. Line in its various of your ability. Line is bound to enter your work 
functions has contributed as much to human for better or worse. You cannot escape it. 
progress as fire or steam. All line should have Let us see what can be done about it. 

25 



• • 
Lne LJ 

ART' eealNJ" WITH CR.EATl\/f=. 

~I NE.. CREATIV~ LINl= CAN ONLY !SE "THE 

LINE Al YOU JEE IT AND PREF.ER iO D'RAW \T. 

PROJECTING' LITERAL CONTOURf BY ANY 

ARTIFICIAL MEAN/ CAN ONLY R.E./UL.T IN 

5TIFL\NG' YOUR MO.IT VALUABLE AJf&T

INOIVIDUALITY, DRAW FROM COPYAS'(OO 

WOULO F=R.OM i.1FE.. HAVE. AL.VVAYJ' THE. . ~ 

COOR.ACE. TO ORA\N tT YCUR.J'E l-F, 

TH I J" eooK HO.f eEe.N DE.JI GN £.D TO CAR.R.Y S:OR.WAR.P THI!! FUN DAM EN"tA1...f J'E.T ~R."TH IN 
\ ' ,, {FIGUR.E.DRAWINCi' FOR ALL ITJ WORTH. IT MUfT BE A.rfUMEO YOU HAVE AN UNDERJ'TANO\NO 
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LINE IS PROPORTION WITH IMAGINATION 

£---=---,,,,,,,, I _,,, ,,,,-- r ,,, 
I 

,,,, 
... ,/' ........... ,,,,,,, 
I/' 

/ 

OF ANY Po.re.. 

OF 'TME. PROPOR.TION AND CONJ"TRUCTION OF Tt-41: HUM.li.N FIOUR.E. l'T If MY PUriPore NOW TO HE.LP 

YOU DEVELOP THE FIGURE PlCTOR...IA LLY TO PRACTI C~L GOAL.I' AND TO A LI VE.LI HOO'D.'INOA.K! 
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LINE PRODUCES FORMAL DESIGN 
- - -11 

/ 
/ 

/ 
I 

I 
I \ 

\ 
I / ' 
It - - -- - -- - -~ 

DO'tTl!O l.1 .. 11!.J' SHOW 11),t\.Jlf.; l>IVIJ"IONJ. TNIJ IS "THE'; 1<.11!'1 "TO FO"MOL StJGt,IV t.TI OH bl ... GQHALJ" MAV IM1'&C:T4N'<REC.fA....C.UIJ 

J'UBD\VIJI ON 8'( DIAGONAL.(, VEFtTI C:ALf ANO 1-tORI ZONT,,O.LJ" P~Duca.r UNLIMITED DSflON. ,R'< IT. 

CHOOJ'E. 4lN't' POINT.i, l!IElNa CAR:et=VL TO REPEAT T~e DIAGONAL eETWEE.N ALL.flMILO.P- POINT.r. 

THlf PAQJ:. If TO IMP~EfJ' U?ON YOU THE 13AflC 

RE.LATIONfHIP OF LINE.. TO DE.flGN. OIVIOINO 

\\ ,, 
SPACE ~QUAL.1-Y PRODUCEJ" FOkMAL DES'IGN. 

\\ " 
IF A OAAWINO IJ" 6~.rEO UPON UNDERLYINCt THERE FORE. INFORM.6.L- DEJ"ICN IS SY UNEQUAL • 

LI 'Nl:AR. DE:.flG' N, IT Wl LL PA~AKE OF 1T J" UNITY DIVIJ"l ON. COM'PO.flTlON tf ONC OR. THI! OTHER. 
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LINE PRODUCES INFORMAL DESIGN 

ARCJ INTER.LACED COMBINING HORIZONTAL!' ANO 
PERPENOI CULAi:::e.r WITH CVR.VE.I. 

oe LI o.u e. LIN EJ" INTl:RLAC.ED. 

0\/ER.LAPPING OVALj OVERLAPPINO CIRCLEJ' OV~RLAPPING' .tQUARES OVl:.R.LAPPING' TRIAN<1LEJ" 

OVE.R.L.A'PPI NO RADII OVER.LAPPI NG WAVY PARAL.LELS CVER\Jl,PPll'IG" ANGLE.I" 

oveRLAPPING J?I RALf OVl:RLAPPINO R.p.CTANOI-EJ"" HORl2.0NTALJ" 6.Hb F'ERPEHOICUu.R.f 
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OVERLAPPING LINE AND AREAS THE FIRST PRINCIPLE OF COMPOSITION 

./. -
~ 

c-,/-~ 111 ... ri•111 

' 
........ 1 / .. 

\,.... 
~~· 

/ 

" " THE PR I KCI PL I; OF OV ~RLAPPI Na ARE Ar, FOQM.f, A ... D CONTOU RJ IJ" THE 8AJ"I .£ OF ALL PICTOR. \ A L 

CRl!ATION • .flNCE LIN& l.f OU~ FIRJ"T l"U!ANJ" OF OEFINtNO T~EJE,THEN L.INEAR .AR.~NGEME.NT 
ee.COME.r OIJR FU~ • .rr CONJIOl::~ATION. TH~R.E ARE. MANY WAYJ' TC ao ABOCJ1" IT, JO 1.2.T UJ.frART •. 

Nature is one vast panorama of co11tours and artist's approach, almost anything is picture mate· 
spaces. Everything is form, set into space. If we rial, since !t ii design and at·rangement that 
were to cut a rectangular opening in a piece of makes pictures, regardless of sub;ect. Cut a card-
cardboard and look through it, nature would board so as to make~ "picture finder." An opening 
present us with a picture. Within the four limits of three by four inches is large enough. Look 
of the opening, the space would bec:.'Ome divided through it. Jot down, in miniature compositions, 
by spaces and contours. To that spacing and the linear arrangements you nnd. Your sense of 
arrangement of contours we will give everlasting arrangement is the first real indication of your cre-
attention, for it is the basis of all pictorial ap- ativeness. Walle about the house or grounds with 
proach. The novice snaps his camera carelessly at a small sketch pad. Don't go any farther until you 
nature. The artist seeks to arrange it. From the have done a dozen or two small roughs. 
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USING THE FIRST FUNCTION OF "LINE FOR ITSELF" FOR COMPOSITION 
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COMPOSITION MAY BE BASED ON LETTERS AND SYMBOLS 

···--~-

OTHEH~ Ll!~TTl!!RJ' 411:.E 

AFGJQZ 
~YM60Lf 

V-2 ?/0 G79 
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THE uFULCRUM-LEVER" PRINCIPLE APPLIED TO COMPOSITION 

RULE 
TI"iE llE:AV I E.R THE MA.rs 
OR. WF.IG~T, THE NfcARFP. 
IT J'HOU LD SE Pl.ACF U 

TO nu~ MIODLF.. l lNE 
or- YOUR. P1c-rcJR.E • 

• 

Ii • I 

OK THE:. JMALL ONE. 

NEl'>.~-E.JT 

E.QUAL Wi=IGl-HS 
"' Sl-40ULD APPF-AR 

ro BE EQUA l-" 

··, 

/ - ... 4 

v~ 
--··--- .. 1:,"., 

-~. -·; 

n-11:::. HE.A.VY W.EICHT 
CAN BE N.F-A.R.EIT 

PLACE. EACH Wc\GHT 
.SO rf-lA,- IT"'APPEARS 

TO ~E IN eALI\Nc.E'
1 

6,C\LANCIN(i 

Nl::ED NOT 
6E. 

iJIMILAR 

To he plea~ing, the material within a picture each side). If two forms are equal, let one over-
needs l)alancc, or should seem to be pleasantly lap the oth~r so as to change the contour. Variety 
reposing within the picture limits. Balance is ob~ is the spice of composition. We make a small 
viously "off" when we feel that the limits would weight balance a heavier one by placing it farther 
seem better if moved over, or more space added away from the middle of the subject, or the ful-
or cut away. This is the best guide we have, for crum, which is the middle point of balance. Bal-
there are no infallible rules of composition. About ance in composition is a sense of equilibrium be-
th~ only rule is that we give the greatest variety tween the masses of light and dark, or of the area 
of spaces possible, no two duplicating <'De another and bulk of one thing balancing another. The 
in size or shape ( except in strictly formal arrange- heavier the mass, the nearer the middle-the small-
ments> where a11 things are balanced equally on er the mass, the nearer the edge-is a good axiom. 
. 34 



USE FORMAL SUBDIVISION FOR SYMMETRICAL COMPOSITION 
( ( I .3 

FORMAL Dl'JIJION APPLIE.J ee..rr TOJUB..JECTJ oi=. A DIONIFl E.O CR. R.ELIGIOUJ NATU~E. 

There are times when we wish to achieve great serenity. Formal balance was almost the only 

dignity of arrangement. Since the Creator's basic approach in earlier times, and great compositions 
design for animate form is the duplication of one have been built with it. It is largely the formal-
side by the other, such as the two sides of the ity of design which lends such magnificence 
human body, arrangement based on the same to the work of Michelangelo, Rubens, and 
plan takes on the same sort of dignity. It docs not Raphael. 
mean that each side must duplicate exactly, but Formal subdivision may also be used infor-
therc should be a feeling of complete equalbi:a- mally if 011e is adept cuough. I have introduced 
tion of th~ units or masses, the line and spaces, on the next page another method, quite apart 
of one side with the other. Church murals invari- from either formal division of space or dynamic 
ably follow this plan. It may be used to great symmetry. I have never found either as satisfac~ 
advantage in symbolical subjects, appeals for tory as this new approach, and I hope it will 
charity, heroic subjects, or to suggest peace and prove of great benefit to others. 
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INTRODUCING INFORMAL SUBDMSION 

· This is a plan of subdivision of my own. It offers 
greater freedom to the artist. Study it. It will help 
you to divide space unequally and interestingly. 
Start by dividing the whole space unequally with 
a single ( optional ) line. It is hcst to avoid placing 
the line at a point which would he one-half, one
third, or one-£ ourth of the whole space. Then 
draw.one diagonal of th~ whole space from diag
onally opposite corners. At the intersection of the 
diagonal and your first line, draw a horizontal 
line across the space. Now draw diagonals in any 
of the resulting rectangles, but only one to a 

!)IAGONA~-S OR. 

PER. PE t,lt>IC VLJ).~ 
AS YOV Cf-lQOS '3-
A~ lit="N S'PACe;s 
.0.. ~I;;; C.fU:A"f'f-0 • 

t---+-+-----,~--1-~-++-*"+---+ 6Y "11-1 IS Kl ND 

. 

OF DIVISION 
NO 1WOJPAC£:J 

A~'e DUVL I CATE:..f. 

~M\=.M6E.R
NOTTO 0\\/IDI::. 
ANY SPf\CE 1_11::& 

,~~~:u::.:~I THIJ . -@·· 

BUILD IN YOO JU6JEC...1 6Y AD ... F.RI ;;\S 

MUCH AS POS s I BL'E. ·,o 'l-lE .rr~uclURA. l..: 
\ 

LINES 'l't>U \--\AVE CREATEO· DON'T GIVE UP. 
___ __.__.______.._ __ __,__~--·-·--I. _ _,________... 
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space. Two diagonals crossing like an X would 
divide the rectangle equally, which we clo not 
want. Now you may draw horizontals or perpen
diculars at any intersection, thus making more 
rectangles to divide by diagonals again. In this 
manner you will never break up the same shape 
twice in the same way. It offers a great deal of 
suggestion for the placement of figures, spacing, 
and contours, with no two spaces being exactly 
equal or duplicated, except the two halves on 
each side of the single diagonal. If you have a 
subject in mind you will begin to see it develop. 



A DEMONSTRATION OF INFORMAL SUBDIVISION 
)HAP Of,IL.'{ AN 10.EA IN MIND 01:' SHOWING A LOT o~ W"TTI-S 
ia'l-40M~ PL.AYtNC 'NlTH A PEN. so FA~ I HAP NO ,oeA OF t{O\v' 

>;jwot.>LO Ali!.~Al"{G.f:. THEM. I ON' I DE.D My J"PACE AS SHOWN. 

;'THE: A&STRACT .rt-lAP~f THUJ' jUGG'l:STED THEC:OMPO.flTIO~. 

fROM TW lf PRE UM I NARY WOQK, THE. FIN \SHED FR.ONT LS" Pl E CE. TO PAR.TONE. WA.f C'e.E~ i E. D. 
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FIGURE COMPOSITIONS••BASED::()N:IN.FORMAL··suBriMSION 
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THE DIVlflONJ"' HE.RE JUGOEfTED THE fUBJE:.CTJ AND Al<RANGE.ME:.NTf. 

Since, when a space is divided in the manner ing up ideas, layouts, small compositions. As the 
shown in these pages, selection plays a great part, ideas develop they can he carried out with mud-
and invention the rest, it cannot avoid being crea- els, clippings, and so forth. When the original 

tive. That is its strongest recommendation, in subdividing lines are erased, it is amazing how 

comparison with forms of subdivision that start well the composition balances or "hangs to-
you out with a "set" or formal arrangement to gether." I urge you not to pass this up without a 

begin with. You start inventing with your first tryout. It has often saved the day for me, an<l l 
line when you use informal subdivision. It helps admit that even iu my own work I am often so 
to get you over the emptiness of bltmk paper be- "stymied" for a good arrangement that I turn to 

·. fore you, without an idea in your head. Thal, I it in great relief. '\Vhile all of the compositions of 
· assure you, is the feeling most of us experience, the book arc not so based, many of tl1cm arc, and 

and you probably already know what I mean. If in my estimation the better ones. Any one oF the 
you have a subject in mind, it will develop with arrangements on this or the preceding pages 

one or two tries. If you have no subject in mind, would be intriguing to do as a painting, an<l l only 
. pretty soon the Jines will start suggesting some- wish I had the space. Most artists develop an eye 
· thing, as these did in the little drawings above. In for composition eventually, but this device will 

· starting out I had no intimation of what the sub- get you welJ on the way. Draw the dividing lines 

jects would be. This method is invaluable in work- lightly so they can be easily erased. 
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PERSPECTIVE GUIDE LINES HELP YOU TO COMPOSITION 

'TWO VAN I SH ING POI NT J' PE.RJPl!i:'C1' I'll!!. 

A ~T WA'f "TO COMl")OJ" ITI ON, MAlii?..I< 
OP:F E.VE.N SPACES DOWN i:ACH SIPE.. 

R.UN 1..1 NEJ OOTTO VANISHING POINTS: 

THQU PiCTUR.E., YOO CAN NOW USE '(OU~ 

eye J Fl LL IN a SPACE AS DE.s'I R.E.O. 

CNI:: VANIJ"HINCi' POI NT PE.R.fPECTIVE 

'TAKE A F'OI NT ON ,HE. HO~I.Z.ON, DRAW 
RAP IA rt NG LI Ne.r IN ALL DIR.E.c;TIONJ"' 

FROM rr. YOU CAN NOW BUIL001'4THOJ'e 
~INE.S ev CHOI CE. OF coureJ'.E. '(QO Nl:!E() 

TO KNOW PeR.J'PeCTIVE!. -ro 00 ff, 

/1,LSO ONE. 1:>0tN'T FOR... INTE!l~IOR.J", 

THE. PER.J"PecTtVE LfNl=.J" AlaE ME.R.e.1-y GUICJ:. t..lNE:J' TO H el-PiHE. e.ye . 

..-----: 
~-- ----------::::----::::.-.,,.------ -------.--,--:::---- -----~-:::::-===-----

-- ·---· -- --· --------- --
PI.P..N YOUR 1::>fCTUR.E. IN MIN IATU~E. THU WAY. YOU C~N I-AiE.R. J'OUAR.e. IT OF~ 

f=Oli!. e.NLAR.QEMENT, I USF._ Tl-llJ" PLAN A l..OT TO GET R.IOHT INTO A GNEN .IU8JECT. 

TtirS I.J' A MOJT P~CTlC~L. tl'ROCE.OUR.E.. NOW IF you DO NOT UNDER.STAND 

PE.RJ't=:"!:CTIVE .vocJ1> 6ETTER J'TUOY IT .YOU CANNOT aeT .o.t"'<WHEQ.E. WITI-IOU'T IT. 

40 

VP 



EVERYTHING YOU DRAW IS RELATED TO AN EYE LEVEL 
It is impossible to draw correctly and intelli- ists go into the field of illustration and commercial 

gently without the consideration of a viewpoint art woefully lacking in a knowledge of simple 
and an eye level. The viewpoint is what is known perspective. It becomes apparent when the artist 
as the station point in perspective. However, that has obviously worked from two clippings or 
is really the spot on the ground plane where you photos, each having a different eye level. You may 
are standing. Artistically, the viewpoint is the be certain two clips will seldom be in agreement 
center of the field of vision and is not to be with each other in this respect. 
confused with the vanishing points. If we look Perspective must he understood Ly the artist. 
straight out at eye level, the viewpoint will be It applies to every bit of copy he uses. He can 
exactly opposite a point located in the middle of start with one thing, for instance a photo of a 
the horizon. The horizon is the eye level. Think piano. That will establish the horizon of his pic-
o£ a great fan-shaped sheet of glass starting at a ture. Then everything else, including figures, 
point just back of our two eyes and spreading out must he drawn to the same eye level. He must 
at our eye level and reaching as far as we could redraw the perspective so that the vanishing 
sec. This entire sheet of glass would be the picture points will fall in the same horizon set by the 
hori7:on. No picture can have more than one hori- piano. Or, selecting a figure, he may adjust the 
zon. It follows that all receding lines parallel to perspective of the piano to flt the figure. The best 
the ground plane that recede from points above way to do this is to make small sketches so that 
the horizon must slant downward pictorially and wide vanishing points may be used. Use a large 
end in the horizon. Then all lines below the hori- tissue pad. Then square off the small sketch and 

zon, also parallel to the ground plane, must slant enlarge to the size you want. 
upward to the horizon. Our viewpoint, then, de- To learn perspective means only a small invcst-
tcrrnincs the horizon. ment at the bookstore, and only a few evenings 

Since a picture may not, and seldom does, rep- set aside to learn it once and for all. Why an art-
resent the whole field of vision, the horizon may ist will jeopardize his whole output and a life-
cross the picture plane, or be above the picture time of effort by a lack of such knowledge is he-
or below it. Suppose you have a large photo of a yond me. For some reason, the mau who clocs not 
group of buildings. Without changing the hori- know perspective imagines it is much more diffi-
zon or perspective lines. you -might crop out any cult than it really is. It is just one of those things, 
small section of the photo for your picture. But like the study of anatomy, which an artist may 
no matter what part you take,. the relationship to keep putting off eternally and suffer for lack of, 
the -original eye level ( or viewpoint of the cam- every day. Perspective is a part of et)ery form 

era) is apparent. You or the camera look down under every condition and cannot be avoided. It 
on everything below the picture horizon or up at affects your very next job and every one there-
anything above it. All things will show only their after. If you are working from a single photo the 
top surface when below the eye level or picture camera may do it for you. But if you change or 
horizon. We can look into things only when add one single unit to your photographic copy. 
the eye is above them. Round lines like a bdt you will not be able to do it correctly unless you 
'around a waistline must curve up when below understand this principle of eye level and view-
the horizon, and down when above. But how point. If you do not understand perspective, by 
many times we see this truth disregarded! How all means drop everything else and get it at once. 
often do we see necks. shoulders, paying no You will never draw until you do. ( There are so 
attention to an eye level, roofs slanting down or many good texts on perspective that it would be 
up when the reverse should be the case! It must superfluous to give further space to it here. 
be stated here that too large a percentage of art- Your bookstore can help you.) 
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EYE LEVEL, CAMERA LEVEL, AND HORIZON MEAN THE SAME 

- __ .,;;: ·---= ~. -:;..-:::- ....__ =-~~-- .,. 
·-··- -

EYE 1.E.V EL W ITI-I IN THE P\C fVRE 
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Perspective is the £rst and foremost means of 
depicting space on a flat picture plane and the 
natural or normal aspect of things. If modern art 
chooses to ignore it, modern art chooses to suf

fer the negative response thereby evoked. But in 
illustration we cannot ignore it and make our 
work appeal with any conviction of reality. 

You can easily check any copy to find the hori
zon. Simply carry any receding straight lines back 
until they meet in a point. These lines, of course, 
should be paralld to the ground plane, like two 
floor boards, two ceiling lines, two para1lel sides 
of a table, or the top and bottom lines of a door 
or windows. The point at which sucll lines meet 
will fall in the horizon. Draw a horizontal line 
straight across through such a point and that is 
it. \Vhcn you have your horizon, note where it 
cuts across the figure. Then it must so cut across 
a11 other figures, at the waist, hrcast, head, or 
wherever it comes. All added units rnu.<it have 

their vanishing points in the same horizon. Sup
pose you have a clipping of an interior. By :finding 
the horizon you can estimate the height of the 
camera. By adjusting the figure you may wish to 
draw within that same interior with this camera 
level, you can make the figure seem to fit in per
spective. Cameras arc usually at breast level, so 
see that the horizon cuts through the figures prop
erly. This is about the only way there is to insert 
figures prop~cly, so Lhat they will all seem to be 

standing on the same floor. 
Another advantage: if you know beforehand 

ahont how high the horizon appears above the 
floor in the intended copy, yon can then adjust 
your camera to that height when taking pictures 
of the models whom you intend to use in the pic
ture. You cannot shoot at just any level and make 
it fit your copy. 

When redrawing copy to fit a new eye level, 
first find something of known measurement in the 
copy. For instance, a chair seat is about eighteen 
inches off the floor. Draw a perpendicular at the 
corner of the chair and measure it off in feet. Then 
you can take any point in the ground plane. The 



FlND EYE LEVEL OF COPY AND MAKE FIGURES COINCIDE 

perpendicular acts as a measuring line for up
righti. Draw a line from the bottom of the meas

uring line, through the chosen point on the 
ground plane to the horizon. Then carry the line 
back lo the measuring line at whatever height 
desired. Erect a perpendicular at the chosen 
point, and the similar height is now carried back 

to the place you want it. This is exactly the same 
principle as placing figures on the same ground 

plane. 
The accompanying sketches will serve to illus-

trate the various placements of the eye level or 3 
horizon ( which is the same thing) and the rela- - cLJ p.r " 

tionship of one unit to anotlu,r. To make it a little 
clearer I have drawn the artist outside his picture, 
representing you and your viewpoint. I have then 
squared off the picture material. These will show 

why the h01·izon may he at any height in a pic
ture, and also that it is determined by the height 
and point from which viewed. 

I have taken a piano and some figures showing 

.rlNCe NONE OF "THE.re HAVE THe ~ME E.YE LE.VB.I... 

ONI!! MU.IT 81!!. J"l!.LeCT'l!!.D AND THe OTtU:R.J AOJUiTl!D 
TO IT• FIRJ"T L.f:T UJ" TAKE.. THE. PIANOAJ".HIOWN. 

.61'(V PHOTO WI LI- ESTA8LIJH 

rT 5 OWN EYE LE.VE.I,. 

(TRACI Na) 
\low they must be related. I have also tried to --

VP ---------
demonstrate the variety of effect to he got out of ~~"""'::0~·~ .. o~":..:'.:: .. ..:..;Y""=-='"'·1--~-~ .. ,~~~rL-.....Ji---......J,-1 -tT-
any subject by using different eye levels. This 
opens up a world of opportunity for creativeness. 

·. A subject rather ordinary at ordinary eye level 

· may become quite startling when viewed from 
above or from down low .... A high eye level is 
good when you want to break down into text 
space. A ground-level viewpoint is good when 
you want a horizontal base line. 

Understanding perspective in the figure, you 
can transpose figure copy to various eye levels, 

. thus permitting you to use copy which you other
wise could not. So long as you have drawn your 
figure differently and in your own way, no one 

~ - :l 
/ - '~ 

/i-o F-lf'&l> T~f: 1!.Vll!i(OQ.c:AMle.RAj'uav "- OI' <:01>Y, c:,11.,1w 
,, Tl115. 01 l"IIN IS'H I NO PER,fP!!cCT \VE t.l Nl:!S' O<.)T UNTIL THEY 

MEl;:.T IN A PQ1NT. 1'tlA"f POINT 15 ON THE HOlt.ltON, NOW 
D'li!AW THe ~OIUZONT~L 1-INI! ",CltOS'.f "l"HI! C::.O PY. 

/ 

can object. This is not always easy. It is really ,r.i"=~=::;:. 
better to pay a model, pose her as you wish, and 
work the thing out on your own, if you can afford 
jt. Money spent on models is the best investment 

you could make as a creative artist. Your picture 

\then is indisputably your own. 

ltOVCM IN f-1 

C:OR.R.Ecr PER.J'PECTl'l'I: M AGOIPI!. 



VP 

APPROACHING THE SUBJECT IN DIFFERENT WAYS 

I .j 
1.: : ,..... J.---....,,,. '. 

l\ 1a 
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PERSPECTIVE ALONE MAY ADD VARIETY 

TttlRl) ~OU'-H J"KE.TCH l'"OU.OWIH(i 
PE. ~S Pe.CT I" E!. OFJ'l!oa;,,,.p RG'(JRE., 

ALSO AN 1MPROVF..Mt:NT CJVE~ TME 

f' t lii:.l·T to.OU a H AR-1'<.Anc.e M 11:io.NT. 

rr IS' AN E.XCl!I-Ll!!.NT IDEA TC TR.V OUT ANY JUBJE:CT PROM PIFS:61'.ENT a'l!VI! ORCAMEl'U,LE.V!!.'-S'• YOU CAN OCTE.N 

M ... IC.E .rOMETl-f I NO ,STA.R"T Lt t,10- OUT OF JOMliTH I NC OR.DI NA R.Y, II" YOU DON'T KNOW PERJ'Pl!.C:i IV l!l-, OONT 'PVT IT OFpr., 

It will always be the problem of the artist to chologically by this means. Too often ordinary 
take his subject and approach it as differently as pictures are ordinary because no thought has been 
possible. There is no doubt that if thought is given to an eye level. 
given in this direction, something unusual can To illustrate a child's story, tremendous sig-
result. John Jones sees almost everybody at about niflcance can be given the illusb·ations by draw-
his own eye level. Raise the ngures and lower ing the pictures at the child's eye level. To the 

John Jones, and you have him looking up to your little child everything is so high up, so big. Dad 
characters. There is a certain grandeur and dig- towers over him like some great giant. No won-

. nity thus given them, something of what we feel der he must somehow put over his own impor-
whcn looking up to an orator, a minister in the tance. 
pulpit, or an actress on the stage. That is good Using different eye levels breaks up your pie-

. psychology to remember, and it may be used ture areas in very different patterns. It is wise to 
· to good advantage. try out small suggestions in this way. This is one . 

. Opposed to this is the sense of superiority af- method of testing your inventiveness, and when 
· forded the reader when made to feel that he is you get something unusual it pays good divi-
looking down on our characters. How much more <lends. In story illustration as well as magazine-
beautiful a ballroom filled with figures looks from advertising illustration, s~mething rather drastic 

. the balcony than from Hoar level! How we like has to be done to get attention, or "impact," as 
.. to climb the hill or mountain and look down on illustrators love to call it. Hel'e is one way to go 
• the landscape! The greatest thrill of flying is that after it. Get a stepladder and try it out. Or lie on 
• .sense of height. You can lift your observer psy- the Boor and sketch. 
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USING LINE TO PRODUCE A FOCAL POINT IN SUBJECT 

Al'IY m ... MON J UIIICT I OH 01" LIN El" PR.ODUCll!J' A l=OCAL Pa IN,, 6UT N&VB R. P LA C.e. 4 fOOGAL POINT • ')( AC:T Ly IN 1H.6 CBN1'1!R. 
ANY LIN~J POIN"t INO TO A VAMIS1-IINC POINT OQ. JUNC.TIOt,j !"!Ake 01" You~ PICTVA.E Aiu.A. IT IS Awo WllL.L TO.AVOID VSIN(;' 
A FOGAL PQ(HT • A. HeAD MAY WE.LL 19£. fOLACll!iD AT J'UCl'I A p01 NT, 'l'>t.ti.C:. ONA LS Tl-4.6.T l!U.feCT THI!!: CO~N e.ia.r A.S' MAIN LIN eJ. 

tN !=OR.MA\.. t>e.:naN PL.ACE: THE. FOCAL POIN1 ~ao"e. THl.f eAJ"IC AR.R.ANGl!.MEl'IT CAN ee. UJ'BO FOR. MANY 
OR. ~liiLL..O\N THE M IC>DL.E., Ml!!.R.E. IS" 4 COO D L.A.~ Ov'T", PSS I GNS .13U I LD '<OUR. J'(.)13.J ECT 4J" YOU W 1J'I-C, 

"fM& VAN\J"'H\NQ POIN"T IS" THe 

~P<)JTTION OF HONoR.':PICTOR.\AU.'f, 

IT .fHOVl.D <roTO MAIN C\-\ARACTE.I:!., 

----
fPl~LS MAY At.SO &E. u.rs.c, TO r=:ocu.r ATT6N,. ION, TA!i:.e. ll AS A l~Ul-6 
THAT UNEJ .fHOULD lcAD TO AND CR.O!S AT THE. MAIN POtNl OF INlE~EJT, 

YOU WILL OFTS.N WONDER HOW TO FOCW" ATTEN110N AN 0 

IN'TE.12.EJT UPON A CE2TAIN HEAD,l='IG'Olc.e. OR. J"POT. JTUDY TtllJ 

PAG.E CAR.EFUL.L-'(. E:VE:R.Y aoop PICTURE. J"HOUL...0 \-IAVE. 

A MAIN FOCAL. POINT AND ALL LJNEJ .fHOULD DRAW,+IE.EYE 

l"OWAR.O THAT SPOT. THE. OLD IAYI NG' ''ALL ROAC>.S' LE.AD TO ROME' 
.. " 

IS' F=UNPbMENTAL IN GOOD COMPOJ"ITION ,YOUR.ROADS .6.R.E LINU. 
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PROVIDING AN "EYE PATHWAY" IN COMPOSITION 

·~ --- -
ANALYflI 

....... ~ .. · ... /~/~ 

't'HER..E SHOULD ee A PLANNl;;.D EASY ANO NATURAL.PATH LINEi..f 1..EADINC. OVT OF THE fUEUECT J'+,tOUL.D BE.Sn:>PPED 
FOR THE !=YE m "TR.AVE LIN EVe RY GOOD Pl CTVR.E BY !OME DE.VICE OR. ANOTHER LIME. LE.ADING TIIE EYE 6AC.K 

THE. E'{E .ftlOlJLO ~NTe.~ AT Tf,j& BOTTOM AND EMeR.<iE .Aite." eye TRAPS'' eeCAUSE Of:TtiEU~ JVNCT{ONJ",TRY 

kr THE "tOP-N •v• R. AT ,t-ta ..r, Pe.r. .fl NCE: CO~N e.~.r ,0 UiAO TME eye AWAY FROIVI OR. AR.Ou NO T HS M . 

YOV CAN MAKE. T~E: EYE FOL.LOWA GIVE:.N 
COURIE: ALMO.fT AS YOU WISH F.N' SI<\ LL'FUL 
UJ'e OF LIN&• LEAP THE EYE IN, ENTER.TAIN 
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IT WITH A JPOT OF INTEREJ"T ANO THE.N ALLOW 
IT TO PAJ.f OUT. IT JHOULD 61:A PLEASING PATH 
AND NOT 06.fiRUC'l e.O OR. GIVE:N \WO WAYS TO G'O. 



ATTENTION DEVICES 

ANY KIND..50F CONFLICT 

---· -- / ·~ ,,::// I \ \'~\ ,, 
/;
, ,.·. .. \ \ \,, 

"',. /."" I i ", ··. y~ )' / I I ',,, \.\ -
~/ . I '·' . ·\ 
., --/ / i 

1111 

·., ••• \ , t:.._lrlm __ _ ·NN'F e··_'h 
<' / \/ I (-,JI, ?.,,.-~ ~'-?.)' 

1 ( ,} 
~ -

. 

'AN'( So~,- 01" EU< Pi-QS Io N 

PA(]{!ER ~N5 

FAL.LI NG• DIV I "-'Ci OR. F~ICiH"T 
.. ~ /I 

WINCI Olt. SVVl!!!.ep MOTIF POINTISii?.. 

_/ --------

IMPE.NOINCi' OIS'ASTE~ AN"( .SPIR:AL MOTi p; R.QPl4"TION o .. LlCtfT MOTIF 
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GET ATTENTION BY BUILDING CONTRAST OF LINE OR SHAPE 

A lt.\QIQ $HA.PE COMC:, 1NS.P ANG'UI.AR. l!l~OKe,N L.1 NI;. .SQU.,:.f;l.E ~I.APE POW&.l~l=l,H .. 
W ITtl IN ST4 l)I LIT V • • • • WI Tt4 4 SVMET~ICAI.. JH.0.PE IIV CONTIICAST TO Cl R.<:L.S.f 

C ll~C.:Le t-'I.C.P I! Powe. R.~U L &Y' 
CONTr.lAJ'T ,-o -.10HT AN(i'LiU', 

•••"""··-········71 

l'IO,tlZONTAL C.ONTII.ASTE.P 
VVITH 'T'HG 08LlQV e.. 

-r'ILIA"-1 G'J,.Fa CONT lltASTl!.0 
TO &ec:TANGLSr 

"ttte. .fTlt.AIClMT CONT~ST.liP 
Wl'TH R.tiYTl'CMlC LI NI!. 

01.A<iON.O..L PO,rl"TION OP fQU,tll ~6 
WITH V~'rlCALS 4NPHOR.IZOtJtAI.$' 

ARCJ Vl;.ftSU.S ~IECT.A.NctLES 

%;,,, 1k 
I •/ 

cnnlzo/ 

-e-E_T.ER: 
SMI'I'B 

~01 I ',/1:JU'UJ TME.. 1i,.\ 0 ID OVA.LS "l!!.RSUS lt.1!.CTANG'LE S Ol!LIQO~ Vl:RJ'US R.IG'IO OBLIQUE VefUU.S t4C'f.lZOIIITAL 
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THE 'RELATIONSHIP OF .LINE TO· EMOTIONAL RESPONSE 

......... ~~····----1 

•---,. --..... -- --··-

•------~-----

Nfca£J' F0«. 6G'f'1"4l10N,O,IIFOJIOH, · VERTICAU" FQtt,PICiNITY ~CiTH, MORIZONff>U" ~A. -f>OSl!l. ,CALN, RAOI I FOR.<iLORY, g1;"()TIOIC, OUT"'(, 
CL6,SH, IK.rEWRtlY •ACTION,JTIUFE PelU1AHl!,NCE , .$l'A.GI LI~ , AWi! • QU1e-.v DI!, FSACe, "l'lltAN<i\lJ IL I TY, M"TtuO'I' IJ'M , VN I ty , AM 01 T 10 I(,~ 

i 
.___ 

0 

Cl R.Cl£S • IMMl:NSITI', VAST~l:U.l;tt;it.ltl'tY· OV6LS • FE Mt NIN ITY ·Cli!EATIVfMtll IN FOQMAL SU601V I !ION• ACl'I" llY ~MAL DIVISION • C>l<iNITY , l)N ITV 
MOTION -£QUALi T'I' •OE:Lll/1:~NCI':. . ss .. SUOS I TY -ITTU>.(f:- PE'-Pl:fUAllOl'I fXCI lEMENT -E.LA5TI Cl T'f'• Pl«XWS 15.'1.ANCE • f~LI l""f -JfUNGfff • 
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BAD COMPOSITION BRINGS NEGATIVE RESPONSE 
., .... 

.... --.. ......... ·· 
. - --· .-· -- . 

'--- \. 

·-ll----
' ,· 

( ,· --
,, . 

l·l· DON~ GIVE THe: E'(E TWO 'PATHWAYS. NOW 'fHE ~YE rs LEO TO THE i:, Gu~e·.fTOPS WE: MA.'( HAVE A 6E.TTl:R.(OMPQSITION 

)·~·5·6 •TOO CEttTER.EO·STRl,.lCi~ 'FR.ONT 'POT IN ON llNE-j Wl-41Cli WOULD CARRY E'(E GY 14b.VI NG THE. LITl LE; (HR.L. CLOSE.A. 

PO.rE·6~0. 5•b•TOO AUK.Eb~O ~UAL. OOT,pOSE MO~IN IC6i.PINC'NITM J'llGJQCT, lO OOM IN 6.iE. THE Lb.NDSC~ Pe,. , 

NOiE. 
THIS. 

t.DON~ POIN.,. "C\·H~<iS OUTOF' PIC1'VR.E. 1.0NE.1!.Y£PA"fH NOW, 2 POll'IITIWCi' INWA~D Yoo CAN TEST"ANVCOMPOJ'\ilON l~y t 

.. 2•3-TOC ~UOL IN IMl'JOR.iti.NCE.~.FLOWEIU' :,. COPS' GQ.O<.JPED '4.FLOWE.R.s a:>AAECT.EO TRACING' Ttte SPACE-I BErWEENTH(NG.f . " 
PolN"rlNG 'NR,ONG WAY, 5 • TW<:J EVE PATHS. 5 • YOU NOW KNOW Tt-11:Y A IVS coo 1(.16S. DEHE2 ! ~ I) P.I.LL;IN. see tF Tt1EY """Kc 6. GOO O PE! I GN • 

l 
9A D 

- ~ / -,,,-

2 2 

t ,,u.g. ~1 3 
I 

;, 
.·' I ,....,. 

c=l 

1.flGUll'I:. 'TOO LOW AMO '100 C~W"TSR.e.O. HE,R.E WI! HAVE MUC:W TH.6.'T ISM I$ SING' It.I J"OMl:..TI MKS A -PESION M.O.Y C:Sli r.,u t 1-.. T 

2.MtVE.li S'PL\1 A t4E.6.0 WITM A.N'( LIHQ. l'H.l!.OTHE.R. PICTUIU!,NOTHINej COMPE.iE:S' OF HE.ti.t)S .ALONE AND WITHOUT Hl).VI NG 
COClo\lNC' INTO IT,3,DOt,IT use "Tl-IE EOQE. INITH HaAD.NOTHIHCi IS C.E.NTGR..ED • THE THS HeAOS (X)MPLeTe.. TH&. PICTutae 

OFTMe PICTUIU W COINCID.i: 'NITti ~ BA.LANCE. 0~ n,e. J"(.11!.JECT 1$ PL!ASINCi, MA.Y 611! MUCH MO~Ga .A.R.1.!.S:,S"tl N<i' 

t.lNE IN TMe. P IC'T(J\U., (WINDOW t:U"'11!!.) Ac.ce.r JOl'l. \~S' tfA'IIE MO~ CH41aM':eALO"f TH.6 N I J; rwo .E.N'fl RE r*EAD.f WE.Roa 
.of•,•7•8,'TOO Cfloll.E.RAl>.Fl.b,Gl)~!». $HAtU:>S COULP JlloS'T AS Wl!LLt-'OVf: 91!.EN PI..AC~O $HOWN, EJPEC.IALL'< I~ 'THE. TWO 
aJTC)Ff:, ou·tc: LIME 100LOW AHO TOO ACAIN$1'~"40'RJ:. PL.~SJNG BACt.:C00,0t40. weAPS wi;.,u. ABOUT EQUAL IN Sl1.:E, 
N~A.A. QO'f'tOM soc;•. M4NS <26Z.6 '9AI>. 111.YTO PU.N E.Ve.R.VTHINO YOU DO, 0~ AR.EA AND &VE.N I..Y SPACQ.t) .• 

51 



VARIOUS TYPES OF VIGNETIES 

·, 1
1

1, 

.: i1 

11Fl.aATI NG" 0~ FftE£ OF THE f PACE LI Mrrr. Tl I=.[) TO 'T'NO Oli!.. MOR.e. .rrOES. YOU CAN lJSE. lf'lFORMALJ"UBDl'llJION. 

A-----.. --····-·······-

OPE.t,,l SPACE: TIED TOvE.11-lE.R. BY CONNEC.TED Y ION.EiTE.. 
" . SPOlS ilED TO MAIN VICNEl"TE 

f.4. I .C S F1uWIH<, 

M.6.KIN Ci "THE WHITE. fPACE PAR."T OF THE PIC.TUR..E .\/ERYUScFUL. " [30R.OE.12. VI G'NETTE.. 
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A VIGNETTE IS A DESIGN PURE AND SIMPLE 

~.,. 

=· 
~. "" 

'flLHOU E.TTE:" VI CNETTE 
(DAR..K MAJf ACfA I NJ'T LIGHT) 

···----···· ~· 
··-_ ....... ,. __ ..,,, ..... ___ _ 

~TLtlNTIC CITY 
~ RELIEF H VIGNETTE 
(LIGHT MA.f"JAGAINJ'TDARK) 

COi-'\ B !NAT10N VIGNE'. TT!=. W 1TH 6. .f01..I O l)ICTUR.E AS DOMIN A Ni. 
-------~-------~----·····---··· 

···-

COl"'!eilNA'llON YIGNE'TTE DOMINATING OVe.R.SQUARE UNITJ. 
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"PIPIF TOBACCO 

''SKETCHY"' VI GNE-rTE. 
ANY SIMPLE MAifE.F VS.EACH OTHE.R. 

Y IC NETTE Tl E() TO 1-:>ROO U CT. 

CO) IOLOPO[ It>< ta 
I lfl" INfUBAN•-fi Cu 

VIGNETTE: TIED TO COPY SPACE. 



S[MPLE LINE COMBINES EFFECTIVELY WITH SOLID BLACKS 



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 

Creative Illustration by Andrew Loomis

page055.gif page056.gif page057.gif page058.gif

page059.gif page060.gif page061.gif page062.gif

page063.gif page064.gif page065.gif page066.gif

http://www.amazon.com/exec/obidos/ASIN/0966638352/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0195030958/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486211045/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486227073/fineart-20


page067.gif page068.gif page069.gif page070.gif

page071.gif page072.gif page073.gif page074.gif

page075.gif page076.gif page077.gif page078.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 

Creative Illustration by Andrew Loomis

page079.gif page080.jpg page081.gif page082.jpg

page083.gif page084.jpg page085.jpg page086.gif

page087.jpg page088.gif page089.jpg page090.gif

http://www.amazon.com/exec/obidos/ASIN/078948045X/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0823032329/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0823016927/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0966638352/fineart-20


page091.gif page092.jpg page093.jpg page094.jpg

page095.jpg page096.gif page097.jpg page098.gif

page099.gif page100.gif page101.gif page102.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 

Creative Illustration by Andrew Loomis

page103.gif page104.jpg page105.jpg page106.jpg

page107.jpg page108.jpg page109.jpg page110.jpg

page111.jpg page112.gif page115.gif page116.gif

http://www.amazon.com/exec/obidos/ASIN/0823032329/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0786709219/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0966638352/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0289800900/fineart-20


page117.jpg page118.gif page119.jpg page120.gif

page121.jpg page122.jpg page123.jpg page124.gif

page125.jpg page126.jpg page127.gif page128.jpg

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 

Creative Illustration by Andrew Loomis

page129.jpg page130.jpg page131.jpg page132.jpg

page133.gif page134.jpg page135.jpg page136.gif

page137.gif page138.gif page139.gif page140.gif

http://www.amazon.com/exec/obidos/ASIN/0486247457/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0289800900/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0195052064/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0806944293/fineart-20


page141.jpg page142.gif page143.gif page144.gif

page145.gif page146.jpg page147.jpg page148.jpg

page149.gif page150.jpg page151.jpg page152.jpg

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

   

Creative Illustration by Andrew Loomis

page153.gif page154.gif page155.jpg page156.jpg

page157.jpg page158.jpg page159.jpg page160.jpg

page161.jpg page162.gif page163.gif page164.gif

http://www.amazon.com/exec/obidos/ASIN/0806944293/fineart-20
http://www.amazon.com/exec/obidos/ASIN/080695891X/fineart-20
http://www.amazon.com/exec/obidos/ASIN/B000060PEV/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486247457/fineart-20


page165.jpg page166.gif page167.gif page168.gif

page169.gif page170.gif page171.gif page172.jpg

page173.jpg page174.gif page175.gif page176.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 

  
 

Creative Illustration by Andrew Loomis

page177.gif page178.gif page179.gif page180.gif

page181.gif page182.jpg page183.gif page184.gif

page185.gif page186.gif page187.gif page188.gif

http://www.amazon.com/exec/obidos/ASIN/B000060PEV/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486211045/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0823024970/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486250067/fineart-20


page189.gif page190.gif page193.jpg page194.gif

page195.gif page196.gif page197.jpg page198.gif

page199.gif page200.gif page201.jpg page202.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

   

Creative Illustration by Andrew Loomis

page203.jpg page204.gif page205.gif page206.jpg

page207.jpg page208.jpg page209.jpg page210.gif

page211.gif page212.gif page213.gif page214.gif

http://www.amazon.com/exec/obidos/ASIN/0823015513/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486211045/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486227103/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0874774241/fineart-20


page215.gif page216.jpg page217.jpg page218.jpg

page219.jpg page220.gif page221.gif page222.gif

page223.gif page224.gif page225.gif page226.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 
 

  

Creative Illustration by Andrew Loomis

page227.gif page228.gif page229.gif page230.gif

page231.gif page232.gif page233.gif page234.gif

page235.gif page236.gif page237.gif page238.gif

http://www.amazon.com/exec/obidos/ASIN/1929049471/fineart-20
http://www.amazon.com/exec/obidos/ASIN/078948045X/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0486227103/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0823015513/fineart-20


page239.jpg page240.gif page241.gif page242.jpg

page243.gif page244.gif page245.gif page246.gif

page247.jpg page248.gif page249.gif page250.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 
 

Creative Illustration by Andrew Loomis

page251.jpg page252.jpg page253.gif page254.gif

page255.gif page256.gif page257.gif page258.gif

page259.gif page260.gif page261.gif page262.gif

http://www.amazon.com/exec/obidos/ASIN/0471396966/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0671530771/fineart-20
http://www.amazon.com/exec/obidos/ASIN/1929049471/fineart-20
http://www.amazon.com/exec/obidos/ASIN/078948045X/fineart-20


page263.gif page264.gif page265.gif page266.gif

page267.gif page268.gif page269.gif page270.gif

page271.gif page272.gif page273.gif page274.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 
   

Creative Illustration by Andrew Loomis

page275.gif page276.jpg page277.gif page278.jpg

page279.jpg page280.gif page281.jpg page282.gif

page283.gif page284.jpg page285.gif page286.gif

http://www.amazon.com/exec/obidos/ASIN/084782344X/fineart-20
http://www.amazon.com/exec/obidos/ASIN/476611146X/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0823010287/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0671530771/fineart-20


page287.gif page288.jpg page289.gif page290.jpg

page291.jpg page292.gif page293.gif page294.jpg

page295.jpg page296.gif page297.gif page298.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Next ]



please support this site by buying some nice books :), thanx    (in association with amazon.com)

 
  

Creative Illustration by Andrew Loomis

page299.gif page300.gif

Page:   1  2  3  4  5  6  7  8  9  10  11  12  13  

[ Prev ]      [ Home ]

http://www.amazon.com/exec/obidos/ASIN/0966638352/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0671530771/fineart-20
http://www.amazon.com/exec/obidos/ASIN/0736041850/fineart-20
http://www.amazon.com/exec/obidos/ASIN/078948045X/fineart-20
http://fineart.sk/anat.htm


COMBINING PEN LINE TREATMENT WITH BLACK AREAS 

PEJ'IGNl::D 8Y JNFOR.l"'\A.L JU.BOIYIJ"ION • eLACKj APDeD WITH BR.V.fH • JAME PcH wA.r W"E.'DTI-IROUGHOU1"· 

NOTt! A1'TENTION eROUGHT TO MAll"I FIOVRe BY WHITe.r .Q.NO u.re OF"')C IN THE. POfE.•61..ACKJ' HE.LP· 
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·--·· 

-------···---·-·_ ............. _...-, ................ -.. ______ _.. ........ __ 
~::··-··-~---:)}~; .. 

... ···············---.. ·-·· ·······--·· 

PEN DRAWING IS BUILT ON A PRINCIPLE 

1HE WO~K INC: PR.INC. I PL I!. oi= PE.N OR.AWi Ill a l.f THE 1)1: Ve.LOf:'M E.1•4T OF TONF.. BY A MIXTURE OF Tl-lE LICHT OF THE WH I Te. PAPER 
WI rH THE OAR.K OF 1.INli., Ii I.I' l..11< EA WI l<:E. ..fCll:.E.E.N IN A WIN DOW• THE HEAVI E.i:t THS. WI ltl.E. AND Tt-ti:.. C..1..0JE.~ THE. ME.fH 1 

THE!. MOR!E. IT D.6.~l<E.NJ THI=. L.IG'HT• JO, J"ETAl!!IOUT TC> PROOc.JCE. A CIY6.N YALUS eY TH.I:: AMOUNT or= wHITa. Tr/ATt:OM .. .r 
n.R.OUGH. YOU CAM MAK&. A".J'CA1.E .. OF PEN VALUE..f TO Wt-t!CH YOU C::AN ALWAYS RSFE.~ THl:N YOU KNOW AeOU1' HOW LIGHT Oli.'M~VY 

-ro l"lAl<.5 -rou~ LINE.r,AUO HOW CI..OJ'S 1"0ClSTtiE,R. THJ;.Y J'HOVl.D ea "OR. THE TON£OR. VALUE YOU WANT. t:'OL...I.OW THI: F'"OR.M,elTH.l!I<, 
L.£NG-O(Wlse Oft. ACw:.>fJ' IT, WITt{ '(QU~ .rr~otc:e.r • .,.~..,. TO 1(6.~P ''oPeN "o~ WHITE fP.5.Cf:. AS A PAR.T OF Tl-IE. P.1£.S-I c;~. DR.AW' MOJ'Tl..Y 
THE: ./HA'.>OW,f t-roNE At.L. OVER.' 1.r veRY OIFIOl~UL.,.. PLAli JTR.01<2.r (!AIU, lo"ULLY BUT INI( THE.M tN C>IR:ISCTI.'( At,11) FR.E.e.LY • 
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PEN ORA WING IS CONCERNED MOSTLY WITH SHADOW 
\ .. 

Tt-iE CiENeRAL APP~O.Q.C:H TO PEN D~WING 

IS'THl:..rAM~ 6.JAU .. OT>-IER ME.DIUMJ'"-THE_ 

Rl,;,.NOeR.ING OF L.lGHT ~ND.llU:1.DOW. ,He 

ONLY OIFFE.IU!NCE If LE.fJ'" MOOl!!.L...INC. 1 t-1 

THE L\GHTS, Kl:.&P THtaM YE.~"( J'IM PLE.. 
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PEN-AND-INK PROCEDURE 

JTART WITH AJTR.ONGLY 

LIGH,EO DIE.CE OF 

GOPY-C)...EAR. I .. .JGHT 
AN()SHAOOW, NOi 

GR.E.Y AND .fUBT~. 

MAKE A PR.EJ..IMINARY R.OUGH1SE:TT I NG DOWN THE. 
J'TATEMl!!!.NT OFMA.f.J" AR.R.ANG!:.M&NT IN"THEflMPJ..l!J"T 

POIS I e1..e TER.Mf. 00 NOTWOR.11.Y VET4&oUT Tl!C.HNIQUE, 

CONCERH YOUR.J'E.lF WITH OESl(it,I OF 1').ACl<J,GR!'<S,WHITI!!.S, 

THl.f WILL.. PRODUCE A GUI D~ TO VC.LUEJ' TOSl!PUT IN T"HE 

FINAL WOR..t' ANO THE ''PATTE.R.N "'sFFSCT Of:Tt-4& WHOLE. 

GOOD PREPARATION If MOQ.E TH.AN H6LF THE 6Al'TLe. 

M6.KE. STUDIES OF THE HEAD 
OR. OTHER. IMPORTANT PAR...T.f, 

IN OR.DE.R TO Pi.AN YOUR. srR.Ok'.'.ES, 

(THl.f JAVES MUCH GR.I El=!) 

~ 
YOU CAN MODEL WITHIN _ 

A TON..E 8Y CRofJ' STROKES / , 

WHEN YOU KNOW WHAT TME VALU.E.r ARE GOING TO 't,E, IT 15 EASIER TO PUT fHEM DOWN NE.Xi TIME, 
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FOLLOW THE FORM \XllTI-1 TJ-·fE PEN STRC)KES 

~UNOA~ AFTE~NOO~ 
59 



DECORATIVE TREATMENT IN LINE 

COMBINATION PEN UNE A.NO 8R.U.Hf ON WHITS JMOOTH J"'rli'.An-4 Mott BR.ISroL. M~NY GOOD EFFECr.r 4R.E. 

POf,t"IBLE BY THIS CCMelN.ATION.,He Of:J"IGN WA.r WORK.ED OUT BY USING INFO~MA.L sueorv1.r10N. 
60 



THE BRUSH USED LIKE A PEN 

~ •• •+ 1¥'\ ·-"-"-4.. __ , ...... - ... --~·-.--- ......... - ... · v-- .. -

81tUJH D~WIHG OH JTltATHMOR.E. BR.\JTOL BOAR.D. co~?OflT'ION BA.!"E.D ON CIRCUt..AR.ARR.ANGEMENT WITH A . .. " ''fU.DIAHT L.IGHT 6EHIND ~EAt>. Titlf NJ=.YER. FAILJ' itJ PULL Ttie E:'(E INTO YOUR. .fU6JE.CT· DRAW Rt.DI I Fl R..S-1. 
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DRY RRUSH 

lt./c A WATIU't- Co'"°R eRVJH .~OT TOO L.Ali.(iE • DLOi 1'"10/T 01' i-NC \ Nie; l'<A,.Of,\ e~uJM ON eU)1'Tlt'(0 PA~· ~TTEI'( niG""'*"r 
Of' T\-Ul 8RVS~ .SO THAT J'CI/ "-'t-Al- uNtS C:4M 8E. o~Wl'i 6'r0t4CE IN AJT'Ro~e.- WORK ~R MAIIUOF L.IG,.T,GRE.'t Atu,tJAR.I(. 
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DRY BRUSH 

/
. . .;( 

. ~ .··· ;· ! .. 
-¢, ~.~ ' . . & 

,,. Ii. 
i it·' ./ft ., ._ - ---

/. ,.. r· . ~ . -;;-
• • ...,, . . , 

·-~-- _,,- . . ·· - ': ~ 
• 

' 

~ -. ' !.,. ' . .... 

• 'V 

: ,, .. ~ .. 
.i J : r : f<·r;. .~ ~·:.~ · . 

. . , , · 
• 

,·· 
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ADDING "SPAlTER" TO LINE MEDIUMS 

64 

TO UV A J"PATT~A, T ACK A IHl:iol!.T 0~ 

TJ;tACINC TIJFVE OVER "(QVR OR.AWING'. 

"°(l,i6,.N,WITM. A R~'"J.OA. 8 LAl)l:.,C.UT b.WAY 

THE POR, IONf'TO ee /PATTc=.~EO, Uft). 

A TOOTH 6R.Vfl-4 OR A fflFF BRI/TI..E ON!! 

N O T TOO 1.Af:lOE- . JPA"fT E ft av PU L I..I NQ' 

8R1f Tt-eJ &ACK b.t-lC>it~LFA/ I N C. fPATl"t..R 

l(AGOOOWAYTOAO'P V A CUF-TY d.ND A 

{UT OF fPA~KL. e T'O A D~AWINQ, TR"< \T, 



DRY BRUSH AND BLACK PF.NCIL ON GRAINED PAPER 

'• . 

. !•v--.w, ·/ 
lQ.:'1111:';. · . 

" 

~· 

. ?:. 
. :':: :;:· ;, 
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BLACK INK, BLACK PENCIL, AND POSTER WHITE ON COQUILLE BOARD 
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THERE ARE NEW POSSIBILITIES IN THIS COMBINATION 

... 

.~ ,.. 
~~ ... 

• • ' ~<.· 

OA.ba.WN WliM PRl.fMACOI.OR 8L,AC I(. 935 PeNCIL. O N 6A1N8RIOQE. coqu11 .. LE 80ARO HO, 2. • 

BLt..CKJ AR.E PAI N TEO I N wrrH ti IGCIN .f 8L6Ct( PR.AWING INK , THIJ CO Ml)JNA"TION MA~E.I 

A FULi.. R4-MGC C,.:: VA.LUE.f ~~M SOLID CL..e.<::1<. iO WHtTE., IT Pe.A.HITS L.INE R.EPROOUC'1"10N 

8U1" G I\J£S A t-l"-t.FTON& eFFBCT, FINI!. POR: .STIJNf"(tNO ~PFe<;Tr WITH CMEAP PRIN'rtN C ON POL.P 

PAP~U. CT If WOR"n-t EX Pe:R tMeNT ING' WITH, PAPeR If 'TOO fOFT FOR. A P E.N . VJE I'.:,.. ~u.rtt. 
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"SANGUINE" ON GRAINED PAPER 

.--. --- ' ,, 

• • JA.NC:V IN~ II A OU , CIC C:R.6-YON WMICH COl"ll!f 

IN / Q U AfU. Jt1C1</. IT H.6.f No J'\41Nl. 1T"C6.M CE 

llU81teOOR NQT". ftoUJ' 01\tl.WINC ON CJAlNQl\l(>(;l. 

'coav I L.l.e ~ N O, 3 .. wnHOUT .6NV 1\Ul)lllNC ... ol't. 

LI NI! A,I.P~OOVCTION. IU!OVCT I ONONE "41,!S, 

68 



BLACK PENCIL ON GRAINED PAPER 

;.1, .. 
< 

. 

DRAWN WITH PQJJMACOLOA. &LA.CK PE.f",ICI L ON 
8AtN&A.10G'E COOUILl.e *a. tHlf PROOUCE/ 

"HALF1'0._.f EFFECT FOR LINE R.EPROOUCTION. 

DIU,.W J.. IG'HfLY lN OUTUNf:. WHl!N lT 11 IAl 15 ... 
N\CTOR.V .ADD an.ev J' AND 06R.K.J~ 00 NOT ERA.re:. 
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' . ) ..,. 

--~. 
(Tw<> UGHts) 

01.cT CiOOO COPY, BUT
OONT JI.AVlfHL'( COPY IT! 

t>~W YOUR WA.Y 
1 

SUT M6KE. ,r 

A LO G I C6L ~OCE DUREt·OON'r 

TRY TO 00 1:NER.YTI-IINC AT T HE 

.r.6.Me. r1 ""1e. ALL DRAWING If 

PRoPOR.1'lON · IT 1 I ElTHE.R.JUST 

L.ICHT ON FORM. evE.St.Y AR.CA 

H4S IT!f OWN PR0C1:,q..,.'( Of' 81!.IHG 

l!ITHER IN l.JC::.H"f 11-£6.LFTON E. 0 ~ 

J'HAOOW, YOU MUJ"r t>ECIDE Wl'IIC.._. • 

ORA WING PROCEDURE 

;/ __ ,, 

,,_ 

'• ·~ 
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r ou~TH .rTAOE. 

ADDITIO N OFTHE 

ACCEHT"f 

THIRO .fTAGE. 

,MOOELINC OF 

l'LANEJ 



DRAWING, ABOVE ALL ELSE, PUTS YOU OVER 

l t-\AVE L!! F T T Ht f DRAWING IN COMPLE.IE. 

J O \T W I LL fMOW THE. P,i::OC-1!!:C,UR.1!.. C'e:T Ft:. f C' 

• • OF !>1<AWINC1 CR.UTCHEf AMO "'AKJ:. YOUl<fE.LF 

DO IT A L.L. TH£! ONLY W&Y ONE. CAN C>l>:AW 1$ TO 

Dl1:AW CONTINU6LLY. WHEN YOU OO IT,YOU GAIN 

MOMENTUM· IF YOU CH EAT AT IT-YOUI.OJ'E. 
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BLACK AND WHITE PENCILS ON GREY PAPER 

ONC. OF ;uir, OS"rt WAVF TO M4K6 Plt£1.IM I f'IAA.Y .FUJOIEJ. VI'£ 'fl-\a T0,,11, OF nor;. PO.PClt, "~ ., .... LIC.HT/°. iHli .. 5N(;!L V i:o-. ....... 
HI\Ll"TONI:.£ 6.HO ~~J. W >41H!J Al\11 w co ()NL'( f'OI\ HIOl'ILIC'l-llJ OA. w~r'l'c AR.trAf. C:MAR.<;O,U. AtH;> CH.AL.I( -.:tt. f0U6\.LY GOOO, 
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. ' 

POSTER \'v'HITE AND BLACK INK ON GREY PAPER 

ANYTHING CAN HAPPEN ! 

ooNT M lif ntE OPPORTUN1TY 

AFFOR-OEC> 6Y T HE UFEOFLINE 

ANO WHITE ON Ol>EY P<!IPER. 

' DRY9RU.!ti,<:RAYON,C' ... ARCOAL, 

PA/TEL,JANCUI N£l CONTE AND 

OTHEn &LACK CRAYON/, CAABON: 

ii.ND OTHER SLACK ?eNCIU•ALL -
AR.t! f.FFECTIV~. YOU MAY J tJJT 

HAPPEN TO Hll" .fOMETHINO 

; 
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CHARCOAL. ON GREY PAPER 

74 

1\HJ' \.f llUJ"JIAN c:tt•ll.COAL ~H ICH 

COMeJ' UC f'tll!.JJa:o STICK;(, von~e.r 
ARlii, ,uc;c1w. WIUT.e INK. T\.iE 

C~A.QCOAt. (..1.1'4 oe. Quo&e.o Ollt N:01", 

:not II /J,, tr/4.lf ANO e"L9'f'eCT IV~ 

W AY o,; MAKINC nuo,~r. JU.fl' 

'DROW HALln"O~er .. ,..D JHAOQWF 

LICHT, 'INM\f'V fl!Otl Hoc;••UC:-HTf oQ. 

Wl-lfl'a "'6'1'EIH6L I N 'f"l"II!. L..1 Ci MT• 



DRY BRUSH ON GREY PAPER WITH \VHITES 
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"SCRATCH BOARD" 

I 

I I : • 
\I IN"Ttfe J'HAPQWJ" 

·. l voo won..- v.11Ttt 

WH1'T'E ACAINJ'r B~CK.., 

· '"• l.t. IN .J l"'AOOWI WITH J'DLI c;, 
9LA.CK W l't H OllVllf, 'l'HEN J(ttA.,~H. 
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"SCRATCH BC)ARD" 

TO C>RAW ON Ro.r.r(.rCRA"TC.H) 90AR.I) IJ' A "1'HR,..I L.L.1 NG 

A.OV&.NTUPUi! •• 11" IT 6. C06,.&.E) eot.lU> OS<FSR.IN(o' MOCH 

VAR.IE.TY OF Tl'-'li4TME.NT, 

77 

L~'( ()UT YOUR. JU&JCCT ( Pl!!NCI ~} 

OR.AW !-IA.Lf"TONJ!f WITH PE.N. PAI Ni 

IN ro1-1c, J'HADOW.S. (.tNIALl.. C,~WH) 

JCII.A"l"CH IN WNCJ' IN .NtAOOWf 

W 1TH JHAR.P POIN"T. (PEN t<NIFE:) 



CRAFTINT 

C~INT If JOMC 'll41N<i 'rOU J HOULQ C.eT ACQVA1t•l"1'e.O WIT't1. T M£ JGR..e t!Nf TAI<.& -,-He ~ce. 01" &EM OAV.f. 

YOU M A K .. j H J;;.M P.\CHT O M '<OUR. ORIGINA.L OUW\N<J &Y JIMPi..V P.O. \ f'iTING IN C)E VCLOPe.RS WH1C.t4 W IL\. 

R e.,...C>e.lit. T H• Jl:R.ES N T VIII eLe , T N e GQ.O.R.PJ'(X)MC tN .6 VAQ..1tT Y O F F t H e ANQ COAP.Se p•-,-T e.fU-tJ W t TM 

l!!l'lH6A. A .flNCLCTOt,11! OR. POU&.L.ltTOHe. e 111 FtiCT, C,LAC:KS 6.R.e A OOaO 'NI TM HICG'I N.S I NK. ~"'l""fMI S". 
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CRAFTINT 

VOUCAN HAVE A 1.0TOF FUH 

Wl'r-H TMlr N~W MSO.VM, 

lfr YOU A*.E INTeRl!JTl!.t> IN New.fPAf"ER. PR.AWINQ.COMICJ .. OR.At-4Y 

Fl&LO WMIU~E. OR.1Ql"'16.LITY WIT'H J P•DO COONTf-Af Wl!!LL A/AN'( 

TY,,~ 0,. f:.61T M CCl'IANIO\L ~NPt.RtNC..,Y04J Wll.,.\,, ,:;1NI) Cfl.A"ll,n AN 

INNOVA"t' ION, 1111 YOVP. O EAL,eR. ~'-r JOf-,-LY '<OU, T'HE J:.OOf/l.eJ .r 
If C'RAFTt~ MF'C, CO.,':l.. 1Q ,IT, CLAI R. AVE.,N . W ,1CLEVEJ..AN0.0Hl0, 

Ar.J i< ,:O~ "rl-lEIR. t>1!J'Cc::t.lP"T1Ve L IYCr.t.O..TUR.1!!. 'l"Cc.)'LL, LIKE IT , 
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PART TWO 

l: SSEN T !AL PROPERTl l'.: S OF TONE 

1. Intensity of ligh t in relat ion to shadow. 

2. Relationship of value to all adjacent cones. 

3. ldcnti/ication of the nature and quality of light. 

4. Incorporation of the influe nce o f reAecLed light. 

ONE is tl1c: degree of value betw<"~en white 
and black-the lightness or clarko(:SS of a 
rnlue in relationship to 01 licr valoes. TOl\e 

th.; visual appearance "of th<:c fuOmenf' as :'lf
ted by light ond reflected light on a surfoc<:, or 

1 lack of Jight, prod1.u:•ing darkness. 11:verything 
its own or "lo<,•;il. value," which can lw bi:-jght

or <lm'ken.ed hy light or Ch(: lack of it. The 
·nter is iotcrested only in.the cffoct of light or 

darkness OI\ the local valu,.:, and not in the local 
1'3foeH:seH. So when we spe:1k of ton(! we mean: 
~ liglit or chnk ls it in relation to other tJ.ings? 

ow light is the face in light as co,np~tred \Vith the 
fare in shadow and with the backgr(lund, <:t)M, 

81 

~rnd so forth? ThlLli d:.1rk skin ill bright Hght might 
~tppear very light. ot light skin very dark if ii) 

sh.1d(lw m silfiouetted ~gMnst bright light. \V«.: 
speak of ;l dress n.s ligbt pfok, middle grey, or dark 
blue. \Ve are speAking then of local valu(: or rolol' 
~oul noL of tone. lo tone value the same:: dress 
might be a11y one of the three value:.') ~1coording to 
th<:: «.:Onclitioris of the moment or .. influence'· of 
light, .d,ttdow, or rdlected Jight. \~/hen drawing Of 

painting, \Ve therefore look for the effect, rcg~trcl
le-ss of wh~1t it is known to us t<> be ''locally." Al· 
most tlw only time the local value aucl the tone 
vnlue are the same is iu ;t neut)'al d iffus~cl day
light. 



BASIC INTENSITIES OF LIGHT VERSUS SHADO\X/ 

1 
"' 

2 

FIRJ T INTENJ ITY 
LICHT (vs.)JHAOOW 

1 TONE Jf:PARATION ·LT. VS SU. 
Oll="f:U.{6 0 Ll<.'i t-l T 

FOURTH INTENSITY 

4 TON E:J' SEPARATION 

2 

3 

1 

JECOND IN TENflTY 
LIG HT JHAOOW 

2.1'0111:J Jf.PARAl lON 
H A Z Y JU N l, f Gl-\T 

FIFT H INTE l'IJI TY 
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• 

THJR.D 
LIGHT 

.3TONE J' JEPAPATI 
FULL JlJNLIG MT 

U M IT OF INT~Nfll 

F U LL JEPA RAi l O N 

P.~CT I <;.1'1 LLY P l.AC K 



THE FOUR PROPERTIES OF TClNE EXPLAINED 
We lnowth~tso-calfed "'white" skin is llOl n;;11Jy 

' ·tc. However, it may :lppear wl,ite in a photo. 
'e biow it is not bfack. tho\1gh shadow can be , . 
· 'hbck on fiesh to photogrnphs. The c:muera 

o is, theo.retkaUy, record iug tone. th<: .. iuffu-. " 
of the moment." It is tn1c tl1;;1t film afld p~\pcr 

ootalways rcoor<l tone truthrully or as the~)'(: 
jt, but it is tone 11cve1thelcss. 

We c:m ~ke photo.<; or <lr~,w and p:liut pktur<'s 
th~ same subject in many different sot:, of 
ut.s aocording to lighting conditious. 

So this brings us to the; fi rst property of tone. 

· Intensify of light in -refotion to .~lwdou~. 

All light Md shadow bc:irs rdat i<>1)ship. The 
·gbter theliglH 1J1e d,ukc)' the ~11,;H.low app<.:ars, 

contr.'.lSt. The lower the light th<:: more nearly 
shadow approaches th,: v:1 lue appcariug in 
ligl1t. Jn a diffused light. the lights ,md shad
become diffused a1so. f,1 ~t dhn h.\zy light the 

t.raml shadows ~,re very d o:.c in valu(~. So we 
d that tl1e relatiooship of light to :d,~tdo,v de

pends entirely opon the inh':11sity of light 
On !he preceding p:~ge are set up b:.isic inrnnsi

Now it is true that , 1: h:-itever degrt':l: of dif-
11<,,e there is bcl wt:en the li.gh I :·w d shadow will 
I all tl1e lights and sh;.tdo,•:s <..'Onsistcntly 

ugbout the; subJect. rr the sh,\Clow, for ex.am-
' i::; only one tone darker than t he Jighl, tl1e 1.1 

·~y sl1fidOw, barring rc fl.ectcd light. wou1d h<; 
tone darker th::i.n the LOn(;: in the light, all 
ugh thesubjcl't. rf 1he 1igh1 is stronger, Lh<:rc 

y b<: lwo tones of d ifference. Thc::11, whatever 
we p,1.int iu the light, we musL p~dnt the 

o,v two tones darker. The basfo difference 
OJ) to about six i11teusities, r or tha t is a1}1)\Jt 

t}.e values we have hctwcen black and whit<!. 
y more ,vould h:~rdly show separation iu the 

ag..:: reproduction. Ou the next page you will 
d a subject worked out in four of the six in ten· 

· · . On a black nigJ,t a figu)'C iu a searchlight 
uld •!'pear to have hhck or nearly black shad
~tl11ciughout. Hut ina dilfnsed light 0 1) a cloudy 
y d,esame fig,m.: would have shado\VS so dose 
,alue as to be hardly discemihfc. These, then, 
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arc the ext:rem~..; of 11,e inte1)si1ics. So the)'C- is no 
such thing tis a fixed relationship of light to 
slrndow. Local vah,e has little I<> do with ii, and 
all belongs I<> the Fonn Priucip)e, lhc.: '·:1spect of 
tl,c moment, in refationship to its envfroument." 

2. Relatio,u;hip of c,alue too/{ <uljacent tones. 
In ::tny given light, ~Ill things are so llH1c:•h lighter 

or darker th~m what th<":y ~•ppear against) or ,vh,u 
surrOlmds th~m. Thus the~ "p,itterns" or a reas 
within 11 picture, bear a relationship to one :m

other. If one :.irea. fo!' cxamp1e, is hvo tones 
darker than a nother, it has a t,vo-tooc-d:;,rker 
rcJalit)nship. It is this rnl:Hionship thaL most be 
held. \Ve c:m then ph1ce them anrvherc in the 
S(~tle so long ;is we kc(:p them two l<>nes apa:rt. 
Thus \Ve can k(:y ~ill the valu(:.'> high or low and 
s l.ill rnaiHt:-1i1t the rektti()uship. lt is like mi to sol 
iu I lie music-al .~<;:., le . whi<:h c;10 be pfay(:d 1-dgh up 
or low down 0 1) lhe whole kcvhoard. Anotht:r ii-

' lustration fnight be lh<; making of a light or dark(:r 
[.,riot of a plwto, all the v:1h.1es going 1.1p <n: dmvn 
t<>g(:ther bllt in:,inhllning the t·oual relationship to 
one another. That is what we ff1can by ''key" in :.i 

pkturc. H such a re)a lioushi.p of On<; lone to an
other is not lH~kf. then the suhj<.:ct foils :1pr1rt. loses 
all brilliancy and rd at ion.ship, and becomes ,vhat 
is known as "muddy'' in value. 'fhis i.'> the reason 
for <fo llness. 

.:3. ldenti.flcatl(>n of the qu(l/i:y of light. 
By the kind a1)(f rd a Honship of values 1he pie~ 

lure tak<:s on the kind and quality of light If the 
valoes are right t he subJ~l'l ~tppe,us co be in sun
light, cbvJJ2ht, or night )i2hL :1..$ the case in:w be. 
~ J ~· - J 

You may be certain that the <Jm\lit.y of lighl you 
get into the i;\1bJect go<;s ~1 long \v:~y ht making 
the picture hl~autifo) and l 1t1ving a "q1.1,lHty of 
existc n(:¢. ·~ One part of a p id ore with wrong 
v~1lt1cs may .'>uggesc a sln)ng light-auother parl, 
a d iffused light. This scls np "n in(:oosistency with 
nature ~•ml ma kt':-.<.: :~ hodg(~fH)dge of your picturc. 
AH lighliug mu.st he (.x)nsjstent throughout, which 
inemis aJI v;'l}ucs must r;.111 \vithin one of the folCH

siti(::. dC:'.scribcd ;.)nd also he (..'(lnsistcnl, for only 
\vith tru<: v~11ues can \Ve paint light. 



SETTING UP A CONSISTENT RELATIONSHIP OF LIGHT TO SHADO'XI 
THE. VALUEf UJED BELOW FORTHE LIGHT R.£MA!N CONJ1AN1, SHAD0W5 DROPPEDONETONEINfi 

2" I NTENJ rTY =SHADOWS SET 2. TONES DARKER 
THAN WHATEVER VALUE USED IN lHE. LIGHT. 

4TH INTEH.flTY=-f\-lA!>OWJ 4 TOKES DARKER. STH INTEN.flTY=Jl-!ADOWJ 5TONEJ' DA . 
NOTf. THt.T LIGHT APPEARS STRONGER AS SHADOWS, ARE. l>ARKENE01 THOOGH ACTUALLY1 

. MIX A rCALI= OF EIOHl' VALUES FROM WHITS TO BLACK. FOR ANY EFFE'CTOFLIGHT,WEC-JS 

WORK DOWN !=ROM WHITE TO DARK, THEREFORE WE CL>N ONLY ATTAi N SRI Ll(ANC'( BY CON 

FOR ~IGH-KEYED ANP DELI CATE LIGHT,USE ACLOSE RELA'TIONJ'HIP OF LICi'HTTOSH 

FOR 6R.ILLIAMCY .!>ND FORCE, use. A F'OUR OR. FIVE TOH.E SEPARA"l'ION. REM6 
• 

ALL THE Ll<!HT.r ANt> .fHADOWJ MU.fr HAVE ·A COMJ'IJ'TENT TONAL J'EPA RAT I OH EX 

WHEN A SHADOW l.f OBVI OUJ"L Y LIGHTENE.O 6Y R.EA.fON OF RE. FLE.CTED LI~ 
• 
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WHE.N A SHADOW IS OBVI OUJ"L Y LlGHTENE.O 6Y R.EAJON OF Re. FLE.CTED LI~ 
• 
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THE MEANING OF KEY AND VALUE /v1ANIPULA TION 
L THa VALUE.I ( N 60Tli L IGHT A N O JMAOOW ARC. RAl..( l:D OR lOWl::~EO TO CHAN GE THE 1<1:-Y 

\ 

N.ffn,A.T1NG THE. E X TENOl;;OVQ~l ETY 

TR.EATMENT OF"VAl.UEf A T You ~ 0 1.(

l l!.L WHE:N WORK.I NG W 1TH A COR.R.ECr 
" ·" ~ .. UNOER./f.C..NOI NO OF kE.Y 6M.D IN\EN.fl TY. 

IIOT'NO OF THE .nx IR.EATt<'\E.NTf .A~E 6-\J KE. 
lfflf If .6. ~E.A.L ~A.f01i FOR M ~ k l NG' fM.0.L L. 
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T\.IE S'1MERELATIONJ,i1PS MAY Al l SE. DROPPE.D 
'11'0NE OR1WQ , fl<lf ISC'1LU:D,AM IDDLE KE/ 

HE.'Re W E HAVE INTE N TIONAL F'ORCJNO OF" 
Rl::l.NCe 1'0 1NCl...(.JO e. T HE F-UL L .re~ L E, 

' 

FOr:t.CI NG O F T HE L I OH.,. 6.CA( NS T 1),ARK 

• » 
./1,(ETCHEf O R TM(JM0N6.I LJ BEF'O~e. COINC 

Ca. HEAD W l'TH ~ I NAL VVO~K• NOT E THE DRAM

dTIC !EFFECT OF'THE. LA/r ~o. YOU NEVE:R 

Kt-40WWHATP<>J'.f1Bll(l"( f:$" 1..1e IN YOUR soa
.JECT UNTIL YOU REAL LY E.XPER IME.NT, IN 

OTHB.R \NOR.OJ' I T'l PLA \N T H IN l<< N C ! ~ ~ 



THE FOUR PROPERTIES OF TONE EXPLAINED 

·1. lncorporai'ion of t!te luflueucc q/ 
tef{cct£~d light. 
J\ow when we speak of ;i hasic intensity of 

ligl,t, we must take ioto <'.!onsicleratiou th<~ fact 
that shadows, besides having ;:i,n il)IC1\sil"y reb
tionsllip to light ,.,·hich p,1ts them so mrmy touc::. 
belo,v, are alsosuhje<:l to olhcr influence. Evcry
lhing npon ,vhk:h th<~ light shines gives off some 
of that light i 1\ reRectecl light. So f-;hadows cmmot 
be m:tclc to fl t any rule c,HircJy. 1f light is shining 
on a white hackgrnund, nah•r~llly some of that 
light will reflect into the shado\';,'S of objects near 
by. So the shadow of th<: same objett iu the same 
light might I.}{: lighler or darker bc(:ausc of re
flected light, OI' acc·ording to what the influen(...~ 
j.s from its c1wiron111ent. Nearly all shadows con~ 
lain some reffectcd light in any daytifn<; or natural 
light. ln :\rtificial light the shadows may ;.lpf,e3r 
quile dark ( and pholograph as black) unless we 
supply either some relleclcd light or ,, so-called 
" r-ill-it'c" light. But th(: 611-in light sho\1ld he soft 
n nd of le..ss h• lcnsitv, fo,· we ,ne re<lllv :,.;uhsti tutint1 ; ; h 

for the normal effects >Mh•rc ,vould give us. $1.111· 

)igl,t i1sdf needs no fill -in light to be right and 
1.H::.antif u), tho\1glt :;). II kinds of reflector::: arec used 
in outdo<.>r inotion-pictme sett.1ps. If the fill- io 
light principle is not understood, the result looks 
faked and. nHhcr than adding rc)alism and ch~mn, 
it mar :Jct\lally deh·act. 

' ' 
HeHc<.:t<~d light, then, is a .. p1us factor" to lhe 

b:1sic intensity, ;_md must he so understood. Re
flected ligl,t is rc:ally luoi inosity wilhi11 the sh~u.1-
ow. J(owc:\'C.1', the edge of the shadow nearest 1he 
lighL \\1ill usually kc.:cp the intensity rekLlit)1lship. 
By taking th<.': rd lected light away, the shadow 
drops to Lh<) hasic intensity rehtio1\ship. So w:.1tch 
for this. You might Jo(lk at it lhis way: "This slrnd-
1)w would have the 101\a) difference of all th~ 
other sh:uJo\vS, were it not for lh¢ particular re
flecl(:d Jight raising it." So some shadows 11'1;.iy 

(:::Heh more reflected light than others ,vithiu the 
same picttm;. The troth is that if yo1.1 do 1\ot in• 
elude the refkctcd light where it would nol'mally 

appe>r, your form loses solidity and 
··dead'' in the shado\v. It appe:.ws too heavy, 
no light and air. Bdlected light has a way« 
iog things :'tppcar to be n)mld- to exist 
three-di11l(:11slona1 .lspect. 

A <..'Crli1i1\ amount of mfl.oipolation of\ 
possil)Jc when ,ve k1)0\V what we are doi 
purpose is not -ttlways to catch the effect 
but r~1ther lhc most dw11lttl iccffcct1)0ssibk. 
chn1lg<>s fast when ,ve are sketching. l) ' 

sitting we: rn:1v have m;J1w vfl.l'\1ing elJero. 
. .. ' ,I , 

often tlH~ sun st.lrts oul' hl'i_ght and tbe sk 
111)d<:r wav. \-Ve hv to state the clJc<:t. Th , , 
sun goes tmdct and stays u11dcr. 'fhe on~· 
to do is 10 set the sketch aside, for if we 
it will not have tl,c same a.spect, UOI.' ,~iO· 
ltoe to the fundament.li appr<1ath to valu 
a new 0 11(:, smaller if tl,c time is short, a 
for :;).tlother sunny <fay for the other. 
ff!O\'CS too, and the shadow·s ch(lugc. Sok 
sketch small it11d simple and ,vork fasl if you 
want to get an effect. A harn might be 
~1 doicn ways, by manipn1ati.on ;:ilone. 1t is 
helter to m;tkc SC\'eral san;.tll sketches or 
the effects. Then m,,ke :t c.,v.lrc:ful drawing 
m:.ltcria1. Anned with these effects. yov 
b,,ck and p.1int your subject at leiS\lr(: .. 

It is permi::;sihle to do anythil)g you 
paint. Nobody stops )'0\1. On,: "'m only like 
like what you do. If yo1.1 hasc your pich1res 
b,lsic truths and \11H.k:rstanding you will do 
ones. If you sit :tnd putter with effects, all 
yoorself to gness rnther t lrnu go fog out to 
truths yon \Vant, )'0\1 will do bad ones. 

86 

\V(: must understand that oahire has a 
wider sc,lle from her brightest light to 
dark tlmo from onr white lo hlack. So wii 

either seek sobjects withill our vah1¢ r.1. 
~tdjnst them ilS best v:c can. Tl1e camera in 
,rnd-white pho1ography h,1s th,: same · · 
of val\1e, so photogrnphy at least tells us 
how for \ Ve can go iu the w~y of vahit 
bbck and wl,itc. 



A Sl/v!PLE LESSON IN VALLIE RELATIONSHIPS 
Ill ntE YALUU r.ROM LICHT To 06-AK A ( n,ey·

" To You (N V OOA .rveJeCT,WOR.K FROMI.IF'E 

3 

, 

S7 

. 
~ 

V 

1 
l 



CO,\,fPOSITION BY TONE OR PATTERN 
13y this thne it 1m1st be evidenL· that we <:3n. 

render nothing pictorfally witl1out makiHg some 
sort of a lin(:~ir statement. NO\•V we c:m also Sl;:1te 

thal ootl,ingcan he rencletc:<I in the effoc;t of light 
~md shadow ,vithout tone. Linc.: becomes tone 
cvcnl1w11y whc,1 dose cno1.1gh togctl'ier, and Of~C 
merges with the; other. 'f'onc stiU has <:.-ontour. 
which is related L<> line. or arc:1., also re]aL<.:d to 
line. The)'(~ is linear fr.cling in tonal {1rrnngement. 
S

0

1.1ch area, born)ded by co,, h)urs. being of diffe.r
ent values becomes "pttttern." P:.1tb?J·n is !l.11 ar
r::ingement. thenf of lioe and tone-. In the cnrly 
part of the hook we hasc<l c..'<.ltnposil ion on ]inc, 
and 1)0,v we can begin the Olhe.r way rouucl, bas
ing it oo tone. Tone really rnprf!sents tho volume 
:tud mass of form, and 1he spa<:(} be twec1) solid 
things. Therefore H reprnscnts the visible appear
;mce of ourenvironineut as re\'4!.aled to os by light 
r.t substantit1tes the s1..1rface or c::har.\cter of what 
\VC see withiu. contonrs or edges. This is son1e
thing line can,,ot do unless tioe is made ;,\ medium 

of tone. \Ve may call it "shading." metming jnst 
turning the form, or we may call it "modeling," in 
ii$ lrue tonal ~1spect and relationship with <>tl1er 
thii',gs around it. Too 1W\11.v voui1g ;;1rtists o,,Jv , , , 
"shade:'' their drawings and p;Jintings, without 
getting auy real solidity or conviction. Ev<::ry bit 
of so-callc:d shading lll1JSt foll oorredly inlo the 
v:-)lue sc.ale fro in black lo ,vl1ite, or ·· miss the boa.L'· 

entirely. Shadow::. ~d.l rendered in the S~)me value 
<:an gt\'<: l.ittle more than a so-called ernl>ossed 
dfect, something bulgiug out a Ha le from the 
pic:hire plane, but with OOJ1e of the: ;).ppearanc(~ 
of life. 

So all I hiJ1gs hav(: :-i value lx:t,veen black :md 
whlte. Alf things have a value ::t<,'COrding to Hght 
and shadow. All things .scparnte fro,n one another 
,vithio our field of vision because of v::ilues. So 
we can begin wilh these value shapes, st;~ted as 
fla tly and simply as possible, and practically i.le
void of modeling or snrf ace detail. 

Havir,g such simple areas of related values, we 
can Jatcr build up the particolar characler of the 
surface or form. This sirnplest.atemcot is our value 
pattern, which will build up the big m8sses of the 
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sllbjcct, and the fl.a t or gcncr,il statemeot of 
picture. \ ,Ve haveoJ\ly :tbout eight separaliH 
to \vork with in :;111. \.Ve shall need at least a 
or two to round the form, in wh;Uever vaJ\!.C 
(fat tone appears. AJlowing two tone..:. for 
patten1 gives us four patterns. Therefore we 
build piclun:s with a white pattcro, ;,l lig1ll 
a dark grey, anU a black p:Htern. 'That L$ a 
all we re~1lly need; io fact, that isa.11 there.is. 
pattern can be varied one tone without ge 
fo to and mixed op with atlothtr pattero. 

On the follo\Vif1g page WCc fhu.l that b>• jua 
these foor values v.,e get fol\r basic tonal 
proaches. rn each cas,~ one is chosen for the 
<:r:.)I OJ backgrouud tone. aod the three remai 
arc placed against. i.t. Each pl;~n \viii have 
visibility :,nd vitality. Aoy picture or poster 
in this way will. have ''punch" as for as,, 
a1)d pattern arc concerned. 

It is best to h:;1ve one of lhe fow· valoes 
inatc lhe others in ;;1ctual ar(:a or spa<.-e. 
we can use white as a backgro1t11d, and play 
greys and d:.irks agaiost it with perhaps 
while ,1Jso as a pad of pictori:tl matler. Orw-e 
have a light grey as lhe clomit,aut tone, with 
grey, bJac::k, aucl white ph,ying strougJy a 
it. Eithe.r tho dark grey or black os the 
gro1.111.d is very telling and powerfuJ as a 
tona1 ::trnmgement. ~fony suhjccts may be 
out in s<:vcral ways, and many subJects foll n 
..ally into one or anotlrnr of the fmu· plans. 
· T present this plan of tooal ;;in·angc.ments 
cause ii $cems characte.dstic of l;egiimers or 
professio11al ,vork to be (lisorganiied as to IX!! 
and valocs, resulting in a 1,odgepodge of ne 
tones, or tones so scattered a11d brokcm up as 
to have the much-needed imp:ict. 

It will he seen al a gf::mce what ;\ powerfvl 
organized effect tonal arr.\ngement C:.'111 ha\ 
bas1)d on one of the above four plans. S·ucli 
of tone is by no means comptilsory, since we 
h;n1e predetermined a. St•bject as ht~ing dOO!' 
value and wilhin a narrow rlmge. But when 
vitality and strength of va1uc is required Of 

sired, p lus <..·arrying power and contrast, theD 



THERE ARE FOUR BASIC TONAL PLANS 

3. 0 l ACK,WH ITE ,LT.G ~ EY ON OK.GREY, 

et•CK, WHI rE ,DK. G REY O N LT.GREY . 4 . GRE YS t.ND WH IT!: ON B L ACK. 

of a basic tonal plan is your best a nS\\' Cl'. if one docs not, then yoo ~ire hard ly on y<.)OI.' w:;1y 

The whole tl1oory of pictorial design is organi~ to a good picture. 'l'herc. is a1) ,.,all busy;· Or' mo-
tion of lino and tone, a,,d ( later) color. The saic, type of picture, which might be likened to 
ues wiU be mom telling if organized ioto shn- $.n Od.e.otal rug in desigo. Or there might e,l.sily 
groups that wilJ hold up in mass one: ag~inst bl~-. in an olhcrwisc simple design, one "busy" pat-
otlie:r. Sea.tiered ~111.d <..'Oofused small patches tern, bl'Oken into bits of pattern, s tripes, or 
the opposite effect, or hroaking down the car- patches. This is often desirable and e ffective. 

· g effect of tone. Military camouflage makes }.·fore pictures are bad bee.a.use no a ttempt a t tone 
of thlS principle. organization has been roade than for any other 

1'here are really few subj~cts which when reasol). lt. is to get rid of the ,ve::tk, w~\Shed-out 
thought about wiU not lend th<:insel"es to such effects, ot the dull, heavv, and muddv us(:. of 

' , 
simple a.mmge.ment. You can be almost su:rc that values, that this approach is offered. 
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HO\X' TO LOOK FOR THE "MEAT" IN YOUR SUBJECT 
Jt <:an be t{lke,1 ::ls a sound rule that the simpler 

the presentation of a suhjcct, Lhc hct1¢r il will he 
plctorfally. A simple presentation technically 
resol\'CS its<:lr into a fow si1t1pk org:,mi,.£d ;,m;::1s 
of ;\ few values. To prove my poilll, suppose we 
cuter a room ,vith p:ipers, dothing. or other rn,,te
)'iaJ r(:prcscntiog contrast, slr<:wn <tr S<,-:tltcrcd 
about. \Ve have the immed iate reaction of \van l

ing ehher to dean up the place or to escape from 
it. \ \!f.: speak of {L phl( ... 'e :;1s being ''littered"' with 
ll':lSh. \Vlrnt really happens i~ th~1t it is littered 
with contrasts m· conrusiou of tou(~ and tl,c effect 
is unplemmnt. Pictures can jost as easil)' hl~ Jit

krcd and j1.1!)t ~ts ,mple..ismtt. So if the first glance 
can fi,ul no r<::l.soo for :t hcwilderiu<.! t1m.1.v of 

" ' 
tones. the eye will pn.ss up your pi<:tur<: for a .nor<; 
org:mi:1.ed one. T11is w;:i,:; the main secret of lhe 
great Howard Pyle::: his si, i-1p1id:y t111d org~l11i:c;;1-
Uon of tone. \Ve shal1 speak .nor<: or hiin I Mer. 
This is the secret of good advertising material or 
a11y S\1bjects seefdng to command attention. 

Let it" (:Olllprchend th,1.t it is more plcasil,g to 
look at th<) cxtrf:inc: wntr~1st of bh1.ck ~mcl white 
if :mpporte<l by easy natural St~qu<:llCt~S of grey. 
Th<.: (:ye will a1.1tOnl;;1tic,1Jly seek the darks and 
lights placed within th(~ gr(:y.~. For th<:: eye sees 
co11t r:ist Josti.uctively. Therefon~ the spot or ifltCr

esl should be :tffordc<l c.'.Ontrnst with its environ
ment. ?\ote how io the"~ t-e<..'Ond, third, and fourth 
pl~111s the eye goes at once lo th,; white ~1rc:1. In 
lh<; first pkt11 it seems to go to the black. Black and 
white used togNh(:r :-,g:1:inst ,1reas of grey will 
a lw~l)'S cotmnand immedia tt~ aU(:11tio11. 

TL r<;.'l lly <l(les not matter nrnch which pl~m is 
used so long as t!u; :1n:;is of the fom valocs do 11ot 
become too equalized or tl,e whole thing too 
broken up. Snbje<:ts ,vhich 111ust be taken in 
quickly, sud1 as posters or d isplays, shot.11d be i,, 
the siinplc!.L po.,;sible tonal anangement. Suhjf:cts 
that have more time to b<: looked ttt can be a little 
mc>re iJ1tricate, if need be.. 

Every S\1bject c.an first be analy7.f:d for lite so
called to11::il ''mc:it" in it. Dv that we mean : what 

' 
are the tonal possibilities here? If the subject has 
something of broad expanse of tone, such as snow, 

sky) il broad stretch of ,vater, dark nigh!, 
sp::ic:.-e, or :1 Aoor, we c~m sei:ce inunediatefy 
that expanse as our dominant I01h~. Soch ¢\ 

set 1.1p a mental frnage of tone. \ ,Ve <:.lll tht1i 
stinctivdy I.um to the basic pl~,n most c 
allied to the iinage. That leaves us m~i1\ly 
planning or arr:.mgement of the rest of the 
j<X:l i11 so1t11.: $Ort of Jc;,;ign :-1g:lin$t the O\ 
tone, or larger are.as. 

To give you some examples. let me sugg,~I 
following: 

D:.1rk f-igt.ir(::s iu a suo,•: sc..-eue: the fust 
J\ ina1) ,vith :1. latH1:rn: lh<: foorlh Jlfan. 
A light boat in the open sea: the S<: 

third plan. 
Fig11rts on ::i. sur,ny lif:ach: the first ors 

phn. 
' 

Beyond the well-dc6n1'!d four approach 
have a fe\v varfations. \,Ve Dl<lY take two , 

for lh<; int:<.:rest ::nu.I play 1-hem again:;t the 
t,vo, instead of three against 01,<: . Or we llliX 
one or two values and spot or interlact 
thro\lgh wider ;,uc,1s. I 11;,n:e given y(lu a sef 
smaH p ictorial arrnngcmcnts just to get )'Ot.1 s 
ed. The b,lsic ton,ll arrnngc01ents are so m 
ous ;,ls to be almost inexhaustible, once you. 
clcrsfond the method. 1 l1ave lr;mspo.sed so 
the first peflcil n)ughs lo large .. hhwk-and.,,., 
oils, then selected one. of these for a full . 
.skctc.'h. Dot it g:oes (In ;;ind on. \Vhy? D 
nat\lre :uul lifo fall so m"tturally inlo orga1' 
tone as almost to pick out the ph,n for yo1.1 .. 
nature is inexhaustible for .suggesting a 
ment ancl inventi\'ene::.ss. Th,tt js why I sh:lU k 
uroing vou to P'Q to the re;;1I S(l1.1rcc for ,·ou 

C> ., V ' 
See if y(1u <;:;) 11 ·t :.ta y off lh(: olher man· s back~ 
lu,v<: <":)'t':$ a,"l iiw<:ntivenc.ss too. Take a 6 
and a pad and pend! alm.ost e\'(;1J,,..+u;ro 
keep busy. You will Sl~(: tonal plans all ar 
you> and the wl1ok: approach suddenly b 
d e.ir. I <..·an ;u:r.11((: you there is no better 
J,:vcry good :n tist uses it. 

The l<>nal plan offers many opporti.mities 
variety in the same si.1bjcct. Oft(:ll the ma 
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IF IT'S \X'ORTH PAINTING, IT'S \X'ORTH PLANNING 

CID be changed nbout in gre:1t variety. Suppose 
R ba,·e :i bead aod shouldc:rs of ~• girl to d r:.1w. 
We can in a small rough get the eO'ecl of hov,, lhc 
picture inighl be built wilh ,nidd lc tone, greys 
pd black, against a very light b,,ckgrouod. l n 
diat c:ise we would 11:)tur;11ly g ive her dark hair. 
\\'t wo11ld pro ha bl)' Jight H from th(; b::1(1, thn.tw
fng her face into halftone or shadow. \,Ve could 

. dress Iser in dark grey to complete the four gen
enl values. Suppose we choost'! a hlad,;: field. Then 
w might make her :1 blonde, using the light lo 

~ fro11t or thrce.qu.ntcr fro11t. The Jig.ht and 
&dow w(mld produce the greys we wa11l ::ig:tiust 
die ,brk. 

Sometimes the areas or p::ittcru ctm be S\vitched 
1bout. Tlie .6gw:e might be a light 1)11c or dark 
ft; we ¢:\fl try it 01.1t ::is ligl1t ag.linst dark or lh<..: 
rew:rse. A sky might he bright or dmk or trees, 
hui!clings, and other material might he tried botl1 
wap. What \\'¢ ar<; :trtcr prim;.\rily is Stl'iking de
sign if possibJe, and it is so much more important 
tlrJ1l the subject or material itself. lking :.i p(c· 
roria.1 in\'C1Uor is just as iuteresting. perhaps cveu 
more so, than the actual rendering of the subject 
•·l1t."1l \W~ have de}cided on something. Strangely 
enough, if you have r{:ally conceived your own 
desigo and subject you \\•ill fine.I yomself <louhly 
j111crtS(Cd i,~ c~rrying it out Hn.\'ing conceived 
it, ii becomes refativdy simple to ,,..·ork it out with 
lights and a model. Hot sfarting out with no con
cepti<:>». or depending upon "sn~;,pping up'' some
thing as you go along, js mighty poor procedurf~ 
and has two strikes ::.gainst it at the outset. \ ·Vjtl1-

0ul the tOJJt1l plan you \viii find yourself fall ing: 
into the bad h:tbit of making most of yom picture:s 
alike, even Jightiog your figures Lhc s:1me way, 
depending on the ll\(:rits of the mock:l's face or 
Bgure to get you by. It c:•an get very bor(:scune 1.(1 

l'l'aders. Desigo is the he.st bet. Desic,n is rarclv 
~ ' 

.a oomplete accident. l t h~1s to be hab.uced, sim-
plified or SI ripped to essenli::tls. and usually fried 
in several ways to ~arrive at the: best one. Almost 
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everything ill the way of fonn ~m be tied together 
<>r interfaced with other space or fonn to proc.h,1(..-e 
good, even u1, 11sual, dt-. ... ign, reg:.u:-dless of its com
plete (1r k1entifyfog conlour. By identi{yi11g con
lour I mcau :t shape whid) mighl identify ilse:Jr as 
a fktt silhouette. A hog in ::;ilhot1ette rn.ight not he 
the~ ino~t bem.ttifuJ design as :l sopnratc :.ind c..'Om
plctc thing. 'Bul' a hog t'(,lntour can be most lwa.11-
t ifol ,1s a lilte rclntcd to other lint's, ;,1 sh.lp-c inter• 
mingling wHh other shapes y<>u will design. Sun
light and shadow e:m phly across a hog with iu
triguing beauty, as Wl':11 llS v::i1ue or color. A coo1)lt1 

of hogs t.:01.1 lc.l be the subject or a m:-1sterpiece. 
The point is, it is not the hog at aH, it is the, iuve;:11-

tiveness and cham1 witl1 whi.ch you porlrny it. 
So 1n:111y of os attach so m11<:h to lhe ll)aterial 

and subject, .1:0 little to the dcsigfl aftd a rrange
ment of it. \Ve a<:<":cpl .s(1 e~isjly withoot p la1)niog. 
\V'c ;ffe so eager to lind the prettiest 1nocle) ( or 
dn::-. .-.s. or shoes ) and then paste h<Sr ooto some sort 
of fl11h,c::.s :.111d try to call iL a p icll in;. J caouot cen
sor you for ii, for it is typical. But ·1 C{m point out 
that the one hope of producing hctle:r work is 
t l1rough the conce::pt iou, uot the llli\terial. One> art
ist told me he thollght his work had never renlly 
dick<:d h(:(:a\1se Jae had never n 11l :,c;ross quite the 
v.retlicst g irl ti.at he thought he might b<:: ;1ble to 
<lrnw. So I rc<:omincndec.l my best modd, with no 
l,<..:tter luck for him. l had ,,ot the heart to tell him 
tht": rc;::.J renson. for \.vho <;an be l(I<> sure that his 
o"vn work i~ not often wanting in cksig11 :;md con
ception? It is llOI i;a.$)', ~incl it demands the utmost 
of your tirne. Desig1) is nlw:-iys there to cxperinwot 
,vith, ll) :}ll()w you to cxpr<:ss yo1.1rself in your own 
way. It is the.: 1·hing tho\t makes you or hrc~tks you, 
when everything cl:=se is s~icl and don<:. 

I <.'aun.ot urge you half <;nough to give thought 
and pl:·mning to the mer<:sl sketd ,. the smallest 
job. At least he <.,'(:rhlin you know no other or bet
ter way. If yon haw: not trie<l any other ,vay, how 
can yoo be sure? A page of 1h,.1mbnails t~tkes much 
less time than yoo w,,ste with ::t had st:trL 
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THE SUBJECT' ITSELF OFTEN SL1GGF0STS THE T()NAL PLAN 



FOUR OF Tl-IE THUt'vlBNAILS TRANSPOSED TO BLACK-AND-\'v'HITE 01 

\ 
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THE COMPLFl ED SKETCH 
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SUPPOSE WE TAKE A SUBJECT AND WORK IT OUT 

Old Mother Hubbard 
\Vent to the cupboard 
To get her poor dog a bone, 
\>Vhen ·she got there 
The cupboard was bare, 
And so will ours be, unless we 

do something about it. 

The subject; the simplest nursery rhyme. The 
picture, no easy matter. Now, what is your con
ception? Yours and mine are going to be very 
different. VVho was Old Mother Hubbard? \.Vhat 
did she look like? How was she dressed? ,l\fhere 
did she live? How? What was the interior? \Vhat 
kind of a dog? \.Vhat is the drama or action? How· 
can we tell the story? 

The first thing l'tn going to do is go sit in the 
corner and think for a little while. I see a little old 
lady with a full skirt, a white kerchief and bonnet, 
hobbling about with a cane. She could be ragged 
and·unkempt or neat and clean. I choose the lat
ter. The dog is a big dog, a sort of old spotted 
hound. In the kitchen I see an old hand water
pump in the sink. I see .crisscross window panes in 
the window over the sink, and the open cupboard 
alongside. I see her telli.ng the dog there is none 
and the old hound see1ning to understand, even 
forgive. Yes, there is a lot in the subject. Now, 
how do you see it? 

Let us think of it in relation to a tone plan. It is 

obviously an interior, and that would probably 
be grey. At least I see it as grey. So that eliminates 
both the white and black as the dominant tones, 
throwing us into the second or third tonal plan. 
Grey is melancholy like the subject, which helps. 
Now, already, here is black and white against 
grey, asoundappr~ach. If we dressed her in grey, 
then the interior could be dark, or dark shadows 
might be introduced. To get a white pattern we 
can have the window, her bonnet and apron, a 
partly white dog. :t-.1aybe something white as an 
accessory-a pitcher, a bowl. The black pattern 
or spots will be ta~en care of by tlie old lady's 

dress, the shadows, or in ,vhatever way we, 

The first temptation would be to run and 
l\.1other Goose book. \l\lhy? Because we w 
see what somebody else did. ,\Te lack any 
dence in ourselves and hope to get some i 
That's one way. That is the worst way, the 
original way, and the one thing not to do, 
1vlotl1er Hubbard is just as 1nuch yow-s as· 
or anyone else's. Who knows when, 'lio 
where she lived, and who cares? Mother HuH 
is just so much design, so much character, 
much story. If we have to be too authenti 
will delve into history, spend a lot of time, r' 
ing in little more than ,ve already have to . 
with. Maybe we could come out with an au 
tic dress. But we are not making a picture 
or stress a dress. Let us make it to suit us 
only rea.1 value is in what we do with it. 
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Let us conceive our subject, then look ab 
to 611d a face which spells Old Mother HuB 
as she fits our conception. I have worked ou , 
arrangements. These were without mod· 
copy, for just now I'm not interested in a'n 
but the design and story. Of the four, I . 
last one. It would not be very difficult now 
a n1odel, and the costume, even the dog; a 
ahead. It would be interesting to go on and, 
the picture. But the important part is don. 
I am not really as concerned here with s 
you a finished job as in showing you how I 
have approached this commission, were it a 
mission. I can just imagine what fun 
Rockwell would have with this, and what a' 
tiful thing he would end up with to show 
I'm sure he would do every inch of it on ·. 
That is what made him great. Start out by 
yourself the same chance. · 

Get out your pad and pencil and beg· 
Jack Spratt instead of Old l\.1otber Hubb. 
any one of a liundred others. But take o 
h')' it, for perhaps the first time, and make 
mind now that you will do it tl1at way ft:o 
on. 



• 
' 
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OLD t\10THER HUBBARD IS YOUR PROBLEM 



TECHNIQUE is a very controversial sub ject at best. 
There are perhaps as many viewpoints regarding 
technique as there are individuals applying it. It 
is not my purpose here to "favor" one technical 
approach over another, or to attempt to steer you 
away from an ·individual application of mediums, 
for therein lies your O \Vll personalized style. If 
you do not allow yourself to be too much influ
enced by some single idol, you w:ill develop your 
own technique in spite of yourself: it is bound to 
be a part of your personal characteristics just as 
is your handwTiting. !vi y intent here is to sh·ess 
the general method, and the reasoning back of it, 
rather than to say how it shall be applied. When I 
speak of teclu,ique her-e I a1n thinking of qualities 
that should be incorporated into good technique; 
those qualities being the sound rendering of form 
in true values, the· consideration of edges and 
accents from an artistic point of view, the design 
a11d balllnce, contrast, subordination and accen
tuation. If you can achieve these, it •\vil1 not 
matter how you do it. 

I \vish also to poi.nt out certain characteristics 
of the 1nediums themselves, and the inherent 
qualities of each which are not always obtainable 
in another. It is hardlly necessary to go into the 

. formulas for materials, paint-mixing, ancl so forth, 
since this has been expertly covered by other 
writers . The permane nce of your materials I do 
not consider especially important a t this point, 
since the problems presented here may be looked 
upon as practice and exercise or experiment on 

your part. 
l\,fost of the elements of good technique lie in 

individual interpretation of the qualities of the 
mediums. You may use a stick of crayon in any 

,vay you wish, but the values, the proportions, the 
contours and edges, are more or less limited to 
good and bad dra\ving. Drawing can be really 
bad for only one reason: that it fails to carry con

viction to the beholder. 

After all, every .drawing is a statemel)'.. e1 
. convincing or not. I f ~v.e do not convince,' 
not expect interest or response. In the lg . 
there is no real substitute for truth andi O' ... , 

quite so lasting. For that reason I feel ~ · 
tain that reallsm in the sense of a "quality· 

'· 
ence" will outlast anv other form of art. · · . . 
not convince the beholder that \vhat apg 
him as distortion of truth is right and proe 
tell him the truth as he knows it and glorif' 
he. meets you more than halfway. 

· There is only one way to assure const· 
~ood work. T~at !s cons~ten'.ly thorough ~ ·. 
hon. The prelunmary visualization or con. 

' 
is, I believe, done better without mode · 
copy. It leaves you freer to express you;it .' 
having fonnulated, even crudely, your i4 
expression, then by all means take every:; 
avoid faking or guessing in its final exe· 
\.\'bile there may be pride in doing withou~ 
and copy, the,·e is no point in it. If the bes J 

invariably prepare the best possible worli' 
terial in the way of \Vorking from. life, af ei 

camera shots and studies, how can the m~n 
fakes and works blindly, hope to compe 

The first matter for your consideratioii 
develop1nent of a thor<lllgh approach. Call, 
t ine if you \vill; I'd ra ther think of it as goo.' 
Start with the tissue pad, but before you i 
too many clippings, se,e if you cannot visua 
thing from a standpoin t of mass and des! , , 
haps you do not yet know the details or o · 
the accessories. I3ut make little suggestI 
figures going through the action and s 
spotted into inter!lSting masses of whit 
and black. You can think of something late o 
make up the masses. It may turn out to be:·· 

. of dark or light furniture, a mass of foliij 
what not. But work for your O\Vn design . . 
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The procedure of copying and finishing a' 
and then trying to fill the spaces left aro, 
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FORM ULATING Ai\! APPROACH 
( ~rt :of background usoally results in 
Ji:rangcment or none at all. Tt is \'ery 

. lq'.\V. Thillk of :tn envir<u,111ent, i( af'ly is 
. :: M.d then find ways to pfoce your 
~:it Think of lig ht a nd shadow per• 
~~ .. 
~;place and foiling upon tl.e units with· 

(C!,·tictua1ly, to 1hi.ok of th<: setting hcM 
1l/nk of the figure, or of tho d esign or 
t:ihe ·figure will evciHually be a pH rt of. 
~' draw, from • clip, a hathing beauty 

-. tHe dea.d cent<:r of white space aod 
..:;·9.5t from top to bouo,n, Then .suppose 
' inking of background. What is there 

~b:~1l fill up the two empty s.ides \Vith 
Je·r. and sky? Naturally as a dt~sign ifs 
,fie • dud. \Ve gave de.sign no chance. 
)sc we make some patterns of dal'k 
~· rocks) , some &o·eys ( eventually shad

~.or .sky). a nd some whites ( eventu:dly 
' il'e soon find the spot for the bathiug 
:r eymight be a wave breaki1lg, the foam 

' a ..iii , ·. ttem, with the girl in a light or a dark 

SUit ti-· joto the design. She might be sitting. ' . ¥ti( )n; n patte rn mig h1 turn into ~1 cape 
. bl~ · ~;-0, white spot might he a goll. She might 

be!, _iii light and half in shadow. A thousand 
aud Jhiogs can happen (O make it interesting. 
n · ,·hat J mean by "approach .... Give your in~ 

e5S half a chance and you will crtate. Or 
_ :easily stifle it by jumping onthinkfogly to 
: .. effort. trusting to luck. Jf you just find •. 

oopjfn'il reproduce it lit<:r;<11ly, or even just ~it 
~i)d copy a photograph you hove taken 
:·, how cao you pos.-.ibly go the next man 
~et? All you can do is possibly to make a 

·~: tCJ." copy, and it ends right thtr<.:. You 
{givt n your d icut much to choose from. 
, ·;oe...'tt time the other man will copy h<:ttcr 
.' ·, and you wiJl he out. 
'.\re~,tivencss is in the planning, pure a nd 
~ ~le rest is good c~1rpe11ter work. Consider 

tlm ivays io yom approach. 

e:r.:next coosiderntion is the rough sketch. 
6 · ~'if the.client docs not ask for one, )'<>ur final .. w 

work will b(, be ttel' if you will form the habit of 
roughing the idea out first for yourself. After )'O\U" 

thumbnails ha ve f.een planl'led, after you have 
your clips, photos, or sh.idies, make som(: sort of 
a te1H::1tive stat<:inent of the whol<! thing as you 
want to work it out. This g ives you every chanc-0 
to .improve from dlc'; start; it shows up the diffi. 
cul ties. if thr.re ~ire lo hr. uny; and ch:mges will not 
have to be made on the fin ished product. perha ps 
Hfter hoors or days: of work M~ybe the figure 

shot1ld be mi)ved over, or raised or d ropped. r-.·f ::ty· 
be the girl shoo kl ha ve a d ress of a d ifferent va lue. 
Perhaps the pos<: might be hctter, Ym1 1)cYer know 
these thiogs until they have hcf:Jl stated. You don't 

make good piC'tutes: Uy changing your mind in the 
middle of !he procedure. No inf:dh.11n looks ~ts 
good worked over as it dot s when planned and 
put dov.'11 fresh, to ::;:tay that way. It takes a Jong 
t ime to Jc:.aro this, and some of us never \viii. l!. is 
r.001parable to the adv:=unages of a \veil-planned 
spef:ch over ,m impromptu one. Settle all the argu~ 
ment~ with you)' pi<.:ture before you s trc:tch the 
final canvas or before you spoil that 11ice big shN;t 
of expensive ,v:,<1ter-colol' hoard. It pays! 

If there is t ime: it is be tt<'r lo make a fir!: l study 
of a figure, then work from thestody rather lhan 
from the origin~} copy, or from the ftgure into the 
(in~I. J realize tl,is is not always possible. Out it 

pays out in direc:tne:ts) freshness. and looseness. 
Jt is hard 10 make it free nnd .sponta neous the firs t 
lime. \ ~/e a ll struggle to gc:t t he dra .. ving , va lues, 
form, nnd design a.II down a t once. ;md it is quite 
impossihfo to do it every time. Jt makes more. 
work, bu t it m.tkes youl' best work. So the best 
habit is the thuff1lmail. the rough, the s! udies. 
then the final. Jt is a <.'Ombination others wiJI fi r,cl 
hard to hr.at. Jf you can make the study in the 
same medium, so much the htUe.r, for you will 
have worked out the problems fr. a.(h·aoce. 

As I have indicated, your particular technical 
approach, your .mannerisms, yottr style, must be 
yow· own; something which <:nunot be deter
mined or even gu"i<lc..'<1 by anyone else. l3ol we c.an 
d iscuss soine of the means at your d isposal, some· 
thing of th,1 :Htitmles toward your work that 



TECHNICAL APPROACH 

must be incorporated into y,()\tr style, whatever it 
is. The first consideration is that of detail. 

the basis of art, but rather selection, accentaa · 
subordination. i\1aking all things throu~ 
pichire equally important is like playing 

THE PRO.BLJ::M OF0 1iO\V l>HJC!t DETAJL notes of a composition with monotono: 
This is somethiog that you will decide, in the equal intensity, wHhout accent or modulii 10 

end, for yourself. It is almost certain that you picture rendered in this way never seem:' 
"~11 have to begin with the :ibility to give com- that "Ah-h-h!" It can so easily lack vit; • 
pletene.5s or "finish" to your work when expected spirit. . 
of you. And by nature you may prefer a closely Detail can be shown in things close l 
accurate and finished type of work. There is noth- make things recede, form must resolve ii$ 
ing ,vrong in working that way, and there will into plane and m.ass as it goes back. Tha 
always be a place for such a method. I-Iowever, happens in our vision. l;Ve do not see ey s 
since photography does the same thing so well, ten or twelve feet, nor tiny·face wri~~~ 
I myself prefer art that gets as far away from the not see the slight variance of sroall surf 
photographic ru; possibl-granting at the smne We see just light, halftone, and shad/ 
ti1nc that this is not always possible. I shall en- enough back, we see just light and sh:r.:. 
deavor to give you throughout this book examples Much of the ,error of too much deti 
carried out in each direction, since it is true that mitted thoughtlessly. The artist takes.'. 
,nore clients prefer finish than looseness and free- of a model, and then plaoes that ~e·: · 
dom. A:; you already k11ow, I believe the future back in his picture. Again, it 11n1st be r '. 11 

in art lies in individuality of conception, and to the cainera lens is much sharper than th 
me, greater individuality is expressed by a big sharper to a greater depth of focus. 1'. ; 
broad interpretation than by being too accurate be believed until you make the folio .· 
and )Heral. But the early \Vork of any artist known experiment. Hold up one finger at armE) en 
for bTeadth and looseness usually shows that he front of you. Look at the fingernail. H_o 
had to master detail before he could subordinate can you see detail in back of it, while:J; · 
and eliminate it. nail? Everytbio.g behind it liecomes :4iff 

It must be adn1itted that the step fro1n detail, is seen in a double image. Now concen ' e 
once . n1astered, to looseness and suggestion, is distance behind it, and you will see~ 
extremely difficult. It is really much harder to Closing one eye, you see as the camera . 
paint loosely than tightly, for doing it either way two, eyes ca1ulOt focus on two distau 
~nust carry conviction and truth, if not literal same time. YOll may think the whole fie . ro!' 
truth. Tightness begills with being so concerned is sharp. To prove it is not, ask ape~ 
,,•ith surface that we lose plane and 1nass, and so his hand a few inches to the right ~r.: 
conscious of contour and edge that we do not face. Now concetitrate on the center o 
soften or Jose it . A round form cao be so sn1oothed ,vhile looking at the chin, how clear} 
in gradation of tone that it lose.~ all character. One see his hand? \Vhen yon are looking:: 
n1ay see the htrning of the fonn in a series of Sev- how cleo.r are the feat\U"eS in bi.s fac:et 
eral tones. The better artist models that form in is that that nllltvelous instrument the.' 
but t\vo or three planes. The fewer the planes stantly making focal adjustments, an.<!) o 
the broader the work, for breadth of execution that the whole Geld of vision appear~; 
is really breadth of vision. One may see an edge since it is possible for the eyes to (X)fr 

shntp and denned. Well and good, but he need only one distance at a tin1e, if a pict,, 
not dig out edges that he can't see and sharpet\ a point of focal interest, with materi~ · 
and defu1e those also. Definition will never be that area slighdy subordinated and sJii . . 
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DETAIL 
)ho frame. then the whole effect is 
'· e than completo detail all over. I 

'•))tat there should be a circlr. of sharp-
~dCd by fuzziness, but that as you go 

~,!he foc.11 point more dcfoil can be 
ho 11 :<land more softness pcnni!ted with a 

~realistic effect. H concentra tes a ttcn
f,a.od enhances, the d<!ta ii where vou 
·\ .will Sod this in Remhran<l1, v;las-

. ·:·i;I~ Gl.insborough, Homney, Sarg<:nt, 
t;<ander. ~md a host of 01 hcrs:. Yoo need 
r 

),·word for it. Deg~s was a master of 
tl:on aud subordin~tioo of deta il, plus 
!~~ration for de8ign and a!'raogt.:1nent. 

· .~ ·illustrator C.<:jn l-'rofi t by study of his 
· ¥s· work \.\'ali complete enough. but sel, 

iifk}'., 
·' 

,allover the picture is shown as it w°'1ld 
close up, thc1) everything is htovght for. 
!,°i~\(,"front PL-me of 1hc picture, or lo the 
.' ace of the p~~per or ronvas. This is much 

·: esrope or op¢11'l gfosses in bringing a 
: · vard. Technically. then, your pkl nre 

.·-,nshect of detail: all thing., lying r ight on 
"~t·t tl feeling of space between the various 
~ .. as we go bock, Un le~, the detail of tho 
· µtjd is subordinated to the foreground) all 
:· tQ be sHcl:ing together in a single plane, 
}Ss. of perspective and diminishing s iz<:. 
' ~ver is that svrfoce detail shookl become 
., ed in tone .ls it goes back. For example, 

the, ' · :\~e of a sweater is apparent only for a few 
fett r. er that, the sweate r becomes simple tone. 
Hi . portant are the weave, the tiny folds, or 

. )he small details, anywa)''r The big forms 
· t we arc OOn<,'€med with. To add detail 

,;.~·could not sec is M false a.,; to define con
. \'eCAru1ot see. The fact that the ctu)lcn1. can 

~ ;: Ol'C sh::lrply than we c.:~in does not make it 
.;it better as a picture. \Ve a rc painting to 
• <..-e an illusion of life n.s we see it, not some 

.<.: tion of me<:haoie3I sight. So the fa rther 

' the less modeling, tl\<: simpler the tone. tlie 
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less the plan¢; ( meaning less Jrnlftone ). the less 
re flection in shadow.$, the flatter Sl:=tMnlcnt of 
simple, light and shado""· The d ist.,nce (:;.10 hc
<.'Ome almost poster in effect. Try it, and amaze 
yotirself with the three-dimensiona l <111ality il 
giv<;s. This is especi:'tlly tn 1e fr1 outdoor st1hjc:cls. 

There is a clock aho1·1l ten or twe lve feet from 
where I s it. r know that grey spot at 1hc: top of the 
dial is an X and 1>.vo I's. Out the clock really ~p
pears to h~tve spots of gmy :=t r<>i.mc.1 the dial. H I 
weie to paiol 1his ~tting and put th<~ numerals 
d carJy on the clock I wo1,1ld sacri6.ce noy feel ing 
of th<: <listance belween. ;,ncl the clock would s it 
right up on the front plane. like a w~1lch in my 
h;)n<l. Yet in most of our present-day ill,Li:traHon 
this is done over and over, and hy good men. They 
;ue p utting clown wl1~t they know to he there. but 
not :,s they truly see it. It is tJ1ooghtless and enon
eons, and ea_i;ily so proved, once poi1t1<:d out. The 
artist most make ~u heroi.c a ttempt to disentangle 
detail and tone in his ow,i roind and vision. He 
nnLi:t rc,ali;r,e that his vision is a I hoosaod times 
more be.1utiful tha1t tlie c.t.mem's if he will but 
trust it. If he is to obtain th::il greater beauty, he 
must <X)mbttt the too-great detail rcgislercd by h is 
camera rnther thirn abide by it s1avish1y. It will 
be better if he le.1rns to trust the t-amera Jess and 
belicw! more iu Ji;s own inventivene.~s and feel~ 
ing) trying to sec with reason and imagination. 
Only in this ,vay C' .. ·m his work soar to heights Ul\· 

attainable me<:hanically. 
Perhaps .u1 artist has not yet reasoned that 

there is $.ny go:.ti ·beyond detail and fin ish. Then 
Jet him look a t the kmdscape on a misty day and 
see the real beauty of subordination. ).,(:t him 
study outdoors in twilight ag~tiost a flaming sJ.."Y, 
the myst«y of moonlight compared to midday . 
Let him drape a figiirt: io g(luze, look <tt tht'!. rdlc;c
tions io w;;lter, Jook beyond f~lling snow, or even 
s<"rape o(f his sharp l?icture with a palette kn.He, 
6nding in6nitely more hcauty than he had before. 
Thc;r<: is a door open to all of u~. if ,ve will but 
pass through. 



THE TREAT/'v!ENT OF EDGES 

Perhaps the most import::t1)t eleine.nt in obtain· 
ing freedorn and Jooscness is found in the treat
ment of edges. There js a "'lost {tnd found" of 
edges as they truly appear in spne<,. But the eye 
must educate itself to see it. You ma.v not belive , 
this quality exists in natore, for it is hardly ap
parent uolil you seek i t There may be obvious 
sofh1ess of edge, as, for i1)stance, the hairline 
.around the face, or the fozzy edge of a fur cape. 
but softness (Iocs occur even on hard edges
edges which r<'..ally ;;1.rc a line or a hard surface. 
like the four sides or a squ:;irc polished table, or 
edges which are hard to the sense of touch. Un· 
thinkingly we may put them into our work as 
something hard aH around. ·rhat is p\ltling down 
what we kno";., is ~ere but not seeing it. Look a t 
tl1e real table top , nd you ,..;n r.nd the edges ate 
<lifforcnt all the way TOt,11) d. The fo11r ed~es will 
pass by som~ tones that seem to merge ,1.:ith them. 
In other places they will stand out shArpl)' in re· 
lid. 'fhe top may have reflections of light which, 
rnnning to the edge, will be slrnrp, and <lark re-
flecHons whiclt ,nay m:lke the edge 1..mddined. So 
edgc.s are a patt of the Fonn Principle, since t.hey 
are relative to the surroundiog tones ;.l.nd influenc
ed by their e,wironmeot. The smne t~dge may he 
sharp or St)ft according to the conditions of the 

that is all we are going to sec. How ,nan 
ever .n.:nUy lqo'k for softnc.ss, for int';tgi_Q.g~ 

for tones being lost into and enveloped b 
ow? Yet these ::tre the q uf:llities tl1al ,ve r~ 
the work of the really gn~at artists. U wet 
the sh,u·pncss in life, we may see only th~ 
ness in great pietw·es. \ ,Vhen we find ther.( 
soflness, we find they also h::Ple it. \Ve 6rl'. 
is a b~laoce of s1ui.tpness nod softuc~ al( ,,., 
through, neither all hard or all woolly. <.r 
tures really differ in quality from the gr · 
not so much in mediom and dexteritv as j 
\'le have not deYcloped that vision ;o as u,lt 
extent, and mostly becanse we have , ' 
make equal contact with the truth of na 
self. \Ve do not develop ,•ision if we \lo nc( ~ 
Yo\ir camern and your projector are ueve: 
to develop your vision. They \\111 h:ing: · 
weight upon it \\rithout your eveu rea~ 
this is so. llecnuse the quality of ''lost au<l: 
iu edges has so nm<.:h to do with vision an·¢ 
ner feeling of the artist, il cannot be red" 
fonnula. But I believe I c,m g1.1ide you to ·. 
the instance.,; where you ,ue apt to futJ.fij 
wiH but look with your own eyes. L.et US; ~ 

several kimfa of soft edges. 

l. For tl,e 6rst, Jet us take the sofmess · moment. 
Look aboot you where you are sitting right cd by ···habtioo'' of light. Haktt ion is the·. , 

1)ow. The JirSl edges yoo are c.'.Onseioos of are the h1g of light from a particular SOUl."CC ov· 
ones where there is considentblc contrast of 'value surrounding touc, like the bhrr around a·~. 
- light against dark or the r<;verse. Then· you will 0,1.me. Th~t halation does exist is proved . .. , 
fi 11d there are some that are not q1.1itc as insistent l,lur produced i1) a pltotograph around.: 
In p:-.tinting you could start soflening thc·se some- source so<.·h as 3 bright ,vindow or lamp. · 
what. They arc to be quieted do,vn.. bcc:ause th(::y ness like this is obt,1incd by softening tli 
really ~trC that way when comp:;i.rcd to the stroog outside the contour, as. for. example. bey · 
on.e,;. Next, you will find there are edges which inside edge of the light of the window.: ' 
ar<~ enveloped by and merged into sh:~dow. You want a light to appear b.ril1iant. lct a littleo 
have to look ha.rd to see them. f inally, I h.ope light travel :icross or into the sun·oun<.Hnf 
thcrc ,vill besorne you actually cannot see but will The edge itself may be held fairly definii 
only know al'e there. These a.re tl1e edges to be there is a raising of the values to1..lching m, 
lost ¢1)tfrely in pf:linting. It is by studied trfr.'.\ t- In paint ing we also have what is koo~ 
)))(:flt of the· edges that we get the illusio~ of '"passage"' from 0.1.1<; tone to anotl1er. An edg 
space. appear hard and insistt::1H ag,,ius, its nei& 

U we look only for sharpness and delineation> \Ve want ac<:entuation so.mcwhere e~ 
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WHERE TO LOOK FOR SOFT EDGES 
~Ji\i subordinate this edge. This often 
:.th. t_he shoulde.,s and anns of n por

·:~ ~·nor subo,dinate S1JCh edges ,ve may 
. S!O tones closer in value at their meet· 
i~·~~ tone fade into the larger adjacc11t 
qillly. The edge may still be held, not 
.:SetJler. In effect it is like extending the 
~ :tone for a little ,vay into the other. 
,\e; a ligl,t l>.sckgrounJ would I><; d,irk-

tf)e when approaching a dark edge or 
is:o.mewhat \\-'hen approaching a light 
'ipu!s less attention on it, but still holds 
.~~ thout m:ikiog n. gannent, for ex.ample, 

: . .'.~ ~y wool. 

~·ex, kind of soft edge is much more ob
. "t is whe ... e the materia l itself is soft and 
·~ mixture of itself with what is behind 
. mple, the edge of a n,an 's beard. a wisp 
'e line twigs of :;t tree. lace and craosp3r
fais, mist, clouds, spray. and .so fol'th. 

e·.rext kind of edge is soft because of 
"}ues, \\•heo the edge beromes the s~• me 
\that value which it ;·1p1wars a2aitt,;t. If .,.,..,. • :r: - ..... 
. ~quite close anyway. it is s::ife to lose them 
.inore. You can use the sharpness else 
;whcre it does more good . This is really 
,light appears against light, grey ag(liost 

dark ogaiust dark. 

· ere the turn of the form presents a grncla · 
:tone approoching the value bchi)\d it. Ex· 

· ·~~ght on hair hirning to meet the light. 

-~bove four ,ue natural or ac1 ua l causes of 
g~. Now let \tS (,'(msider deliberate insta1)

. -:~re it en.hanoos the pictoria l q ualities to 
>an e<lge. 

cases whetc two sharp edge.,; occur and 
,'one behind the other, theoretically soften 

th~ ne in IJ<lck as it meets the front one. Example: 
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\vhcn u line of n hill crosses behind a head, soften 
the line of the htll especially where it meets the 
head. It need not be miles back of the head; soft . 
en even the line of the back of a chair as it meets 
the head. or the contour of ~iny fom1 passing be
hind another contour. It keeps 1hem from stick
ing together. 

6. There can be softoc:ss :.1nd diffusion hK'<>l'

porntcd for purely ,1rti.stic presc11tatton. to get rld 
ol hnrshness and o"e rinsistence. A tree io the dis
t.1oce naturally would be painted with more soft
ness than one in the foregrouod, to get it back 
whern il bdougs ~iod to crea te the illusion of 
space. Th e sense of space is actually more impor
tant than the tree. Painting both trees sharp 
,vould bring l,oth into the front focus and op to 
the pictt.ire pk1ne. which is false. 

Do nol' interpret this as meaning you must 
1niJnt everything in the front :.is h.ud and ::.harp 
and everything in the hack as fuziy and out of 
focus. There should be a certaio (.'()1)Sistency of 
vision a bout the whole thing. not as though the 
beholder were nea rsighted . The cha nges should 
be gradt,1::tl an.d subtle. not too ohvio11s. There ~n 
be softness io the d ose edges too, mingled with 
the crispness, and some; sharpness in the edges 
forth,r buck. The picture should h~ve feeling of 
the subtle "interfacing" of masses so the d ifferent 
areas do not sc;p~ra tc them.selves too disUnctly as 
would the countries on a map. Following any 
~<lgt around should give it ···Jost and foi,1nd" qo~,H
ty, with more of the .subordination in things at a 
distance than those dose up. All sharp is bad. All 
fuzzy is bad, The bt-...auty fies in playh1g one 
agaif1St the other. Study some fine al't from this 
standpoint and it wiJI open your eyes. But mainl:· 
try to see it in lifo for your.-.df. It is there, but .so 
subtly that it must be sh'essed. ?\a lure alrci,dy has 
spa()(:, hot ,ve have only ;\ one-plane surface to 
work upon aod must do SOff1ething ahnost drastic 
to get rid of things seemingly pasted on and stick
ing there. Too much tllUstration is just that. 

' :l 
'1 



THE LENS SEES TOO /vlllCH 

I present here :) pholo which I shall endcav<>r 
lo paint from in as finished a manner ,1s possible. 
l sh,111 try to hold the values and the w;rv smooth ' , 
modeling or the form .. Fraokly, this wHl beof the 
so-called "slick~' t)1)e of painti1ig. which never
theless holds a place in our craft. Tl1e pa ifl liog 
\Viii appeal to a great majority of clicots who real
ly like the slickuc.~:s. Bul even here we can be;tt 
the mcchaoical and exact image presen ted by the 
lens. \Ve can at le.:\st subord i(l!l.L<: Lhc overabund
ance of det.1il, espceially in the dress, and so1ne-
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what simplify and glodfy the rtst. This comes 
neat' to "photogrnphic·· painling as I would f!\ 
want to go. I ha"e lnd uded it to show tbat e\ 

the finisl,ed and ,~xact need not be harsh and h 
Tht:: softnesses save it, J. hop<.:. Please notice 
I have sought 110 edges that are not there, 
have subordinated tn.lll}' that ~re in the co 
Slndy hoth closely. tnc:;) for area. I do not si· 
gest th,lt yot1 pai,)l this way; i t ls bot one w 
Y0\1 will 1>aint vour own ,,,.,,,.., ::ts vou 1nefer , ' , 
pa:int. 



THE EYE SELECTS 

PeopJe will often unknowingly praise an art ist 
by rolliJlg him, ···rh,t looks just like a photo, how 
w-0,,derfu]!"These are sad words to the consden
liouscraftsu1an. Yet as au i1lustrator we musl face 
the foct that a. large pcrc:.-euh-tge of people are 
detail,conscious, that <letaiJ pleases them. \ ,Ve <.~r, 
gire them detail when we have to, even· if it hnrts 
a little. But at least we car) choose what det:1il \ve 
are going to give. subordinating what \Ve do 
not like. Every phoro is foll of unpleasant detail, 
at.<le\•ery photo has the possibilities of something 
thamtiog. So we must study hard to decide wh;H 
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slo•II be ,md what shall not. If the values and 
planes go in ,v<!ll, if the softness ;md sharpness are 
taken care of, such h'rdova!lt cfota il will not be 
111issed. \.Ve can beat the camera, bccau.-.<~ the 
camera c~ull)Ot choose uor subordina te, thank 
Heaven. 

Note the nomberuf soft edges, ,vithout produc
jng a fuzzy m· woolly dfoct. It will be interesting 
to note that you will flnd softness oppost:d to 
sh:'krpness ;;111 through. not all one nor the other. 

This for the young artist who sees everything hard 
,md brittle. 



STRESSING THE PLANES AND ACCENTS 

.- . 
. ' ,<., 

' \ 
'-

Here J give you my photogr:i.phit: C:.'()py. l nc:i
<k:11t;.11ly. il takes; coutagec lo lay yourself open 
thus. But if I am going to teach it is only fair to let 
you see what 1 am working from. J n this photo 1 
deem the h:.H.:kgro1.111d t)h~:loing)css, irrclcvanl, 
t111d :;1,.1pcrffooos. So why not d i11)inal<.:-: tlu:: whole 

Lhing aod glve only enough lo keep the figure. 
from beingpa.sted on a white page? At feast there 
sho\11d be some feeling of the figure's being in 
space. The interesting tldog to me here is the 
form, and secondly the chan,ctcr. Th(:r¢ is so 
much in tricate form in the garment itsf1lf, i t 'is 
quite enough for the eye to take in. 

Again we beat the c:)rrlera because we (:an elim-
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i,,atc ooinpf:Li ng iotorcsl, <..'Once::utr.1.ting where 
,vi}L I have sttcsscd the c:risp1H~ss of the 
ancl accents, losing on)y the edges that act 
:lppear to be Jost in the copy. ,ve have attain 
be lieve, sl1;;1rp11ess wit lu)ot h :1-rshness. Tbefo 
complc:lt~ ,vith<>ul ht~iog ·'p,.:ltcd" ~1.nd ''bo 
oot. In each area you ,...-ill find a simple a 
light ag,,imt simple Jrnlftone and mergin.g 
:tlmost Hat (l11d .">imple shado,v. 1 have tried to 
a miniinum of slrokts to g<;t the Uiggest po 
statement of the p lane. Thcu:c wHI ah-.·ay$ 
d emand for this concenlYatecl and dean-cul 
of approach. J.t leods itself admirably to all 
of illuslration. 





BREAKING UP THE TOO-SMOOTH TONES 

Here js another phol<> selected as copy. One 
of t..hc ma in things that id~~nl ify a photo as a pholo 
is the ultra-smoothne.ss of the 1011es. In working 
from th.is ropy, I ha ve bi:oken up some of the 
tones, also some of thc. t~dgcs. The intrica tt~. d,~t:liJ 
of the dress h:1s been subordi,1:Jted. The conch 
has bce11 made relatively of Jess jinport(nu-.e than 
the. figure, therefore with less definition. T he bjg 
planes of the figure nrc s tressed. 1 h,we h·icd to 
avoid ~-l.S much as possible the flatri(:SS of the tones. 
\Vhilc there ,1re times when fla tness is desirable, 
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often a rens painted too flat and smooth wi 
pear "tinny" and monotono,L~. Some clm, 
toJ1e within a tone, to break it up slightly, 
to :.1dd vHa lity where there is none. If possi 
:trc·:1. should :ilways kiok painted, not pas.ted; 
is one of the ways to do iL. Not,; I he ~(.'(:trits p 
here and there of dark against light, lo add p 
The Hghts. have been forced somewhat lo 

c:dr(l brillfrutcv. The background has been · , . 

(;fled i,, spots 10 ~)void the mouotony of to 
the photo. 
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ADJUSTING TONE AND PATTERN 

Here \Ve have " photo, rather ordinary in <l<:sign 
and Jacking the contrast a,,d l>riUiancy necc~ary 
for good reproduction. To fo llow it too doscl~· 
would produce a dull picture. So a livelier p;.lttern 
is introduced ioto the backgroond, and the cun'cS 

of the couch seem to give it more v~triety. The coo
tr;osts are sh·esscd by adding a durke.r pillow 
against the white dress, and the intensity of light 
to shado,v is somewhat inere~ised. At the same 
time some of the cc.Jges are softc,,ed or .modulated. 
The softnesses in trodu(.'<.Xl do much to relieve the 
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photographic look. The lighter tone of the 
keeps the dress from being quite so isoL,ted 
!.Cpar::\tc unit tm<l seems to in terlace it with 
other tonal areas. I believe t..hc d(:Lail is Su 
to satisfy almost any client liking a "finished• 
i,i the art h<~ b l.1ys. It Cit fl look mucl1 rn.01e · 

than it r<'ally is, so long as the: values art iu 
:md pleasing. In this case we could not hasee 
imited a backg:roond. for the dress \vould h,we 
co1)lr~st to speak of with ft white b~1ck.grou 
we had to invent one to soil. 





THE "BIG TONE" APPROACH 
I chose to call tlus approach the "big tone" 

approach, for that is exactly what it is. It could 
j~ as well be na1neJ the "pattern approach." 

We shall aim to set down the big tonal patterns of 
our subject as simply as po,ssible. Pattern. aftei· 

all, is b ig-tone e.ffect, one area opposed to another 
in value and all working together to produce some 
sort of a dC$ign. There is really design, either good 
or bad., whenever we put are~s of variable tones 
together. It dawns on us as pa inters that the effect 

of the arrangeinent of such tones is really more 
ilnportant pictorially than the subject or the 
things we are painting. 

I·fere is another reason for the not-too-literal 
interpretation of nature's coinple.x forms and sur

faces, bu t ratb.er tb.e seeking of design through 
the material nature presents to us. You crui in
stantly see how this involves: taste, selection, and 

inventiveness. Such an approach, then, is creative 
and not n passive acceptance of fact. You are add
ing the i1.1telligence of vision so sadly lacking in 
your camera. 

Sometimes the simple postery statement is bet

ter than the more finished thing, for it is conceived 
and executed in truth-truth in the large!' sense 

rathei· than a minute inspection of truth. One big 
trutl1 is tnore understandab!e than a lot of little 

ones ( with, perhaps through i.gnorance or incom
prehension, some of the more important ones left 

out) . So close do some of the abstract artists come 

to it, yet just missing the e lements that might 
make them so much greater, an alliance with crea
tion itself. It does not seem possible that anything 
that works out as well as the great natural laws, 

which have stqod for a few billion );ears aud con
trol the very universe, could be quite as Wl'ong as 

these artists contend. Could it not be a lack of 

• 
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insight 0 1' perception? At lea.st I urge you yo. 
artists, before yo,n go too far into the abstracti n 
iacomprehensible, to think hard before you' is, 

card the ~·ealth of material nature has lavi' 

upon you. You cannot live without light , 
neither can yom art · 

On the opposite page we have taken a s· 
figure subject. 1 lJelieve my demonstration 
be perfectly understandable to you. I a ttem 

show the power of simple light, halflone,l 
shadow, as allied to the Form Principle. Yo~ 
be a good painter going no fa1·ther tha·u thi 
getting tl1ese tones and simple forms rig. 
drawing, values, in relationsJlip with on.e nno 
according to the light, and in relationship wi 
surrounding elements. 

It is. really so simple that the general la,' 
understanding of it is amazing. i 1ost of the: 
c:tlty, I think, arises from the fact that copr;l . 
seldom made, or models posed, in simple ii 
and shadow. Naturally if you break up these(.1· 
inal simple tones, which are the best you .; 
possibly have, ,vith a half-dozen other Ugh · 
have no form left, nor any opportunity to sla 
You find yourself trying to duplicate a Jll ' · 

meaningless tones to no good purpose. Yo . 
break up fonn as easily with lights as you 
breakup a town meetingwithcross-purposes; 
body gets anywhere and the l'esult is nil. 

Ahead of anythi ng else, choose si.n'lple ligll i 

to start with, if you are ever to paint. You 
light your subject from back or front,. 
reflect it back if you wish, but use one basic; .' 
whenever possible for the best interpre ta ' 
form. 

Nature takes care of that, outdoors. We.' 
things up when we take over inside. 
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THE SOFT APPROACH 
This. is a delightf·ul way to paint. It is closely 

allied with the "big tone" approach. However, 
instead of painting the large tones in to a sharp 
edge and softening them later, the large tones are 
set in and inunediately softened. The smface de
tail is added then to the soft tones in overpainting 
while the paint is wet. The edges are de6ned 
where needed. leaving the general softness as 
desired. This is one of the best ways to combat 
hardness or tightness in painting. Tightness 
comes from small forms, too much precision, and 
everything filled in to a sharply defined edge 
everywhere. 

I believe this approach will come as a revela
tion to many young painters who have not tried 
it or do not know about it. It results in a feellng 
of 1nuch n1ore quality, and at tl1e sa1ne time adds 
a three-dimensional effect to one's work if it has 
been persistently sticking to the front, or picture, 
plane. Itelnninates much of the "pasted on" effect 
of the units of yom· picture. Try to hold as much 
of the softness as possible. A few dexterous strokes 
may add all the finish you want. I feel quite cer
tain this must have been the approach of both 
Sargent and Anders Zorn, whose paintings 1·ellect 
the kind of quality this approach gives. It applies 
to solidly painted pictures better than others, hut · 
can be effectively used in sketches, vignettes, and 
almost any type of illustration. 

It will be well worth your while to 1nake some 
experiments along this line. I never believed In 
confining one'$ approach to a single n1ethod. I 
love to experiment with everything I can think 
of, or that may be suggested to ,ne wherever I 
see it. I like to use a method or medium as much 
in tune with the subject as I can. Some things 
see1n to call for "brittle" treatment, while others 
call for "delicate and soft." \Vbtle you are learn
ing, learn to express yourself widely. Thei·e is not 
so n1uch danger then in "burning out" your ap-

proach or making it grow tireso1ne to your publi 
You ",j}l note that in the Grst stage of this he!ii 

a fairly careful charcoal drawing was made. Th ' 
the large tones were laid in over the 6xecl ch ' 
coal. Even in the first statement tl1ere is a fee ·· 
of the light and form. This is heightened in : 
ne:tt stago by only a few strokes laid over. \Vi 
the detail of the features :ind some more light : 
dark accents, it becomes completed. In orde. o 
shov" yon the stages I had to make four separ · 
subjects. With you it would be but one. But 
making tlie four, the last one wns painted ·· a. 
very short time, since I had had the experif 
of the others. This approach is quite direct, a d 
if possible should be completed while the p'" I 

is wet. ·By adding some poppy oil to your t~ 
tine when painting in oil, you can slow down ~ 

drying. 
This approach would apply better to opa • e 

water color than to transparent. It is quite a ti:' · 
to keep it wet long enough to get the softness( t 

it can_ be done. Crayon and charcoal are a : • 
able for tl1is approach, or any 1nedium that.·. ill 

be rubbed, then picked out with an eraser. . 
So many students hope to watch a professio 

to le.'lrn technique. Technique is your own. ?v( · · 
odor approach is always a matter of knowle ., . 
There is no reason for any artist who has the go 

. of his craft at heart to keep sucli things a Jl1: s-. 
tery. Technique cannot be learned by watc ·: ,. 
only by doing. If an artist can tell you how i 
done, it is so much better than watching hi .. 
even tban copying his efforts. 

Try out the soft approach if you like it. If.' u 
do not like the effects in it, then pass it up. Hof· 
ever, it is a very, very good way to beat old ·:. ill 
camera, or projector. We can't trace fuzzy·~ -
ages. ?vlaybe you can ·fuzzy up the hard ones·' d 
then bring the1n back. I don't lu1ow. I do it · 
eyes, hands, and ( I hope) thinking. 
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THE BRITTLE APPROACH 

When thuigs are in a sharp strong light, or when 
the subject itself seems to call for a certain crisp 
or brittle quality, I want you to be able to think 
in these tenns. Usually this sharpness would be in 
s11bjects of good con\111$t, using plenty of good 
lights and darks. · 

Here we have a brunette in a black-and-white 
stt·iped dress. The dress is "perky" and the stl'ipes 
give it "snap." I just can' t see th.is subject painted 
in mystery and softness. So we put the blade hair 
against practically a white, cany the crispness 
into the background and all through the dress. 
Because the dress is busy in pattern it seems to 
ask ·for simplicity else,Yhere. So we do not fill 
up the picture with too 1nuch other pattern. 

Almost an edges are defined here, though if 
the dress were a single tone the edge would be 
too hard. But the stripes break up the area, pull
ing the eye ,,~thin the contours rather than mak
ing one conscious of them. This was overpainted 
quite a lot on dry paint, a method which is the 
opposite of the prececling soft approach. and 
'A'hich adds tl,e very quality oI brittleness which 
we tried to avoid in the other instance. 

Most )'Oung artists pa int rather to tl1e hard tban 
to the soft anyway, so this ,vill oot need 1nuch 
explanation. About all you ca11 do with th.is 
approach .is to paint up to your edges, and stop
which ,nost of you do. But it is not ,vitliout value 
and charm when incorporated into the right sort 
of subject. 

Light and shado,v really looks brittle out in the 
bright sunlight, and there is no reason for not 

' 
painting it so. There are many subjects whe.· 
·<'.rispness is the aim. So e;s.1ierhnent. The mo. 
crisp effects can be obtained by painting Ii · 
over a dark but dry underto11e. Sometimes an ol' 
C(lr,vas is perfect for this type of app1·oach. Or y . 
can stain a new canvas ,vith a tone and thin hi! 

pen tine and let it dry. Opaq,.ie water color is excl 
l.e11t for a brittle or crisp effect. One well-1.'llo, :. 
artist works his opaque right over regular beav 
hoard, painting in nil the white later with opaq'! 

Pastel has some of the crisp brittle qualitywh · 
used over toned papers or boards and not rubbe: 
It can be done very beautifully and with char, 
ing effect. The 1nore rubbing you do with pasf· 
the more softness, so it is open to either approa . 
flowever, pastel being a grainy or chalky m 

di1Un to start with, most of its charn, lies in lea;~ 
ing the pastel pretty n1uch as it goes dov,•n wi , -
out rubbing. It can get so s.moothed out that, 
loses its cha!'acter entirely aud ends up as a mo 
or less unidentifiable 1ne<liu1n after 1:eproductio . 
Any medium should retain some of its own ch·. 
acter. It should not look like so1nething else. 

Remen,ber, crispness seems to apply mos' ·: 
to bright light. Remember, too, that crispness : d 
softn<'.SS co1nbine beautifully together, are be( 
combined than either by itself. So do not deci( e 
to go all to the hard, ever, because that is rig t 
back where you started. \Ve al l start out "the ·:. 
,vay. .. 

Note that this painting is not entirely witho 
sofhiess. It needs the fe w soft edges to estab' 
cl'ispness by contrast 

•, 
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THE "BLOCKY" TREATMENT AND OTHERS 

While I believe the method of applying pig
ment should be left to the individual, there is no 
harm in calling attention to various treabnents 
which con1e under the head of general procedure, 
with a variety of effect At tixn.es the subject itself 
seems to call for a certain type of handling to be 
in spirit \,~th the thing. Every artist seems to be
come afllicted ·at some period ,vith a tendency to 
paint things too round and slick to give the ~tal
ity to his work that he desires, but is quite una
ware of what he can do about it. 011e of the best 
ways to give added form and structw·e to already 
s1nooth forms is the '1::locky" treatment. 

' This is achieved.mainly by transposing monot
onous curving contours and forms to a series of 
straight lines and by i;ainting straighter alld flat
ter planes. Strangely enough, the fo1m retains its 
delicacy, but seems possessed of a stronger feeling 
of bulk and solidity when b·eated this way. The 
plalle is carried as far as possible in one value and 
then given over to the next. Care must be exer
cised not to smooth the planes too much one into 
the next a~ you go round. The begion.ing of the 
shapow can be held fairly distinctly as a tone 
,vith an edge ju~t bey,)nd the halftone. The con
tours may be accented with bits of straight out
line. The values themselves are held to the true 
values without undue "forcing." If you will study 
the acoompanyiog plate I believe this text wi.11 
become clear. · · 

The blocky treabnent applie~ especially well 
when painting heads, particularly when there is 
not much bone structure, resulting in extreme 
smoothness. Baby heads respond beautifully to 
this approach. It is about the only way of giving 
extra vitality to a rather suck subject. It appues 
to !lrapery, rocks, clouds, or ahnost !lDY form, 
and helps to eliminate the photographic look of 
painting. It is well worth e~-periment. 

There are other treatments. One is the 
small strokes following crosswise to . the fot 
which enhances the strucrural appearance ~ 
solidity. Such treatment adds softness to pain~ 
whereas painting down the form defines it~· 
sharply with a hard edge, since the brush foiU 
the edge of the contour. It could be taken a', 
axiom that if you want it sharp and defined, P&l 
down along the edge, If you want softness,Rf t 
across the form to the edge, or actually be .. d 
the edge, 

The big- or wide-sti·oke painters usually 
up and down the form, as \vitness Sargent, Zo , 
and Sorolla. \-Vithout loss of vitality we Ii 
exan1ples of the "cross-form painters in s. 
strokes" in Ettore Tito, Childe Hassam, D3tll 
Garber, Edmund Tarbell, Zuloaga, and ml! r 
others. This form of painting has the adde ·· 

' vantage of usiug1nuch more color ,vithin the::. 
area, and often 'broken color,'' which started., 
the French l1npressionists, 

We also have what.is known as "scumblil! • 
which is done n1ostlv with the sicle of the b . . : ; 

· instead of the end, .with very soft and ooau. 
results. Very little of the effect of the straight~r 
ties of the brush is left in the paint. Finally, t 
is palette-knife painting, perliaps the looses o 
all, \Vh.ich can be . combined with the brus. 
treated as an entire approach. 

I have given a few. examples of these ti) 
men ts here and elsewhere in the book, and I .· 
they will identify themselves to you. I beliei 
of these are wortl1y of experin1entation, · 
assure you that ti1ere are many good painte o 
each type, Such techniques can be applied .f . 
tonal mediums. It is interesting to set up a ib
ject and paint it in various ways, or evell a p ·~. 
and interpret it in many ways. Then the i:i o 
works for you, not you for the photo. · 
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THE " BLOCKY" lllE,\TMENT 



PAINTING DOWN OR ACROSS THE FORM 

AQOVEtT~8 O I R.et(;TION 01:' "rM G. 

J"l'RO)(r,J' ARa•W\Tlf' OR..,.,OOV.J~ " 

THe l"'OQ.M , Bt. LOW, THI: JUt(H<.lt/ 

A'lt., AOA1Wj"' <)A. ACR.01.J" TM E. 

fORM. t 'I' IJ Joaae.n~D 'fHAT 

VOV £>< C>ell,\MttN"r 80T'"' WA.VJ". 
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THE TONAL MEDIUMS 

Am Ml:.'DIUM which ,viii produce a scale of values 
between black and white may be regarded as a 
tonal medium. Such mediums call for a screen or 
halftone process to reproduce. When dra,ving for 
reproduction on cheap paper or newsprint, good 
contrast is necessary. For the Sner papers more 
subtle gradation can be achieved by a finer 
screen. So if you use a grey stock, or any greys 
within the picture, it will be more expensive to 

reproduce than the so-called line cuts. The excep· 
tions are the Ben Day or Craftint screen, or a 
grained surface like the Coquille board, ,vhich 
really produces a series of fine black dots which 
will reproduce by the line cut process. 

There is such a thing as a highlight halftone 
which omits an overall screen so that the whites 
come up pure white. But tbis belongs to the half
tone type. 

I shall make a series ~f subjects to Identify the 
medium only. I suggest you try them out. It will 
not be accomplished in a day. Every medium, 
though conforming to the basic approach of the 
Form Principle, will have its peculiar characteris
tics. What you should really attempt.to do in mas
tering a mediu_m is to be able :6.rst' to state your 
planes and values correctly. Then learn to make a 
sharp or soft edge. Learn to achieve a soft grada
tion of tone when wanted, or a crisp and blocky 
or sculptural effect. Learn to place accents of light 
and dark. That is all there is in any medium, but it 
is not as easy as it sounds. I think wash and water 
color are just about the roost difficult mediums of 
all, but two of the most beautiful when handled 
well. It is odd that most artists start in water color 
as first choice. It seems to roe that crayon, char
coal, carbon pencil, dry brush, and similar roe
diums, all offer much simpler opportunity to ex· 
press yourself in tone. Then the step to other 

types ,vill be much easier. But do what y8. ill 
in the way of mediums: they are all yours\· ex, 
perirnent ,vith, and to help you find yourse . 

I do not believe in isolating one medi .. 
working in that alone for the rest of your , 
Proficiency in one helps in another. I belie 
pencil has helped me to paint, more 
thing else. Certainly it is easier to do a g . 
drawing when you Nln state simple Hgii 
shadow well :in other mediums. Tonal n:ut 
of the drawing type all help mediums con(' er 
as painting. But make up your mind tha 
whole thing is all one, and that with exp-e· 
and practice you can say what you are able., . sa 
in any medimn. That is the way it should::. 
\\,;JI broaden your whole scope of pictorialt 
and not only keep you going longer, but ; 
you unconfined pleasure in your work. 

Such versatility is not nearly as amazi~g 

might appear, when the fundamental thing 
applied. It is really quite thrillir,g to trans ~e 
subject from one medium to another. Veryip · 
the preliminary work may be· done in one e
diwn, when the artist is working with good . da· 
mentals, then transposed to another, -withou' 1 
conscious effort. 

There is no harm in studying tl1e work of o er 
men in various mediums, even copying it;; 
practice only, of course) if you feel that yo,: 
learn something thereby. But anything yoµ do 
from life is your own, and I really believe it . 
far tl1e best plan. You are then developing, 
own approach from the start, and it may 0111 
to be something most distinctive and origma.i 

Get some tonal mediums and start doing ( e
thing on your own with them, the very bes 
can. Technique has a ,vay of taking care of1 
Your case will be no exception. 
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CHARCOAL AS A TO:-JAL MEDIUM 

WUH iWJ.J IAN C>IAltC0,11,\, ()N Ji~A"fMMORE l)ft.1/t'OL. L AV A LICHT TONO O'iltlt tHI! 
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CI-JARCOAL AND CHALK ON GREY PAPER 

'TONAL ~OSl!.eW WO~t<ED oo:r 

IN A PS:U!L.I MINA~Y CHARCOAL 

.rruov MAY ReJu LT IN A MO R.E. 

£)1Rec"T ANQ./(JONTANEOVI FtNA:L. 

PA.INTtNG . "' 1T PAYfTOPlAM IT ~ 
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GREY PAPER \VrrH OTr-lER MEDIUMS 

Cot,SINA'!ION I S PO.ST ANO aFFECTIVe ~OR ?LANN I N(i rtOUOHf,fKEi'C HEf AND COM POJ'l 'I IONS. 

ee LOW - P E NCIL CHARACTE R IZAT I ON/ FOR 600VE fK!.TCH . 
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C llR00H PENC:fl .. I.[' A FA .(T AN£> O~L,G"HT r=-vL M E OI UM FOR , H e 

I \.LVfTRATOR.. WHS."1 IT If Ruee e.o l 'r GIVE/' THE. E FFECTOF 

W A .J't-lE:/. \ T CAN ee. ureo ON JMOOTH OR G~AIN Y PAPEH~/ WITH 

4 V6.R I e 'TY OF !!P"P'l!!CT/: THV O(U1,WING' W/l.( MADE ON MOOTH 
" . /'TRATHMORE BRIJTOL. WITH A l>lXON <::H.A~ON 790 PENCIL. . .. 

Tt1£1<E. A.RC A L/0 Tr!E F'AMOUf WO L. FF CAR.~ON P E!.NC\LJ°. 

C6RS0N PENCIL 0 1v e. r A W I C.E RONG'E OF VALUEJ" W IT H aooo ' 

8 lA<:'t</ b.NO NO J"HINE,MiO.l(ING IT e.xc£.L.L.EN1' FOR R1!. PRO

D0CT l 0N. BY 6.LL MC.6.Nf .eXPERIMe.Ni W ITH iHl f MCC>IUM . 

You WILl. F INO YOUI~ OWN VIAY OF l!)(Pf\l!.//I ON, BUT ,< :e eP 

IT FRl!C 6NC> P l~ECT. IY I f ~ OTAfO\FP ICUL'T TOMANOLe! AJW6/H, 
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CARBON PENCIL ON REGULAR BRISTOL 

• 

,,.-__..,,.,,._ .. 
"~vi;_~-<'I· 
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• 
IN TONAL .ft<.ErCH INC CO OUlECTL)" 

AFT'ER 'THE J'I MPLEJ"T PUN£/ OF LICMT, 

MAl.~roNe:. ANPJ"+tAOQW. C.ON.rfO e.~ 

YOO~ (MJTL1Ner A.J ACC:.ENTJ' ~I..ON(s 
• • 

11\E. t..AJT 'TURN 01'=" THE FORM . JUf T 

J'OGG'EfT TH!' CONTOVlt RATH 1!.R.. 

• • MN E.NCLo.(JNC IN L l~E OLL ARO<.JflD, 

1 (l(\ 
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CARBON PENCIL ON ILLUSTRATION BOARD 

1:7,)(<.">N 
< ... l).(<:()i.i 7 90 
0t,, l .llt J/ l'f<."-T,,,n 

(:,4'.At< V• 

c o Al= T G R ,. ... ~ FORM, t-40LO IN C 6-0CK ON ,.HE. .,, .. ARP oe.TAIL. YOU Wl\.L S:1NO l "f 11' OE1' T e tl- WIT HOUT IT. 
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WASH IS ONE OF THE BEST MEDIUMS FOR REPRODuc-r ,oN 
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HOWARD PYLE ' 

FORTUNATELY I am able to give you, in his own 
words, the general theory of approach used by 
Howard Pyle, as it was given out to his students. 
It has been copied and handed down from artists 
of one generation to another. I must Fr-.inkly admit 
that it has passed through many hands, so there is 
nothing to verify its absolute authenticity, but in 
substance it is as Pyle himself "'Tote it down. 1-~y 
copy was given to me some twenty years ago-I 
cannot now recall by whom. Since Pyle has been 
revered as the "Father of American lllustration," 
and since he gave this out freely, I believe it is 
proper that it should be recorded permanently 
for the sake of the craft. Thei·e may be very few, 
i£ any, other existing copies by now. There are 
but few of his students living. Unless they like
w.ise set down his message, it could be lost for
ever. I feel fortunate in being able thus to p= 
on his W()rds, and I assure you that you are equal
ly fortunate in having them. 

AS TO ELEMENTARY INSTRUCTlON 

AS 7:0 COLOR AND FORM 

Light-All objects of 11atw·e are tnade visible 
to the sight by the light of the sun shining 1rpon 
then,. The res11lt is that by means of ·tl1is we see 
the colors 1md text·ures of the various object.s of 
11atu,.e. 

From, this it may be seen that color and texture 
are the property of light and that they do not 
enter the properly of shadow. For shadow is 
da,·k11ess and in darkn1Us tl,ere is n&itl,er form 11or 
color. 

Hence form a.nd color belong distiractly to light. 
Shadow-As the ob;ect illuminated by the sun 

is more or less opaque, so when the light of the 
sw1, is ob.soured by that object, the slwdoto which 
results is more or less black and opaque, being 
Illuminated only by the light reflected into it by 

surrounding ob;eots. 

By virtt,e of shadow all objects of raa.tt,.rei' 
sume for-n~ or shape, for if there were 110 sha .• 
all would be a flat glare of light, color a,u{. · , 

ture. .' . . But w11en tl1e shadow appears, the,:: . 
feet takes form and shape. 

lf the edges of an object are rounded, then( e 
edges of the shadow l,ecome softened; if ti' 
edges of an object 1,re sharp, then the shad/),' · 
corresporadingly acute. So, by means of the i 
-ness or acuteness of the shadow, the 1·01mdneS' 
sharpness of the solid object is nu1de manifest: 

Hence, it would follow that the prooinc. ' 
shadow is to produce form and shape, and ·t 1 

fa, itself it possesses no power of conoeyi.n!ffa 
impression of color or texture. · · 

I have tded to state these two fact.s bei<f ,e 

· tl,ey are t/1e fo1mda:tion of all picture 111aking:'. 

in the cON'BS]JOnding mimic separation .of ~I 
and dark, the 1nimic image of Natu~e is ·~ ( 
manifest. So the fwt.ction of all art instrucf 
should be to teach the pupil to analyze an~ 
separate the lights (1-om. the darks'. not tech,1(Clllj 
but mentally. That winch a pupil most needi)t 
the begi-nning is not a system of arbitrary ft~ · 

and methods fo,· imita,ting the shape of an objb 
that which he needs to be taught is the habi!, 
tmalyzing lights and shadows and of represent;• 
tliem {l{;COrdingly. · 
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HALFTONES 

1. Halftones tl,at carry an impression of t~ 

ture and color should be relegated to t1,e prov .. 
of light, and should be mad.e brighter titan tli. 
appem· to be. 

2. Halftones that cm-ry an impression of f 
should be relegat·ed to the provi11ce of shado. 
and should be much darker tl,an they appeaiJ 

be. .l 
This is the secret of simplicity in a,t . The eq · 

ticn 1ni.glit be represe1l'ted thw: 



136 



HOWARD PYLE 
UCHT 

.( ~~fexture, quality, 
color) 

' hlight- Tb1t- . 
",l 2 ~-
P.illtone 
",'· "3 
:, 

SHA.DOW 

( i.e. form and solidity) 

Halftone-Reflection-
3 2 

SJ,adow 
1 

~; as I said, fhe fotpidation of technical 
~ tj;. until the pupil is entirely able to sepa- · 

el -~ two qwuities cf light and shadow fr~m 
· .. er in his pei·ception, he shonld not be 

~ 4 1:?eyond the region of ele?nentary in
·"".. . matt.er how clever and "fetching" 

y appear to be. And, during this prog
~truction the pnpil should be COMtantly 

. '-ged ·with the M.mrance that what he is 
;,not mere drudgery but is the necessary 
:'liy means of which-and only by m~ns 
IJ,-he may be abie to niarnjest the beau
ughts that lie· dormant i.n his imagination. 
·i.say here, in this connection, that the 

il' . "lw come to me are always so confused 
· )e two qualities of light and shadow, and 
'tf,'.bit of exaggerating· the halftones has be-

!, 

' ·' 

' . 

' . 

' 

•: 
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come so confirmed, that it takes oftentimes sev
eral ·years to teacli them analysis and ·simplifica
tion, yet without this p(l1J)er of ant1/ysis and sim
plification, it is, as I say, impossible to produce 
a11d truly perfect any work of art. For that separa
tion is fundamental to tlie law of Nature, and w1-

til it beco111es a habit of thought, no spontaneous 
work of art can be prodtJced. 

It is suggested that you read and reread this 
many times for_your own illterpretation. While it 
becomes perfectly clear in time, J, by experiment, 
have found that it takes a considerable period \o 
register in one's min.d as to.actual practice. That 
this is not unusual is veri6ed by Pyle's own state
ment that it "takes ofteJ1times· several years" be-
fore it is fully comprehended. . 

Because of the profoundness of this theory, and 
the inexperience of most students in the applica
tion of it, I shall presume ·to carry the explanation 
of it somewhat further, \\'ith due apologies and 
with the reservation that sucl1 interpretation may 
be at fault because of lacl:: of comprehension_ on 
my own part. 
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COMMENTS ON HOW ARD PYLE'S THEORY OF APPROACH 
Howard Pyle is dead. but he left this treasure 

behind him. It is perhaps the greatest bequest, 
beyond the wealth in his paintings, that our craft 
could have had bestowed upon it. It is part of his 
great mind, which has had such a profound i.n.Bu
ence upon American illustration. If it tnay seem 
to the young artists of today that illustration bas 
taken on <lifferent trends. let us understand that 
the difference does not lie in any change of tlte 
fundamental thoughts he has here given us. The 
tliings he has observed and set down for us are 
without question basic truths, and it is true that 
good pictures can be built in no other way. Tin1e 
cannot efface those basic truths any n1ore than 
time can efface the laws of nature, for tl,ey are 
one and the same. If tl1ere is any appureul diller
ence between his work and the present trend, the 
difference lies in changes in concept or presenta
tion rather tl1an in changes of working knowl
edge. In our day a single bead ngainst a white or 
tonal Bat background may be construed as aJl 

illustration, but as such it is si.mply a short cut to 
effectiveness, with 1nost of the i.o.6.nite care, the 
greatness of conception and execution, character
istic of his own effort, virtually absent. 

There is not much latitude left for tlle fullest 

ment to the craft, any more than it would b,{ 
sible to omit the basic ingredients of, say, ifj rile 

piece of metal. , 
Lack of space, pressure of production''.: 

the need of the startling, the different, of ·sl) 
producing effects, have had their influence; 
introduction of· the candid camera and h1 er 
sensitivity of film, allowing the camera so< 
more latitude, has also had an effect. Bu 
prod1Jct is no better than his, not even as -.g! 

~ 

Such changes have not lessened the validi . 
his principles or their value to the artist. In/I , 
the good illustrations today are his prioc' fes 
walking ru·ound in new clothes. 

Howard Pyle's mind was so analytical, so ·e 
capable of grasping truth, that his theory d 

do"n probably appeared completely obvio.: 
hi.in. Yet I find that in 1nost cases it i.s cliffi ·. to 
grasp the bigness of it in actual practice, eve fe 
hope to see with anything like the understaii ng 
he speaks of. I admit I have read it perhaps·a:. 
dred times, at various periods of personal ·P, c
tice, and each time there seems to be a new·g 
mering of meaning which comes out of the·al) .!;. 

cation I have made of it. Perhaps you will g, it 
faster than I. For those who do not, I offer her' y 

expression when all the finer qualities of com- guidance as to what was his full intent and ·, 
position, tone, and pattern, light, O)lor, and tex- ing. My interpretation is, of course, subj'eci 
ture are deleted from illustration. I cannot believe argument, and I urge you, if you believe it. : 
ill ustration can hold much expans:on, progress, rect, to make your own. Or, you may qo . n. 
or betterment without them. Those illustxators whether it needs interpretation at all. But ha 
having the ability to express truth in beautiful worked. with students, I know the danger · · 
terms of tone, color, and design will always be suming that facts which sec1n quite obvio1· o 
the ones sought out, and will star.,d bead and you as an instructor, ,vith a background of .·: · ,, 
shoulders above the lethargic camera copyist, or rience, "ill be equally obvious to the studen . 
the mere unitator of his neighbor's product. Our fact, he .may even believe be understands w, n 
interest in Howard Pyle is not for his name or per- his o,vn effort proves he does not. The da ng 
sonal greatness alone, but also for the great things of a truth comes with its actual appucation,'. ol 
be stood for. For sheer draftsinanship, keen in- the day it is heard. And it eulai·g~ in m g 
sight ir1 character portrayal, the seTISe of the dra- with self-discovery of its n,erits i.o its applica' ' 
matic, interpretation of mood, and the ability to 1-Iis b·eatise begins with the statement tha.t 
set his figures into an expressive and convincing things are made visible by the light of the·.' 
environment, it roust be honestly admitted that shining upon tbe.m. This is not meant literally;' 
tl1ere is no one to equal him today. Nooe of these even a cloudy day is lighted by the sun penei,& 
qualities can be dispensed with without detri- ing the white clouds, but the effect is totally,$, 
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COMMENTS ON HO\'v' ARD PYLE'S THEORY OF APPROACH 
fiom that produced by full bright sunlight. ,viii present a very different color aspect to the 

:. ce this is a different quality of light, the same landscape than will midday or a grey day. 
¢.ntof light and shadow"'ill be corre.~pond- All things " 'ithin that light will parta.lJ:e of and 
: · racteristic. These statements of his we add to their local color the color of the light. The 
, alyze. Again, he ass1nnes that ,ve arc intel- soil that would be a neutral grey on a cloudy day 
·enough to reason that any light produces may become red-orange in. that light. The hills 
' gon form, whether it comesfro1n the sun, and foliage b ecome golden, ;,ndlost in d eep violet 
·'die, or a modern electric bulb. l-Ie is speak- shadow, th.-it earlier appea,·ed blue-green against 
''g truth in very general terms, and we must blue shado\v. I believe fyle intended that ,ve 

· . .' to light its various qualities with.out taking analyze our subject for these truths and abide 
;!item J sception to his statement. by what we 6nd to~ 1,:i;11e. He would, I an1 sure, 

I e nel'(t paragraph he states that color and encourage us to sho,v all the purity of color ,vith-
··. do not enter the property of shadow. in the light that is consistent with truth, and 
itoo literally, that ,vould 1nean th:tt all shad- would want us to keep it in the light wliere it be-
ie devolcl of color and texture. Then all longs. I am equally ccntain that he ,voulcl have 
)•s would be neutral grey or black and per- us see shado,v as it appears to us, and consistent 
. at. To prove he does not mean it literally, with the color as we see it. Nothing c·an so dull 
::. s of reflected light, and admits that light . our effort as lack of vision coupled ,vith blind 
l .property of color and tcxnire. Therefore adherence to formula. I would say to any student: 
~d ligl1t can project color and texture into If .you ca1u1ot see that which is prescTibed in. a 

'adow. ·What r believe he ·wants UB to under- fonnula, you either are not ready for i~ or, as far 
.stm ) :)early is lliat color :tnd te.,ture are inost as you 11.re concerned, fonnula is worthless, For 
·bnu ,. t ,vithin the liglit, and those qualities must your vision and inte1pretation ~'On,e ahe:1d of 
be , ~uced o r subordinated when entering shad- anything else in determining yotu· place in art. 
ow, ::. ce. the ·main function of shado,v is not to \.Vhat you do in the beginning confirin s neither 
·oon ~!.th~ impression of color or texture, but pri- the right or wrong of what you stand for .. Your 

r f to define form. My contention, then- subsequent development and perception will de-
.wH cwill be taken up later- that color is reduced termine that. It is well to give careful attention 

il i usity in the shadow, is backed up by How- to all instruction and give it a fair trial. And it is 
ml · ]e's o,,,,n theory, , vhich should bring <JOn- well, also, to give your vision every chance, uu-
vicfl :· to the re:tder. The local color, in redttced derstancling that you do not reach a solution at 
·iote )ty, is obviously ,vithin the shadow. A red the outset of any problem. You arc not in a posi-
dti is red ill either light 01· shadow, but admit- tion to condemn instruction without tr·ial. 
tedl :/s brighter red iu the light. Also, that shado,v Pyle tells us l'hat halftones belooging to the 

influenced in color by the color of reflected light should be painted lighter than they appear 
'. s for example the blue of the sky. Ho,vard to be, while those in the shadow should be painted 
aoes not question this in bis-o,vn " 'Ork, and darker. This is pedectly true. Recognizing the 
:· us "to make a similax analysis . limited range of value at our disposal as oonipared 
re the visual qualities of color and surfaoe ,vith aclual light, we see that it is not possible to 
· e are subject to l:he nature and color qua Ji. set do\vn the full range of lightness to· darkness 

~---'"of·various kinds of light, it follows that both that ,nay app ear in nattn·e. For the pictorial effect 
h •~nd shadow are dependent upo11 light a11d it is necessaiy, as far as possible, to hold the whole 

cted light, plus their color influence on local ,nass or contrast of light versus shado,v, and to 

'

for the pictorial color ,ve interpret. The keep them in simple mass relationship. Otherwise 
or orange light of the late aftenwon sun they may become hopelessly lost in our short . . 
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COMMENTS ON HOWARD PYLE'S TiiEORY OF APPROACH 

value range. The subject can easily become 
"washed ou.f from lack of contrast, or muddy 
because the light and shadow are too close in 
value. Pyle is saying that we caiu1ot hope to paint 
pictures in their true aspect if we disregard this 
natural truth. Experience convinces us that be l~ 
right. U you do not believe this, try it for your
self. The overall relationslUJ) of light to shadow 
is much more true and important than the particu
lar aspect of a value which, if followed accurately, 
would rob us of the feeling of light. 

Suppose we compare an underexposed nega
tive and print with a properly exposed pair. The 
underexposed set does not bring the values in the 
light out bright enough in the black-and-white 
scale, nor the darks low enough; the effect is dull 
and lifeless. It therefore. lacks proper contrast of 

light to shadow. 
There is only one point he makes that I have 

never bee,~ quite able to agree with. This is that 
shadows are more or less op·aque, not being in full 
light and lighted only by rel!ected light. My con
tention is that just the opposite is true. The lights 
are opaque and the shadows are transparent. lvly 
argu.n1ent is that anything in the light stops the 

light and ~ellects it back at you. The only time 
ught is transparent is when it can penetrate the 
material, such as water or other uquid, glass o-r 
other transparent material. .VVe cannot see past or 
beyond th.e light on opaque objects; . our vision 

stops at the lighted surface and rests tlf 
opposite is true of shadows. We do see.· ' . s 
O'l'-'S, The shadow is actually in front of li1l 
having been cast by a turn in the form o:Jj s 
effect of light. One is a perfect balan~ r 
other, any way you take it. But though . . . · 
the illusion of mystery and darkness, ind' · ' 
of surface and form lying deep within it;; fy 

still the only transparent areas withio a;· j · 
How I wish, Howard Pyle, you might sp,: 
on this poiot\ I cannot believe tha t, with 
mastery you showed in handling the tiao. · 
of shadow in your own work, y<>u iotendl 
interpret "more or less opaque" as meaaj 

transparency can be completely omitted.\ . 
not say "opaque," so at least yo'll leave . .' 
open- which in itself is characteristic". : 

greatness. 
The opportunity to study Howard Py! ·. 

is !united, since it is becoming increasin·g} 
cult to find. Most of the original work. ·;< 

bought up privately, and even Elis reprod° 
have been purchased for private files. My~ 
may not have the privilege of being faro' ·._ 
it. I do not beueve either originals or pla · 

be secured to be included here, and I the 
have niade a page of tonal roughs to give,~ 
idea of the excellence of his tonal arrangi 
Perhaps these may suffice. I apologize for~ 
his work, even roughly. ' 
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TONAL SKETCHES OF SOME OF PYLE'S PICTURES 
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THE RELATIONSHlP OF TONE ·ro COLOR 
Before leaving the subject of lorn~ runl g,:tti.ug which must be adhered to if the result is to:. 

into color, there are things of importance to be good. Outdoor color is different because of diff 
considered. First is the relationship of tone to ent influences, such as the sky and the sun. b.o 
color. If you will think of the black-and-white beiJ1g a souxce of color and affecting the subj 
value scale, then try thinking of a color arranged mud, differently from the way the same sul/' 
in the same manner from something as light as we would appear indoors in a cold light, or artiHi 
can make it down to a value almost as dark as light. 
black. you will ·understand what is meant by Color, then, is not something in a pot or pu · 
"value," or is sometimes referred to as "tone to be lightened with white, as can be done w 
value" in color. Later on I shall attempt to show we are painting in black and white. If we ca · 
you exactly how such a scale in eve,y color can be do a study in black and white and do a good 11· • 
acco1nplishe<l. For the present, let me say that it from the standpoint of values, we certainly '. 
will be more than a matter of takfrg a color and not do it better in color just because it is ~ . 
lightening it with wrute. Color starts in the mid- Lack of understandi.llg of the foregoing is exa 
dJe of the value scale, ,vith the strongest intensity, what makes so much tawdry and cheap-loo : , 
being diluted as it J;ghtens, or mixed with n color work in our magazines. It cam,ot be blla,' ~ 
"toner" to make it relative to a whole scheme. upon the engraver; it 1uust be dropped right in: 
Then to darken it we start again at the middle of lap of the artists, where the error truly belo' 
the scale, and add black, its complement, or some M:ost of the bad effect comes about from the'' 
additional mixture, to lower its value. That is why ing" of color when the painter has not the fain 
good color is not so easy as good black and white. idea as to what the fundamental color truthsr 
If it were true that a pale-blue dress were simply are. 

blue and white ,nixed in the ligh t, with the pure The Fonn Principle is built on wlu/1$, a(\'. 
dark blue in the shadow, color would be easy. But cannot get anywhere without them, even in ell o 
we will find tliat this is not true: the pale-blue \Vhen painting in t:olor from a black-and-,~· · 
dress is also a pale-blue dress in its shadow, the photo, the fundamental values that are i,f, 
value being lo,vered by some means whidi will photo most somehow also be got into the cofo . 
not destroy the "identity" of tlie original color- do not mean that the camera is completely 
will not make it look as though the dress might rate as to values, and that because the shaij 
have been made up of two shades of blue. appear black u1 the photograph ow· shadows· 

\'Ve <,amiot Arlhere to the Form Principle unti l be p<>inted bhck :1lso. On the contrary, we Cli . 
,ve can render form tones truthfully in color, as son1ethiog to correct the unrelieved darlm · 
we do in black and white. The flesh, for instance, these shadows, thro"~ng reflected light or" : 
is the same kind of flesh in shadow as it is iJl light. lights" to bring them out of their inky black 
So we cannot paint it pink flesh where the light When photos are taken outdoors, the values 
fa Us and orange flesh where it is i11 shadow. If faidy true and light as they should be-with p 
the shadows are ligh ted up with a warm light, er exposure and printing, of cow·se. U you air: 
that is a different matter, for then all the shadows have a preconceived theory that Oesh in the'.li 
\\~II be so lighted tlll'oughout the subject. Shad- is so-and-so and that shadows are some other ix 

ows can be either warmer or cooler than the light, ture, forget it at once. Flesh can be painted· : 
according to the conditions we are working with . aln1ost any palette so that tl1e value Js righ 
The point I am trying to make is that we cannot the color consistent with the surrounding' 

... 
possibly put color into a fonnuln of always be_i!_'lg ments. 
so-and -so. Every color subject impJses a set of The best way in the world to learn valu· 
conditions of light, color, and reflected color well as color is to work fr.om life. If you are Wl 
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conditions of light, color, and reflected 



THE FORM PRTNCTPLE APPLTED 
~lack-and-white paint, from life, you ru·e 

na .Y going to have to take those things befol'e 
• .. ch are in nature's colors and transpose 
to black-and-white values. You will find 
ncentration and study that you will do it 

be.Ile .than will your films and sensitized paper. 
~look for the lightest tliing in the light and 
t'CllllpJlte it with the darkest tlling also in the light, 
~"\he shadow. Then look for the lightest thing 
in 4hf sbadow and compare it with the darkest 
dst~f the shadows. In this manner you think of 
!lvggi'.oups of values, thooe in the lighta'l oppesed 
IO thf-e in th.e shadow. They must not so "over
lap· as·to get rtnixed up m1d lost, becoming neither 

oneir the other. The lights must hold together 
11 a/?hole group, while the group of shndows 
shot@ be "stepped down" enough so they also 
1ttl!i t6 hang together. 

av.cry bit of the form should instantly identify 
ilsti~ ·belonging to one group or the other. Con
~our halftones always ns a part of the light. 
I mean the planes between tho brightest light 
an~e edge of the shadow. If you let tl1ose halI
to4 get too dark, you cannot bold the whole 
liglif of the picture together-as opposed to the 
~ eJfect of shadow. The sa.me is true of the 
shajw. If you let the reflected lights withJn tile 
iba'..~ get too light, your picture gets mixed up 
agai));.ahd loses unity and brilliance, for the over
all ·ectof shadow must be lower, or darker, than 
the erall effect of light. Note that l do not say a 

' 1ha · ow valuo cannot be lighter in value than 
J>fil£.\hing else might be in light. Flesh, for exam-

9:• If': ay be. lighter in the shadow ( not much) 
a dark s1.1it would be in the light. But then 
ark suit against that Besh in shadow would 

be ctically bla ck. The relationship of things to 
1,other is the same alwa'Js, either in light or 
w. That relatiotlShip ,nust be maintained 
~ all circumstances. 
.. f make this clear, let us suppose you put a 
whlte square of paper on a board. Next to it you 
pu a grey one two tones darker, and a third two 
to · darker thai, the second. Now, you can put 
the: ard in any light, or turn it into shadow, but 
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you cannot change the basic relationship of the 
three squares. That is what is meant by the rela
tionship of things to one another. Now suppose 
the three squares were three cubes of the same 

value relationship as the three paper squares. You 
would then have to take that relatio11ship into 
light, halftone, and shadow, since you would be 
dealing with solids. All the sides in light would 
still be two tones npart, tile sid es in halftone 
would keep the same two tones of separation be
hveen one :mother, nnd the shadows would also 
still be two tones apart on each cube. Such rela
tionship would be set into one of the light intensi
ties ns described previously. 

The biggest obstacle to good work is the lack of 
consistency in these relationships. If you work 
from life you wiJJ gradually see the truth about 
v:ilues. Photos, however, especially diose in which 
a half-dozen sources of light exist, can get woe
fully mixed up in this respect. In other than a 
single source of light, our cubes could get to be 
anytl1ing in value and all mixed up for relation
ship. In the same way, so can beads and clothes 
and anything else in our pictures. 

You may be certain that relations:hip of values 
will be 1nore c;qrrect in a natural si,urce of Ught 
than any other. You may be certain tl,at if you 
paint the natural relationsl,ip of value between 
things yori toill have a better picture. 

So before leaving black-and-white study ( in 
fact, you will never leave it), try tc> understand 
that form is truth of tone and nothing else. Good 
color is also truth of tone rnth.er than brightness 
of pigment. There are so many ways to ffslick 
over" faults in color work that often they are not 
apparent. Set up a still life. Make a small black
and-white study. Theo try it in oolor. You will 

thus understand what I am talking abo·ut better 
than through any language at my disposal. You 
rnay believe you are good in color and also in 
value relationships, but wben you really begin to 

see these things as they arc in Nature, you will 
£ nd many errors in your work. We all do. Correct 
values can make a picture have that "quality of 
existence." 
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PREPARING SAMPLES IN TONE 
I have tried to cover most of the tonal mediums, 

and the various effects to be had out of each. 
l·lowever, I am limited Jn these to my o,vn ap
proach, as you wiU be to yours. If you wiU reaUy 
make the effort to work lo as many of them as 
possible, you will 6nd that what you do in one 
reaUy does help you in another. You will evenh1-
ally find yourself doing the same things in any 
medium- that is, you will put into each all the 
understanding you have of values, drawing, and 
other q uabties. Your work will take on an individ
uality all your own, which will be evident in any 
medium. 

There is room for good peo-and-ink men. and I 
an1 quite sure that this medium is coniing back 
very sttong. There is not half enough good char
coal work, or carbon-pencilwork. There are only 
a few really good black-and-whi.te-wash illustra
tors. Black-and-,vhite oil will always be practical 
and desirable. Perhaps you can ,vork in a com
bination of mediums to produce a new and un
usual effect. Dry brush is one of the corning me
diums for newspapers as ,vell as magazines. 

One thing I W0\1ld like to impress <.-ontinually 
upon every reader of th is book, There is no espe
cial way that illustration is supposed to be done. 
Occasionally an art director ,vill drag out another 
man's work and say to you, "Now, this is it." After 
things are all finished and approved, it is very easy 
to say. "Do it like that!"· But if yai, do. one that is 
liked, s-0meooe wiU be telling the next fellow to do 
it your way. I repeat , There is no better way than 
the way you do it best, and that is bound to be 
your ,vay, with your own taste and ability at 
work. 

Io the preparation of samples, do not base your 
work on pictures by other artists. There is noth
ing wrong in working from almost any photo
graphic copy for samples as long as these are not 
to be sold. The magazines are full of material 
which may be used i.u this way. But it is better to 
take your own photos, or use your own 1nodel, 
and " 'Ork up samples from these. If you look at 
nature you certainly can call whatever you do 
your own, and it is by far the best policy. 

1AA 

A few good samples will 1nake a better iro\ies, 
sion than a lot of mediocre ones. Try not to·· 1i 

two samples very much alike. T\vo or three ·> 
rious types of heads aJe enough. They ,vill s 
what you can do. Babies and cb.ilclren ah )l 
make good san1ples. l'-1ost art directors ha: 
hard tinie finding artists who can do them· . 

Don't make great big samples, with large · el: 
ages to open on the art director's time. Ca'.. 1 

portfolio that can be opened easily by un n 

not so111ething th.at will be done up in yar: 
crackly brown paper, to clutter up his place .. ·· 
is initating. If you carry canvases, have 
£rained lightly and neatly. A single pieoe of CQ· M 
gated board tied around them is best. 

For subjects, try hard to figure ,vhat yourP, 
pective client would be most likely to use. SI. ool 
work, unless applicable to bis regular needs; · 
not interest him, especially life drawings. ; ' 
take minute and careful pencil drawings arb 
as samples. Pencil ch·awings, unless practi ·. f 
reproduction (1neaning good blacks, not t 

shiny) are bad. Ho\vever, pencil drawings! 
milted as layout Ol' cornpositional wo1-k, or. 
roughs and sketches, are excellent. But use.~: 
fat black-looking pencil if you want to un,n1.,,1 
him. The work sho\l ld look as if it ,vere : 
easily and fast. 

If you use a n1edium that rubs, be sure it isti{l'll,I 

or put a sheet of tissue over it. Mat your ·:. 111: 

drawings and make them as neat and clean as) 
sible. Have your name and address on th,{ . 
of every sarnple so that if an art director wisl\j ID 
hold it, there ,viii be no trouble in 6.ndiJ'ig yd. os 
in returning it. J have seen a man lose out o 
order si.lnply because the director forgot wij 
was and therefore could not look him up., ' 
expect him t6 remember 'names; he is too( . .,.i'll .. , .. 

\vith everything else. 
The best marke t of aU is for good drawiil' 

girls. Character subjects are also good. If you 
to work with square or compositional suijf 
include son1e as samples. If you feel you :·: rit 
do them well, stick to heads, figures,. and ·g
nettes. Jf interested in still life, draw some foo, « 



nature you certainly can call whatever you do 
your own, and it is by far the best policy. 

do them well, stick to heads, figures,. and ·g
nettes. If interested in still life, draw some foo, « 
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SUBMITTING SAMPLES 
. '· g packaged.c.something that looks as if 

It, . Jelling a product, notjust a vase of flowers, 
or f \ or a few books and some eyeglasses. 
· i\ t; procedure is to select an actual product 
lhaf . ."dvertised and make your owo version of 

irnsiug illustration for it. You can lay out 
~6.le ad as a rough, using the correct name 

a · r, logotype. It looks businesslike to an art 

· illl tl1e )look we are going into the prepara
. work for the various fields of illustration. 
~ t you finish the book before you get too 
'.io get into actual work, if you are not 
,. . 't · ·fil I. 

_ e always believed that when you are in 
· \1se of the commercial type of ,vork, you 

o ,'have a weather eye out for the next. Per
;ou are already employed. Keep making 
.. and better samples, no matter v,hat you 

. ~ing. They will come in handy mid may 
'; ualongrightin yow· own place, by letting 
:· ployers know what you can do beyor1d 

tvoulfiegular job. U you want to be an illustrator, 
u .: be working at it all the time in your 
. pme, going to school, experimenting with 

: s, practicing all you can. If you have good 
·is ready when opportunity knocks, you 

l!flll.il<:'9·UP fast. Jf you have not taken that extra 
u,.,.je, you will not be thought of as being ready 

r , thing more than the job you are doing reg-
• 

to a purpose. That ,vill be true of everything you 
ever sell. I am sure that most young artists, if they 
really thought about it, could be much better 
salesmen than they appear to be. If you wished to 
sell a man a suit of clothes you would not bring 

· in an ice box. But I have seen aspiring young art
ists take "a yard of pansies," or subjects equa lly 
inappropriate, around to all the important art 
directors. There is a place for calendars, fashion 
drawings, posters, dramatic illustrations, pretty 
girls, foodstuffs and still life, children, or almost 
anything you want to do. But make it fit. A good 
sample _can be wrong or right according to where 
it is sbo,vn. A bad sample ,vill never be good no 
1natter where shown. 

Try not to work too small. Make the sample 
as impressive as is compatible ,vith convenience 
in carrying. Tiny heads have little appeal. }.1ake 
your sample from one and a half to two times 
the probable size of any final reproduction
larger still in the case of paintings. Present 
neither broadsides nor postc,ards. Work oo good 
tru'tterials, good bristol or illustration board, 
never on th.in crumply paper, except in the case of 
layouts and sketches. These are better.on a good 
bond layout paper so that they will not be b·ans
pareot and show one drawing through another. 

Sometimes young artjsts a.sk whether nan1es 
have anything to do with getting a start. Most of 
the time an artist need not ,vorry about his sur
name. If you happen to have one that is very dif-

)' men stay in mediocre jobs because they 6cult to remember, Adolphus Iiockenspieler, for 
really done little or nothing to get up out example, adopt a simple one that is easier for 
:· . Yow- samples are salesmen. U you have everybody. Perhaps just a part of it, like "Dolph 

e fy.med down at a place, <>how up again in I-locker." Many artists use a single name, usually 
· opths with some new samp Jes. the surname, for this reason. 
Jf, '. showing your samples around, you find The point to remember is: Do everything with-
t 'ey cause little favorable reaction at the fust jn your po,ver to sin1phly things for the art di-

_l' · . places, better get rid of them and do some rector when you approach him- your choice of 
~ nes. Goo<l work is liked, and bad ,vork dis- subjects, your work, your attitude, your inter-
. /n almost all places. Do no t keep showing yiew, and even your name if must be. Above all, 

r ithat has frankly been considered bad by a do not ~talk tip" your work or your ability. }fe can 
w ~presentative art buyers. decide about that for h imself. You do not sell your 
· ~g ill ls largely adaptability. Granted you 1nerits- they sell themselves. 

vr bility, it is a matter of adjusting that ability T ',., Now let us look at color. 
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ut:1;1ue auouc cnac ror uunseu. Iou Clo not seJJ your 
1nerits- they sell themselves. 

Now let us look at color. 





LET LIS, FOR ONCE, APPROACH 

COLOR AS ALSO BELONGING 

TO NATURE'S GREAT PLAN 

THAT ALL THINGS SHALL 

EXIST IN AND BE A PART OF 

ATMOSPI-IERE AND LIGHT. 

PART THREE 



PRESENTING 

THE SPECTRUM, AS RELATED TO LIGHT AND SHADOW 
BASED ON STANDARD FOUR-COLOR PROCESS PRINTING 

-rhis gives you the colors ,vith the values extended fro1n lightest 

light to darkest shadow in a neutral light and without other 

inf\uence or color reflection. Consider this as "local color." 



COLOR 

ENTINC my readel's with t:he problems of 
-eJjeve a ne,v approach is necessary. So 

-·:: own e:.:perien<:e [ hnve found that color 
us · ."approached in the sense of something , . 

~---llol·~; as some sort of special science. The di£
·. such an approach, as far as the student 
·, ed, lies in transposing· the theory to 
' . l ife, the things about him, and applying 
'·.:·coca! way. We kno,v tha t all pictorial 
~-:-is subject to th~ _basic truths concern-
i iigbt, and shadow. If color is also subject 
::i.tural la,vs governing tone, light, and 
-:Which it unquestionably ls, then the only 
Jiipproach to color which can be of real 
~t incorporate these principles. In fact, 

ap --;ach color without encompassing its rela
nsli ,not only to light and shadow but also 

. the _ect of atmosphere and re8ected color, is 
:,us dangling in mid-air, ror these things 
v.eiy color tl1nt wc set down pictorially. 
()SO subject to natural Ja,vs of light and 
~}ng ihfluence that it cannot be consid
~rately as a matter of science, tempera
)} taste. To do us any good, the study of 
, t be closely allied to all other funda
'Of art. It is so much a pari of tone values 
;gn as to be inseparable fron1 thein . Color 
jSnitely a part of the Form Principle. 
Qr, may be beautiful to our esthetic sense, 

t · ·)hie when placed within our p icture. Pic
,'a color is beautiful only because or its 
"· ·p to other color, and such relationship 
'.understood. So to pick a color from an 
,J;:Olor chart has little practical value, for 

. ___ ;are that it will be totally unrelated and 
o · • •. Y false. 

Co · ·cau ba bought in mt1ny hues and shades, 
t \ ·. out much real value to us at the outset. 
e t llrst uoderstand that the basis of all 

oo ·.r-, we shall ever need lies in the three pri-
' . 1red, yellow, and blue. We start with these 
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in their purest possible state. To these we add 
white to lighten and p roduce tints, and black or 
other 111ixture to darken the pure colors. J:Sy the 
i.ntern1ixture of red, yellow, and .blue, coupled 
with black and white, it is possible to produce 
almost every conceivable color that will stay in 
ha nnony within our picture. Basically, r~. yel
low, and blue are u.sed to produce every color we 
set down, even to the earth colors,.bumt sienna, 
raw sienna, and the ochres. No,v let us look at the 
possibilities of the three primaries, plus black 
and white. You must understand tl1a t in color 
printing our white only substitutes for white 
paper, that the thinned-out · dot on tlle white 
paper of the stronger basic color is the printer's 
only means of getting light tints by tl1e four-color 
halftone process. So our tints may not be repro
duced with absolute accuracy, since our ,vhite 
may cool the color some,vhat more than the white 
paper rnixture ,vtth the pure color. In tb,e case of 
water color, where no white is used, the repro
duction will be more exact. 

The tltree prim,lries, red, yellow, and blue, by 
mixing in pairs p rod uce the seoondary colors of 
green, violet, and orange. These, with the p ri
maries, give us the six full-strength colors of the 
spectrum. They are arranged in sequence in a 
circle. Then by mLxing each with its neighbor, 
we get six more <:olors, called the ter tiary colors. 
These are red orange, yellow orange, yellow 
green, blue green, blue violet, and red violet. \-Ve 
now have twelve colors of maxiroun1 intensity 
and brilliance. Adding black and white we have 
our full color and color value scale . 

Beginning with the pure color we can add • 
wrute to produce a series of tints of the pw·e color, 
from full strength to palest tint. Beginning wi th 
the pure color we can bany the color down to 
darkness, by adding black or by mixing with the 
complement, which we wiU speak of later. 

This is where our approach will differ from the 



ALL COLOR IS RELATIVE TO SURROUNDING INFLUENCE 

fA LJE CO LOR 

THE: f HAOOW COLOR 

IN NATURAL LI CHT CAN· 

NOT BE A COLOR WHICH 
CONTAI Nf NO N E OFTHE 
ORIGINAL. HO W E VER. 

A L L fM6DOW If J"UB

JECT TO,HE INFLUENCE 

OF OTHER COLOR 11--IAT 

MAY llE REFLECTED INTO 

IT .b.NDnlUf MIXING WITll 

THE 0RIGIN6L COLOR.. 

fO IN THE. CUBE ATTO P 

A 6LUE LIGHT REFLECTED 
INTO THE !l-lAOOWWOULO 
PRODUCE A GREEN. 

TRU E 

C • ---~, 

' .. ' ' . 
' ' ' ' ' ·>' 

.~ 

WITHOUT OTHcR COLOR 
IN FlUEN CE1TH E JHNX)W 

WOlJLD TtlcN ef; THEfAME. 

COLOll(DAR K ER)eur luSO 
REDUCED I N INTENfl TY 

6Y ITJ'COMPlEM EN'f ORGREY. 

usual one. Vle will set about to carry any co 

through all the steps fron1 the lightest light 
utter darkness. This is so1nething of real nccessi 
to the student, but which often, to my knowle<l 
has been grossly ignored. So ,ve co,ne to our 
axio,n. A color is relative first to the n11101111t 

light shining ttpon it which gives it lightness 
darkness. By way of il lustration, we n1ay have 
girl in a yellow dress. She may he in a bright Ii 
or a lo,v light. She may be in sunlight or shado 
Therefore ,vhat we use for the rolor will have 

rome out of a scale of light to dark with due 
sidel'ation of all other rolor influence. The dress 
not just yello,v but tones of yellow grading upan 
down. If she ,vere in the shado,v, with the hi 
light of the sky as the only source of light, 11 

could not possibly paint the dress with only ra 
yellow. So we have another axio,n. Color is re 

t-ive to all surro1111di11g color -influence. Sup1 
we have color in a wann light. The wann col 

get more intense, and the colors on the cool sidi 
tend to become n1ore neutralized. In a cool Jig 
the tendency is reversed. Nature uses her thllt 
pri1naries to procluc.-e grey. Yet by the same pr 
ess a great number of other colors are produ 

when the proportions are unequal. ML,ing tht'SI 
with white, the "soft" greyed colors are produced 
In fact, with the addition of black or white to thlSI 

tonal colors, practically any color or tint imat 
inable can be reached. The ,nain object in sele,., 
tion of pign1ent lies in brilliance and ability~ 
mix toward the warm or cool. Since no prim31) 
colors can perfectly do this, we use a '\varm aod 
cool" of each. If tl1e color itself is ,varm, such ai 

cad,nium red or vermilion, we kno,v it cannot 
produce a good purple by mixture ,vith blue 
Therefore we must, iJ a brilliant purple is needoo. 
use a c.-ool red like alizario crilnson with a cool 
blue like ultramari11e. Ahvays paint your subjea 
as brilliantly as possible, and let the engraver do 
the best he can with it. If you give him dead 
col9r, he can't make it any better. 

Al l colors as we see the1n are colors modiliedby 
the "c.-onditions of the ,nornent." \,Varm light giws 
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REDUCED I N INTE.N.fl TY 
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All colors as we see the1n are colors modiliedbr 
' the "c.'Onditions of the 1no1nent." '\,Varm light giws 



COLOR IS STRONGEST IN THE LIGHT 
a greater brilliancy to warn1 color. It subtracts 
brtlliancy from a cold color. Lack of light lowers 
the tonality, bright light raises it. \.Ve call the 
original color of an object the '1ocal" color. \Ve 
p.iint local color only in neutra l light. 

\Ve must look upon our chart as local or unin-
8uenced color. The shadow colors are representa
tive of uninfluenced shadows-shadows that do 
not have any other color reflected into them. In a 
neutral north light your shadows would come 
quite close to those represented, provided they 
.. ere not otherwise alfected by other inAuence. 
This chart at least will give you a practical basis 
by which to approach yom· subject. If you are at
tempting to paint in color fro,n black-and-white 
copy, it will help a gi·eat deal. But in the back of 
your mind keep the following truth. All colors be
come a source of reflected color whe11 it1 light a11d 
u:11/ reflect themselves into lesser light. To this we 
add another. All colors in shadow beco1ne recipi
ents of other ·reflected co/o,. and will cha11ge ac
cordingly. This means that you must consider 
each plane of the shadow area, and whether it 
would catch the color of something else. This not 
only makes the u11its of your picture see111 to be
long together, it also produces harmony bel\veen 
your color masses. It brings us to another color 
trnth. Any two colo1's will be hannonious when 
one or both contain some of the other. That is why 
our spectru1n is harmonious all the way around. 

Atmosphere has its effect upon color. Colors as 
they recede tend toward the color of the atinos
phere. On a "blue clay" they get cooler. On a grey 
day they become greyer. On a misty clay they 
become tempered and fina lly lost in the atmos
phere. Color on a cloudy day is much different 
than on a sunny day. But whatever the condition, 
nature lends some of its atmosphere to all the 
colors and they thus becon1e related. \Ve ,vill dis
cuss later how you can take one color or inRuence 
and mix it through all your colors. 

ive come to another truth. The local color 
sho11/d never com71letely lose its identity in the 
$/radow. For instance, a yellow cube cannot have 

FALJE COLOR 

THI/" I f N E ITHER A 

PINK NORAREOCU6E 

O N LY L, YAANfPARENT 

M ATE'R.101.. COULD Kl!>VE 
COL,.QQ LIKE THlf1 PLAfTI<; 

CLA/J,GELATI N E, i;:rc. 
Af A /OLIO /UB/TANCE' 

T>II! COLOR. If FA LfE . 

THI[ tr A Pl NKCUBE 

COLOR CANNOT SE P UREl't 
Of> fTR.ONGER. 1"71<E.(H"I)• 

OW UN1.E.fJ AJ'I M I lAR (Ol: 

OR. HA( 0cE N ReFLECTe o 
ltHO THAT .fHAOOW, CAUJIN, 
A001TJ ONO.L BRILLIANCY. 

TH If If A REO CUBE. 
1Hl f A WOYHE Pl NI< CVeE 
Le.AV E NO ooue,y Af TO 
i"1e COl..OROJ:THeJot..10 . 
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COLOR IS MORE THAN LOCAL COLOR 

SHOW ING HOW BRILLIANCY MAY BE ADDED 

BY INT!cN/IFYING THE'COLOR ON 'THE EDGE 

OF THE. LIGl~TAREA NEXT TO THIE fHAOOW. 
. 

t,v MIX\ NC er. ANOftll)W, 0V IN'l"ENSIF'YIN°C HFT. 

••• L'T l'IF' f . SHADOW 

/HOW ING HOW DIFFERENT WHEN111EHALFTONE 

IJMAOE BRIGHTER COLOR RA,.OEP. Tl-lAN e,y 

/IMPLY "'11XJNG THECOLOI~ I NoHE LIGHT 

WITH THE COLOR IN TH I: JHADO'v\11'0 MA.KE 
" . THE HAL.FiONE. WE. CANNOT JUfT RUB 

T HE LIGHT AND /HADOW TOGETHER AND 

PR.OOUCE: ANYTJ-1 1 N G evr DUl.L COLOR. 

BUT fOMEI-IOW M0/1 OF()/ .fTI LL DO I T. 

PROVINO THE ft. M E COLOR APPEARJ' TO . " 
6E BRIGHTER AGA\N/T A GREYED COLOR.. 
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a shadow without some yeUo,v in it. On the other 
hand, a pink cube cannot bave a red shadow, 
since the local color must be consistent in either 
light or shadow. No color in shadow can l1ave 
brighter color intensity tha,i the same color tcould 
haoe in the light. vVe cannot change the identi~ 
of the local color. 

In our chart you also find a black-and-white 
scale. Jf in your black-and-white copy the area 
you intend to paint is of a certain value, then the 
color should be matched somewhere close to that 
value, or you will upset the natural sequence of 
values which the light gave to the units in your 

copy. The color in that instance may be of your 
choice but the value is more or less fixed to be in 
scale ,vith the rest of your picture, and should be 
so considered. The intensity relationship of light 
and shado,v should be planned as carefully in 
color subjects as you would in black-and-white 
renderings. Color can be made to fall into "pat· 
tern." A certain value can be repeated with great 
variety, holding the value but changing the i'Olor. 

If the color in the shadow cannot exceed in 
brilliance the local color as seen in the light, then 
it follows that the purest and most intense colors 
belong to the light. Note the black line in the 
chart, dividing the color range into light and 
shadow. So the axiom, all colors in their gre11teit 
intensity or tints of the pure colot shoul<l be rele
gated to the lights and halftones. ,.vlten reoching 
the shadow these colors are .-educed or greyed, or
the color clwnged by i11f/ue11ce of other cola, 
reflecting into·tlie shadow. 

It is not necessarily true that the color in the 
brightest light is always the strongest color. Ligh~ 
being white, can dilute color, just as can the white 
on your palette. In order to reach the high value 
we may be forced to lighten the color. Yet on the 
next planes, which are the halftone planes, color 
may be more intense, being still in light. So theo, 
tlie ha/frones may contain the most brilliant and 
pure color. Color can greatly lose its local colorio 
highlights, wbicb become the white or color of the 
light source. Working directly into or against the 
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LOOK FOR COLOR ON THE EDGE OF THE LIGHT 

· ~-forces us to put our most brilliant color in colors to look bright against. Grey colors are 
sh,• clnw; sin(>!, the lights are so diluted with "tonnl colors." 

f,-the shadows are our only chance. But even I have stated that the pure colors and pure tints 
h ( we are working in reff.ected light aga inst the ru-e to be a part of the light. That is true, but it 
do ,: ant light, and 1nuch color is apparent, does not mean that all color in the light is pure 
th · h not as bright as it would be with the light color, since not all loca.1 color is pure color. All 
b ·, d us. · our tints of the pure colors can be greyed, which 

· ~re is one of the best ways in the world to increases our range of color to the skies, meaning 
o .' brilliancy of color: Keep yo1,r col.or ,nost · that tl1ere can be thousands of \'ariations. For 
i,v ·. se on tl1e edges of the lighted areas, where instance, we have a pure pink But ,ve n1ay also 
II ~iges fnto shadotv, This seems to cast an aura convert it to a grey pink, a dusty pink, an ora11ge 
uf u<litional ·color over the wbole lighted area. pink, a lavender p ink, a bro,vn pi:ik, and so on, 
J ;J;1king a local color of the light and rubbing and each may be made to run the sea.le from light 
it !9 a darker color of the shadow ( \vhich most to darkness. A dusty pink dress may have to be 

': do, ,nost of the time) produces no brilliancy, rendered all the way from bright light to deep 
:•apt to be just color in the light, then mud, shadow and still look like a dusty pink dress all. 
· reduced color in the shadow. This is one of the ,vay through. This can be done only by correct 

,,.east known and least practiced truilis. values and a careful adjustment of the colo.r evi-
'ow we co1ne to a surprising fact. l\1ost of the dent in theJight, this being carried into the shad-

. 'Ill color of nature, we find, is not pure color. ow and at the same time being lowered in tone by 
A· ie from brilliant flowers, and even there to greys or neutralization. 
S

0 ·~·extent, we fu1d that a color is tempered with Since pigment is already limited in brilliancy 
« -~ color, is greyed or influenced in some way compared with transparent or projected color, 

• atit is not an even !lat color tln·oughout. That tones that are grey in the light offer the biggest 
:~ our purest color for edges, accents, and problem. There is only one remedy used by most 

e er. manipulation to enhance the softer greyer good pa inters to keep their canvases fro1n getting 
cir of nature. For this reason, 1ve cannot paint unwholesomely grey, and that is, if the color in the 

n ·_r.e froni a tube or a pot. \Ve must relate our light is grey or greyed, the,. the color unoard 
.} by interm:xture, subordinate or intensify which the grey le1111s may be intensified in the 

1 ~ it is n1ost effective. In fact, we cannot sim- halfto11esar,d also in t he shadow. This an1ouots to 
,.oopy in oolnr. We must, to a hrge extent, ere- making the shadow slightly w-«rn-1.:ror cooler than 
color through the tn,ths natw·e gives us. An the color in the light. For instaJ1~'e, we may have a 
,of color is much more true and effective if it grey white tone in the light The shadow, then, in-
'rporates some of its next-door neighbors. For · stead of being a mere black-and-white grey, will 

r.ince, rather than a ff.at blue, some of the blue take on more color than the light, being warmer or 
'n and blue violet next d.oor can be associated. cooler. Thus the shado,v on white might lean to-
fead of a flat yellow, some yellow orange and ward the warmer tones of green, yellowish or 

re ow green ca n invade the Oat color. This is an- ora_nge grey, or lean the other way to the blues 
o ·~ bit of painting knowledge that can enliven and lavenders, according to the quality of tl1e 
d . '. work. Since uature is largely grey. don't be light and environment. A warm grey ca!l thus be 

aid uf nature's greys. Brightness is relative, A painted some,..,hat cooler in die shadow, or a cool 
'."r wiU be brighter against a greyed color than grey slightly wanner. Tliis pheno,nenon seems to 

·r ·· against ru1other bright one. Fine artists say exist in nature, possibly due to reflected color 
~r the greys make the picllue, meaning that which is not always obvious. At any rate, it adds 
thl greys are the necessary foil for the bright life to painting. 
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THE LIMITATION OF COLOR IN PIGMENT 
-· •• ft • 

• 
Let us understand that; after all, color is the 

most lenient and unforn1ulated of aOI the funda-
mentals. You liave greater liberty here for your 
individual feeJ;ng than in other deparbnents of 
your craft Good color cannot be achieved with
out intelligent approach; at the same time, good 
cofor, so long as all other things are well, such as 
drawing and tonal values, 1nay be achieved and 
still be ";holly apart from literal fact. Indeed, if 
the value is right, it may almost be stated that 
the color will not look bad. It is values and tonal 
relationships that spoil more color than anything 
else. Color is just as certai.nly correlative of tone 
as tone is of line; all three nre one and a part of 
one another. All th6 ciwal effect.s of nat11re are 
seen ·as color or as greys that can be pr0<luced by 
color. Black and v,rute is man's invention, and 
simply represents the color's value ,vithout the 
color. Seeing without color is either lack of per
ception 01· actually defective vision. 

Since light ha.s a greater ,·ange <>/ brightness 
and darkness than pigment, then color also has 
greater b,·illionce in life than we can reach in pig-
1n.ent. Therefore we must work within the value 
limitatJ011s of pigment, OI between white, color, 
and black. There is nothing else we cao do about 

it. But the lunitAtions are not as bad as they seem, 
once we understand what it is all about. No color 
can be 1nade brighter than its full st1·enb,th. It can 
only be made lighter or darker, or less intense by 
n1ixture. lit can be made to vary in hue by adding 
other colors, wanner or cooler, but nothing yet 
known can make it brighter than white paint or 
paper unless by actual additional light thro,vn 
upon it. Purity of pigment is not the whole objeo
tive of the painter; tone af!d hannony co·me first. 
Vitality i.n painting comes from vaUue relation
ships, not the untouched ra,vness of pig1nent. 
Contrast ·between strong colors crunnot be' the 
whole aim, for contrast is greatest when the strong 
is pitted agajnst the weak. 

It is natural to assume that the picture contain
ing the largest number of colors will be the br;ght

est pichu:e. Unfortunately, color does not ,vork 

bine to produce white in light. In pjgn1ent thei. 

p1·oduce grey or brown. So colors tend to neutrJi 
i.ze and dull one another unless considered ( 1) bj 
value, ( 2) by related hannony, ( 3) by color co 
trast. Pictures built on a few basic values, a ligb · 
one or two middle values, and a dark, seldom · 
dead. In the second instance, pictures built of 
color sequence can hardly go dead. When co!?'.l. 
thus related it cannot neutrali7.e itself. In the~ 
instance, the picture re1n.1i11s basically ~live j 
reason of <X)mplementary color. A color cannot.le 
dead against its complement. (See Pages 164-1 6 
for fuller cliscussion of related color and comp 
mentary color.) · 

It is when a painting becomes a hodgepodge 
values, colors indiscriminately placed against 0 
another, all vying with one another for attenti_· 
that the whole brilliancy is cut down. You 1 . 

be sure that one primary plus its neighbors, : 
opposed by its complement, will never go d . . 
These, supported by greyed colors, with a b( 
and white introduced, will always be brillianJi 
is a safe rule not to haoe all three primaries in th 
pure state in any one pictt1re. Tone one or twq 
thein with some of the other. Grey one by addln 

a little of its complement ( a mLxture of the ol 
hvo) . Do something so that you do not ha,, a 
large mass of each fighting ,vith the others. T · 
do fight, because none of the primaries in 
original state have any ingredients in co1~n 
\,Ve create hanno.ny. Unt-il we prodtJCe a ple0$' 
·mfa-ture, tlie prirnaries in the,nseloes have 
harmony. 

Color 1nay be related by painting into an '. 
over undertone. In the four examples sho, .. 1 

yellow, a grey blue, a red orange, and a gr'. Q 

tu1dertone were used. This principle appJ;es o y 
to 111ediums that are wet, so tl,at as ,ve add-~ 
overlaying colors some of the undertone beco. 
mixed into them. This produces an "influence~ a 
all the colors, drawing them into relationship·. d 
hru·mony. It is an excellent plan for m : g 
thumbnails and small color sketches, and a <i!. 
and beautiful way of producing harmony. A · 

• 
out that way. The reason is that all colors com- any color may be painted into the tone, so loo.-. 

154 ' 





RELATING COLOR BY TONAL INFLUENCE 

,eo ORA,..,Qf:, V./ED Af 6N UN D e n.:"TON ~ 

it takes up some of the undertone. Other good 
dlects are obtainable with dry undertone if some 

of the undertone is allowed to sho,v through. 
When we speak of color as "related" we mean 

that itactually contains some of the pigment of the 

rolor or colors it is put with. This is like a blood 
relationship among humans. Green is like the son 

of yellow and blue, being a ha If mixture of each. 
A blue green is like a child that has taken the pre-
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J HOWIN. <. IN FLU ENCE OF A BllJt:.·C~E'Y tJND4R. TON e, 

COLOA. PAINTEO INTO 6. \VC.T CiRE.EN UNOER.TONE 

clomjnant characteristics cf one parent; yellow 

green is more like the other. \.Vhen a group of col

ors all contain some of one particular c.'Olor or "in
fluence," then it is like a group of more distant 

relatives. The spectrum is like a family with three 
parents. Yellow as the father would have the 

orange children from the red wife, and the green 
children from the blue wife. Rather complicated, 
but so is color. 



A blue green is like a child that has taken the pre- but so is color. 

155 



• 
TONING THE SPECTRUM OR PALETTE 

Pl.VJ"' R E 0 

P LUf GR e e.N 

I-Iere is another way to relate all the colors of 
your palette. Choose one color of the spectrum. 
t\llix so1ne of it into every other color. You can 

make a very delicate mixture, or up to about one
third. The more you add, the more you are cutting 
down the brilliancy of all the colors which nor
mally contain none of the color you are adding. 
But your color will all retain its "identity," though 

broug"ht into closer harmony. The above are about 

the limit of mixture. Note in each group one color 

stays pure, and so will the colors which contain 
the toning color. The opposite colors change. I 
have painted four heads in four schemes to shall' 
that it i:s possible to paint flesh in any inOuenoe. 
Stick to your scheme when you start it. \-Vhen i(1 
all done, you may add a touch or two of pure color 
outside the scheme if you are so tempted. But 
more often you will like it better as it was. Very 
beautiful color may be arrived at in this manner. 

i\1 y exa:r.nples are only a hint of its possibLlities. 
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the limit of mixture. Note in each group one color i\1 y exa:r.nples are only a hint of its possibilities. 
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FOUR SUBJECTS IN "TONED COLOR" 
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DON'T BE AFRAID OF THE GREYS OF N1-\ TURE 
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BLUE GREEN, YELLOW, AND COOL RED AS A SCHEME 
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PAINTED WITH YELLOW AS A "TONER" 

--..... T 

~ 
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COLOR CONSIDERED AS "TONE" IN ITS NATURAL RELATIONSHIP 



COLOR, . JTS FUNCTION AND CHARM 

Color is very much like a bank account. If you ·maries to nnything containing the third p · ary, 
dip into it too much soon you have no11e. To the . and tJ,e tendency will be toward even I~ riJ. 
layn,an color seems quite limited, just the six pure liancy, reaching toward the greys or Ji· WI.I, 

colors of tbe specb·um. He is therefore tempted to rather than 1naking the color appear any li~ · 
get all six into his subject to get what he thinks So in the primaries ,ve really have all tR. 
of as "full color.» He thinks in terms of so many liancy there is in pigment. Assuming that:w(.cii ~ 
pans or tubes of color, using th is one for this and with the brightest possible red, yellow, an': 
that one for that. II he runs out of colors then he and go from the intennixture of any two O 
goes and buys some niore tubes contain ing some- around the circle, " 'e lay out the foll g · . 
thing still different, like a tube of magenta, so-called pure color, "~th all the brilliancy.; 
maroon, or bro,m pink. Color is anything· but disposal. 
that. I shall try to point out that color works out Instead of tll.i.n.king of color as being luaj to. 
in just ilie opposite 1naoner. the six colors of the spectrum, think of ih' e as 

The most colorful and beautiful paiJ'ltings often the heads of six great families, like six piort', t-
come from the restriction of color, rather than the tlers who are tbe foundation of the whole l)8 · ula-
pxofuse application of it. Let us understand that tion to follow. Some of the strains stay pur· for: 
the color in the spectrum is really white light example all colors which have tlte inHµ:( ol 
broken down into its e!ements. Tb.ings have color yellow evident, or blue, or any of the six.((!) ors 
only because certain surfaces have the power of become so interrelated that tJie color beco' aJ. 
absorbing some of the elen>ent~, and reflecting 1nost nameless as. color, and so other na · 
back the others. \Vere there no color u1 light, tacked on for identi6cation, either tellin 
there could be no color in anything. True enough. they are made of or suggesting somethm, 
we can buy colors; bu t these are pigments, which look like. Into tltis group fall yellow: ~ 
have in themselves such power of absorption or umbers, burnt sienna, cobalt, manganese;o, 
re9.ection. Take away all light and iliey are color- lean blue, rose madder, crimson lake, ii 
less and, so far as we a,·e concerned, could all be crunson, vermilion, Venetian and Ind·::, 
so much black. gamboge, Mars yellow, and others. Tl1ese . 

So to produce good color we go to the funda- 1nents which vary from the original p · ;: 
mental laws of color, that each of the primaries is the spectrum. Then we have such names as',_; 
an element of light itself. Since we cannot see chartreuse, beige, sage, maroon, cerise, lave der, 
color beyond the spectrum with the naked eye, lemon, and others, which are mixtures whf · 
such as iotfra red, or ultra violet, color is limited be approximated in the mix.lures of the pr' . · 
to the three elements that we can see. In pig,nent, This great array of names is simply confusi~' ~d: 
since it is not actually light, but 1natter, the inter- does not belong in the basic theory of color-/ er . . , 
mixture of red, yellow, and blue cannot produce as far as we as artis.ts are concerned is sinlpl)i, ~ 

< 

white, as does light, and so produces sediment. yello,v, blue, black, and white. We can sta' . 
The colors beiJlg neutralized by one another, tl1e subject with any red, any yello,v, or ar1y b~ c of. 
resultis darkness, either in greys, brown, or black. our choice, ,viili good and interesting { la .. 
The tendency then of pigmentary color in 1ni.<ing However, if we are working for reproducti6 ·1 ~ 
is to reduce in intensity ilie three primaries. The logical that we star.t with primaries as cl~ as 
secondary mixtures of green violet and orange possible to those the printer works with. T. · O-

are not quite as strong and bright as the red, ye!- cure uniform results these have had to be,s. d-
low, and blue of the primaries. The third mixture, ardized, and so are known as standard p · :, 
called tJ1e tertiaries, becotnes even Jess intense. They are as given in our standard color ., 
Now begin to add one color containing two pri- on page 148, and will act as a guide for you,. 
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COLOR 
ean that you cannot use color in any 

you ··sh, or out of any tube ,vith any name 
· ', wish to point out that the engraver 

ou only colors that are the result of the 
· e Qi the colors he must work with. If 
t'Dlix a color that you are using out of ,. 

'..primaries, you can be certain he can-

expected him to pep it up. The only way he can 
pep up your picture is to subtract neutralizing 
color. 

One thing I want to stress is that you cannot 
make a subject colorful by using all pure color, 
that is, all primary and secondary color. Color is 
a plus and minus proposition. vVe need greyness 
and softness as a foil for the brilliant areas. Every 

i:he color of any picture comes from a partofthe pictureshouldbeaparto!awholecon-
,:c.e of a few pri1naries, it automatically ception., with the pw·est and brightest concen-
es harmony and a basic relationship of trated where it will do most good. Note in the 
~ther. It can't help it, because all contain frontispiece of the book that the bright color bas 

Cf:elements or ingredients, and relation- been concentrated about the girl's head, and the 
'lor is no different than In a human faro- other color is softer and n1ore muted by intermix-
!f:aits :u:id charaoterictios of the origoal ture. To ket:p fvrcing all, the areas toward rhe six 
~ carried into the offspring. spectrum colors sets up competition which in the 

. ' e word "fewn above because we can end is vying for attention and results in less bril-
,e more latitude, if need be, than only liancy for any one area. Then there is no way to 
0J1e yellow, and one blue. Wbile r fully gain any more color. The color car, be set down 
)1t procedure, because of the fact tl1at stronger as color, but often less beautiful. Nature 
~C/ actual n1ixture of the ink except in is seldom one flat bright pure color anywhere. In 
· ~ts lying in close proximity to one anoth- Nature, colors are made up of variety all through, 

lapping one another, the prin ter's color which means warm and cool variations, or colors 
,.ite as neutrnlized by mixture as our broken or blended together. The sky is not one 
, : erefore we n1ay use two of each pri- blue, tl1e growid not one green or brown or grey ... 
.. and cool of each. This means one The foliage in the dista1;ce is quite cl.iHerP.nt in .. 
ch way around the circle. Therefore we color than that close by. The charm of color Lies 

·~:a yellow leaning toward the orange as in warn1 and cool variation, in the greyed or 
tdrolG\:in· yellow, and one toward the green as muted color along with the pure and brilliant. If 
dni :uni lemon. For the blue we can use a co- you can put three reds together they are more 

. : ulean or even a little viridian mixed beautiful than one red, and this is poss;ble by let-
efor the warm blue leaning toward the ting the red lean to the warm and cool within the 
':e other blue leaning toward the violet same area. It is the same with every color in the 

e an ultramarine blue. The warm red universe. Note how the color varies in a flower, 
· e;~dmium red or vermilion and tl1e cool and bow the color is carried into the foliage and 

in crimson. Now, using the double stem. Note the great varieties of greens we have 
aries with black and white, almost any in the same subject outdoors. This does not mean 

},.or tint uud,:r the sun can be appro:x:i- a great array of tubes of color: simply intermix-
•· ese can run into thousands of variations ture of what we started with, towru-d the warm 
·~:it unnecessary for the artist even to and cool. I bave tried to play warm with cool 
, ·ut anything else. Some of the brilliancy color in the frontispiece of Part Three of this book. 
ostin reproduction, but it's better to give This is difficult to make clear to the student and 

.e '?}l!Yer brilliancy plus, than brilliancy oftentimes to a client. Brilliance reaches a point 
'. e may swear at you a little, but he would of saturation beyond which there is no 1nore. \/Ve 
~er if you gave him a dull painting and can say thnt sugar is at its maximum of sweetness 
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COLOR 
in its raw state. In the same ,vay, color is at its 
maximwn of brightness in its raw state. Too much 
ra,v sugar is sickening, it must be balanced with 
something else. And so is color. Vie can bear raw 
bright color only so long. As, ,vith edges, cbar,n 
lies in U1e softness contiasted with the sharp, so 111 

color it is the bright contrasted with the softer and 
greyer colors. 111e greyed and more subtle color 
will be associated with good taste, just as it is in 
other uses, with now and then a splurge of color 
to relieve the monotony. 

COLOll CONTRAST 

For those who do not understand the meaning 
of pigmentary co1nplementary color, let me point 
out that the prinlary complement of a color is that 
color which is farthest removed fron1 it by mix
ture, or containing none of the original color. Thus 
the cornplen1ent of a primary ,vould be a mixture 
of the oilier two. They line up as follows: 

l'RIMAIIY 

Red 
Yellow 
Blue 

Green ( yellow plus blue) 
Violet ( red plus blue) 
Orange ( red plus yellow) 

The secondary complements are those con
taining a like strain but fartliest removed by mix
ture. They line up: 

SECONDARY 

Yellow Green 
Blue Gree.a 
Blue Violet 

Red Violet ( both contain blue) 
Red Orange (both cont.~in yellow) 
Yellow Orange ( both contain red) 

The secondary complements are even more 
beautiful because they are related, and not quite 
at the extreme of colo, contrast. 

COLOR HARMONY OR RELATED COLOR 

Since we know that we can relate any two col
ors by wing some of one ,vith the other, the col
ors of the spectrum fall into three groups in which 
each is i·elated to the other because each contains 
so,ne of the same primary. Thus all colors coj,. 
taining yellow are related by the yellow. The 

same is true then of each of tbe other two p( 

ries. In their purest state the related grou ·. 
given below. But tlle colors may be grey 
more, and as long as the}' contain a comm.' 
gredient they ,viii be related. So the grou 
as follows: 

'fllE YELLOW CROUP 

Yellow ( the strain) 
Yellow Orange 
Red Orange 
Yellow Green 
Green 
Blue Green 
Plus any greyed color 

containiug some yellow 

The same effect ,· 
duced b}' paintin ·• 
yellow (wet ) und · 
or by mixing so '. 
low into every otli: 
or of your palette. 

This produces a picture in a yellowish key o as 
pervaded by a yellow light. 

ntE ll.E.D CROlfP 

Red ( the strain) 
Red Orange 
Orange 
Yellow Orange 
Red Violet 
Violet 
Blue Violet 
Plus any greyed color 

containing some red 

Red undertone o. c 
influence. 

')'RE ELUB CROUP 

Blue ( the strain) 
Blue Green 
Green 
Yellow Green 
Blue Violet 
Violet 
Red Violet 
Plus any greyed color 

containing some blue 

Blue unde11one Q 

in.fluence. · 

The :ibove as applied to pa.inting ,i 
"color key" for a picture. So you can p :· 
yellow, red, or blue key with a wide vari~ ' al, 
feet. Or for othel' subjects you can go_ as , 
ther and key or influence all yow· colors · 
single color. For example, blue green m\ 
the dominant strain or influence througllo t 



so,ne of the same primary. Thus all colors coj,. 
taining yellow are related by the yellow. The 

single color. For example, blue green m"l_gjlt! 
the dominant strain or influence through~! 
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THE PRIMARY COLOR GROUPS 

T HE. YE; I..L.OW Gi<OUP 

Tt< E. (3 1..U E Gl>.O VP <OLOl'l. P6. I N"TEO INTO A Gn.e.'1' VN<>E.'1.'l'ON i 
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THE PRIMARY COLOR GROUPS- COLOR SHADES ····.··':"··. 

the color of a moonlig~~fibject, meaning not 
that all colors ~tJ'fffgreen but that they are 
tempered or'.,ii#ii'uenbed by blue green. The 
effect of AA@i,r1fliaonship of color is extremely 
beautifui sb fong as the dominant color is or can 
be iiili:ed from the standard primaries, it is per
fectly possible to reproduce it by the standard 
four-color process. 

It follows that to produce harmony and beauty 
of relationship of color throughout yow· subject 
you have the choice of relating them by ( 1) a 
collllnon ingredient, {2) mi.,inginto a wet under
tone, (3) iotermixture of the color of one area 
into another, ( 4) painting the subject out of one 
of the groups, ( 5} using as a palette for your sub
ject any three colors each of which will contain 
some of one of the three different primaries. Thus 
the three primaries may not need to be pure. You 
can take almost any combination you choose, if 
one contains yellow, another blue, and the third · 
red, in either pw·e or adul tera ted sta te. This re
sults in what is known as "Triads." Triads are real
ly a means of removing color from its pure raw 
state. Thus a combiJ1ation of yellow orange for 
one, blue green instead of blue for number two, 
and red violet instead of red, would be a "triad." 
You can make a triad of secondary or tertiary col
ors, you can use one primary with two secondary, 
or practically any combination you choose, so 
long as they come frorn mixtures with the three 
primaries. If you chose three colors all too close 
together in the spectrum wheel, such as blue, 
green blue, and blue violet, you would beso J.imj1-

ed as to not have any complementary contrast, 
and though the result might still be beautiful 
tlu·ough close relationship, it would appear "all 
to the blue" and the color range would· be very 
short. It would be a beautiful com bi.nation in a 
fabric, but scarcely enough range for a picture. 
This will indicate the very great variety of ap
proach there can be to color. 

What is meant by color shades is of vast impor
tance and should be clarified here. The shade of 
a color is the result of the proportion of its i11gre
die11t colors, or a color plus. For iostance, yellow 
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green and blue green are shades of green, 
shade varying only because the proportion' 
yello\V to blue is different, since both shades 
tai.o the same ingredients. But there are ro~ 
more shades of green, meaning that red enters, 
mixture. We may have olive green, grey gn1 
brown greens, sea green-going on almost iucl.~ 
nitely. Tbese are all composed of the same ' 
friends, yellow and blue, ,vith various proporij1 
of red, black, and white. It is obvious that all j 
ments of a given color do not match-we haJ 
great variety and assortment of them, but · 
·cannot be inserted harmoniously into a sull 
that did not start with then1 in the original pal 
or the three chosen primaries of the picture.:, 
this clear: There are three primaries of the s 
trurn, but you chose your own three primari . 
your p·icture and paint the whole thing with t 
and those three primaries are the parents t, 
your color. They are not to be confused wi 

spectrum primaries, since they may contain'. 
ingredients of the priinaries. They are called1 
inaries only because they are the primary · 
to all further mixture. If you will understarrd 
you will never have to wony about relating .. -

One thing to rernem.ber is that pure co] 

brightened only by light itself, not white.~· 
that is why color belongs to the light. Sincei~ · 
intensity in proportion to the light taken} 
it, we must cut do,vo its brilliancy when w 
painting it in shadow, or it will be false. If; 
picture is bad in color by using a three-color 
it is not the fault of the color, but of vaJu··' 
relationships of the color to light or shado 
to reflected light and color. 

We must distinguish "local" <.'Olor as CQl · 
infiuenced. If we throw an orange light on" . 
oi wish to make the gteen appear in our p 
as jf it were in an orange light, we 1nust · 
the local color to what it appears by , 
ornnge. This is where color adheres to the 

' Principle, beiog color in the "aspect of t1i 
ment" and influenced by its environment. S. 
the light be cool, we would naturally add1l ~ 
the color. 



I I O - 0 - - - - - - - - -, 

die11t colors, or a color plt1$. For instance, yellow the color. 
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COLOR SELECTION AND BACKGROUND 
.·.color of your picture should be chosen after the eye it will need startling contrast of color, 

. , ·deliberation as to the nature of your sub- which really means a p lay of complements. As a 
,. -Jt must reach out and catch the eye with general rule posters, covers, and window dis-
·;color, especially in competition with other plays can be built upon the principle of a primary 
) hen it should begin with the primaries or against its complement, or using the secondary 
, .. its pure state, Purity nnd st,·ength stay in complementaries. But agnin tbc subject has to do 
~°Jor longest when it contains fewest ele- with the choice of color. Some subjects that are 

.me ., .Therefore, when two colors contain the bright and happy naturally call for bright color. 
sam elements, like blue, blue green, green, and A picture of an inmate of a concentra tion camp 
bl a·o]et, all of which contain blue, they may be would hardly be painted with btightsnappy color. 

' <!,without much loss of brilliancy. But when By understanding the mixture of color \ve can ap· 
red · ·';orange starts mixing into them they tend to proach its function. We can make color enter a 

· .-.e neutralized, and with enough of the com- key, a mood, or reflect the spirit of the task. Know-
e,ntary red or orange, finally turn to browns, ing relationship, you will not paint a bright yellow 
' /!)Ts ,ohen ,nixed with their ccmplem.ents nioon in pure blue skies. Pure or bright color blar-
. e.brou,'n or grey in proportion to tlie mncunt ing out falsely in relationship does not increase 
·.complementary added, AU equal nii.uures the effectiveness of an ad, even if those who do 

implements end up as the same brown when not understand color believe it does. A beautiful 
m · .from the same palette, for we are arriving relationship will always create better response, 

::-equal mixture of the same yellow, red, and Beautiful relationships a1e none the less brilliant; 
,:· o, in addingyellowto purple, you 1nake the it is simply knowing how to ruTive at brilliancy. 
!,:ni.icture red plus blue plus yellow; and you If your client asks you to follow a sketch that is 

tile owg the same thing when you aJJ n,<l to raw and ugly In relationship, make him a thumb-
gr . :;:for the sum total is then yellow plus blue na ii of a relnted scheme where one area partakes . 

'ptu . ed, which adds up to the same thmg and the of another, with a single area left pure, and let 
. :color. Therefore all your variety of color lies him see it The difference should convince him. 
In · ual mixtures <tf the pure or plus bkwk or Besides color itse lf, every color bas a value. 
win ;; and with such ,mderstanding color be- Naturally colors close in value ,vii] tend to merge, 

· ·tumm.tted, with the possibility qf hundreds like a red on a green of about the sa1ne value, The 
'.of 

1
· ·tions. yellows are in the high values, also tints of the 

· ~.re enters the important element of sim- other t\vo, but the purples, reds, browns, and dark 
. pli, · , We found with tone that a few simple blues all hover about the same low values, So, if 
· va \~ ·make the best picture; it turos out that contrast is needed, first see that there is contrast 
colrz.acts the same ,vay, for color and tone are in value, and then contrast in color ,vill be easily 
d ',rallied. This is the main reason for a simpl~ reached. Backgrounds affording contrast to ma-
Pi e, How sunple it can be has been shown us terial in front of them m\:St be selected this way . .. 
by •. e great Velasquez, and Zorn, Sargent, and II the coutrast of value is there, the color contrast 

""i Zorn used a vennilion, a blue black, and need not be greatly separat ed, Therefore a line of 
pwocbreformany of his pictures withamaz. dark green lettering might be fine on a creamy or 

, rilliancy, This means one pure and two tan background. Most wide expanses of color 
gr ~ colors. The brilliancy lies in the relation- should be toned down with complement or grey, 

,;i,f value and tone as much as in color. \Ve do to give other color a chance, "The lm·ger the area, 
00: · aiot bright by the number of colors, but by the softer the color" is a good axiom. Avojd pri· 
Iii .asses and values. mary colors for backgrounds. Keep your bright 

' nsideryour subject and its purpose. To catch colors on your units of interest 
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WHAT TO DO WHEN YOUR PICTURE IS DEAD IN COLOR 
It is important to stress here the fact that color areas in the light. See that all three prilllarie;s 

in a miniature sketch may be quite arresting and not appear in their raw state within the same~ 
pleasing because it is s1nall. In fact, the smaller ture. If they are there, that is most of your trouli'fe. 
the area, the brighter the color that can be used. Tone two of them with the third one. 
But you may 6nd that in the 6nal _work. when the · Sometimes introducing a neutral grey, a~ 
sketch has been greatly enlarged, the color begins or white, or any or all of them into a subject o 
to get a bit raw. The reason is that the color cones wise full of color will snap it up. both from a · he. 
in tl,e retina of the eye are )united. \<Ve have on.ly standpoint and by providing suitable contrast llr 
so many of each that register the different color the brilliancy elsewhere. This means that you: 'D' 
,rjbrations. The eye when taking in a large area have to sacrifice color in one place for the ol, 
of pure color quickly tires, and to defend the color more brilliancy elsewhere. 
nerves the opposite color sensation is set up. Stare If the subject persistently refuses to comat 
at a bright red spot for a minute.and then look at around, it means that the values are somew e 
a white sheet. A bright green spot will develop. "out," or that something could not be i.n ~ 
If you stare at a blue spot, the image will be ye!- value relationship under the existing condi : .. 
low or orange. In each case it will be the comple- It means that the overall relationship of ligij le 

mentary 0£ the color, or the color which would shadow is bad somewhere. Reniembef', a ·. or. 
tone down or neutralize the original color which cannot be right until the value is ·right. Alsti. :e-
is tiring those nerves. So the longer we look at a member, color cm111ot be purer and .tronge in 
bright color the duller it seems to get. We can the shadow than the sanie color appears to -~ 111 

learn from this that if .we provide rest for the the light. Pictures cannot hold up if the lights, 
nerves in nssociating balancing colors within the cool and the shadows warm on one thing. wi '. e 
same picture, all the colors will stay bright longer. reverse of wann Ughts and cool shadows o 1> 

'vVe therefore can associate a bright area with other witl,in the same subject, unless by ii>. e 
greyed or muted color, or else complementary reason of reflected light and color. You can't.·. t 

color to obtain aod hold brilliancy. a hot shado,v on a face that should be Ught ·., y 
\Vhen your picture is dead or unpleasant, the the blue of the sky, nor cool under planes -.· l 

fault is usually too much raw unrelated color, should be lighted by the warm ·reflection of '.: O·· 

rat.lier than not enough. It does not help to try to lit ground. Think always of the possibility o :. . 
pile still brighter or different raw coloys into the color of one area shining into and in8uen. ng 
thing. A battery of primary and secondary colors another. 
all vying with one another can completely vitiate Overstatement of modeling or of va.luesi 
t.l1e whole color effect. Following are some reme- al'e in the light will naturally also lower the.' e, 
dies for bad color. of your color and make it appear rnuddy. See( 

Try greying all but two colors or mi~in.g a single the lights are kept simple in relationship to S: ' 
color into all but one or two of the others, and see shadows, and of consistent intensity throug; 
what happens. Also look ai your subject on the See that reflected lights in the shadows are Ill 

basis o! a sin1pler tone plan, arranging it into a overstated or too light in value, d.estroyingI 
pattern of Ught, middle tone. and dark. If this mass effect of the shadow as opposed to! e 
cannot be <lone, your subject may be too broken light. 
up in masses, which is just as'lmportant to color as There are a few instances where the pie 
to tone. Try reducing your whole color scheme to at fault because all the color is too grey. The: 
three or four basic colors from which yoll will mix remed)' there is to intensify color at the edg 
all the rest. Take very bright and raw color out of wherever else possible. But a more common·· 
your shadows. Get your brightest colors into the is too much color. · 
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all the rest. Take very bright and raw color out of 
your shadows. Get your brightest colors into the 
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wherever else possible. But a mo.re common~ 
is too much color. 



THE EMOTIONAL EFFECTS OF COLOR 
you are planning a subject that must be hot metal and the bright yellow of a log fire. Cold 
with for a long timo, use tlie soft or tonal is blue nnd grey and violet like the shadows on 
unless the picture is quite small. A large and white snow. Then think whether color really af-
bright picture, alter the newness is gone, fects you or not. 

. to get on one's nerves. Pictures for repro- Subjects generally cannot be painted all to one 
~j()· n in advertising and story illustration are side of the spectrum. vVe need some warmth 

: ore or less momentary interest and therefore to balance the cool, and vice versa. While either 
Im 1 themselves to brighter treatment, which is might predominate, we find that one is enhanced 
pr~. Yet even h.ere a quiet, soft, and restful by the other. The play of warm against cool, then, 
w~ 5.cheme may attra ct attention by deviation in color is the source of great charm. This does not 
lroi:the usual bright color in company with it. mean hot against cold or the extremes of comple-
Mm and pictures for the walls are usually mentaries, but something varying tho shade of a 
mo\ pleasillg if held in a Hght high key and color as it covers an area or comes next to another 
~ in color. area . For exn1nple, an otherwise !Int yellow might 

chologists tell us that different colors do have a play of delicate pinks, greens, pale orange 
.,affect us emotionally. Some can please tints, and even blues and lavenders, introduced 
others irritate, we being almost nlle.rgic into it to give it great charm. This does not mean 
y and physically to some. Reds and ye!- that you put colored spots nil over another color. 

seem to e.xcite. Greens, b lues, and greys, or The value of the original tone lll\tSt be closely 
ders and purples, are more soothing and matched and the color handled with subtlety. Too 
. , ferhaps the quiet and restful colors of much of the complementary color will tend to 
~ have a lot to do with resting our frayed mute the undercolor. If overdone, the purity of 
by a vacation to the country. Combining color will go and turn to brown or mud. You can 

01 ' g colors with exciting line ( See Part One). play like colors together with wonderful effects, 
restful colors with restful line, becomes per- such as warm greens witl1 cool greens, wann reds 
l oo-ordination of line and color. Nature with cool reds, and so on. Ke ep your colors neigh-
~es tonal greyed colors for the permanent borly, or living close to one another in the spec-

. swith greys, browns, tans, greens. Her bright tnun, and tl1ey will not vitlate one another. That 
col !s lleeting. It is reserved for flowers, skies, is one reason the color wheel looks so fresh and 

ns , insects, the glory of autumn, fruits, and bYight, because the transition from one color to 
e.rs-things which will not be with us long. another is gradual. 

erl a great truth for art. Speaking of transition, there is what is known 
Let~s tlien think of color as having emotion. as b·ansitional color. That is obt1ined by placing 
t~ ely color ioto a lively subject, a red on the colors that nonnally fall between two colors in the 
I · · skiis. If it is to be two lovers In the moon- wheel at the edges between these two color areas. 
l et the color run to blues, greens, pinks, and Suppose we have then an area of red and one of 
te i: lf peace and quiet, let the color run to rather bright yellow in tl1e srune picture and 

e,dlmagine Whistler's "Mother" painted in touching each other. Then tlie edge of .the red 
· ilred or yellow! Stop and think how color would be painted an orange as it touches the 

(you. Think of the dark greens, blue blacks, yellow. Thus the transition is mnde from one to 
cff!Ys of a cloudy day at mid-ocean. Think of the other with great beauty instead of h.arsliness. 
fesh greens of spring and the pink of fruit Color offers the greatest opportunity for the 

ms after a long cold winter. Think of the creative part of you and for the expression of your 
di color of ripe wheat, the full glory of the individual feelings. There is no law to say, what 
· sun after a raio. Thlnk of the red glow of you must do. I am suggesting ·what you can do. 
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OUTDOOR AND INDOOR COLOR 
Outdoor color varies from indoor color main

ly in the basic approach. In. outdoor sunlight the 
light is warm, especia lly toward the end of the 
day. The blue sky reflecting into the shadows 
causes them to be generally cooler than the lights . 
So· for outdoors the effect for the most part is 
warm lights and cool shadows. Now, indoors, by 
studio skylight, which usually is turned to the 
north as the most even and constant or unchang- · 
ing light, just the opposite is true. The room being 
lighted by the cool blue of the sky, the lights are 
cool and by contrast the sl1adows appear wm·m. 
There should be no hard and fast rules, however, 
in either case, since in certain instances whit~ and 
dazzling sunlight may appear quite cool against 
shadows reflecting considerable warn1 light from 
the grouud. Indoors, we ,nay actually get the sun 
or refl~tion from other warm sources. So the only 
thing to do is to folio" ' warm and cool color as 
you see it and feel it to be. 

We can follow the general .idea that warin 
lights and cool shadows give an "outdoor effect," 
while the opposite gives one of indoors. The main 
thing is not to paint a girl on the beach in which 
painti11g the color appears to be indoors. Nor 
would we paint her sitting indoors with cold blue 
shadows for no good reason. If you have an out
door subject it will help a great deal to make a 
qu ick outdoor study for color. There i.s no better 
way to sense the difference between the two. 

To be a good illustrator, you should get this dif
ference of the qualities of your color into your 
work ,vhen needed. If you know that the S!,lbject 
or incident is outdoors, you can contribute a great 
deal n1ore conviction and feeling to it if you place 
it outside by the color you use. 

Subjects indicative of night by all means should 
be placed under artificial light to di·aw or paint 
or even photograph. The effect of a close-up arti
ficial light is very different from daylight or sun
light. Night light gives a strong contrast of light 
to sbado,v, and this must be carried out in color, 
in tbe proper set-up of values. A n.ight subject 
with airy, light, and transparent shadows is most 
uocon,rincing and false. Night subjects indoors 
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lean. to the warm keys with abnost an all-ov , 
effect of warmth. Night subjects outdoors can , 
warm lights with deep blues and purples in 

shndo,vs e.xcept where such shadows are rece 
ing warm reJiected light. Lamplight and flreli 
are unquestionably warro, 

There are too roany instances of illustratdi!' 
paying 110 attention whatever to this phase · 
color, whereby much is lost, both to them as · · 
ists and to the reader in his response. It musti 
remembered that color has a psychological ef£ 
upon the reader whether he is conscious of itf 
not. He has sensed for biinself subconsciously f 
diHerence between outdoor and indoor colf 
perhaps without ever having analyzed it. It isf 
hard to prove the truth of this d.iiference betw1 n 
indoor and outdoor color. One Sunday afternl\3n 
sketching outdoors ,vill convince tl1e artist tl!al 
outdoor color is nothing like the color he s4 
his studio. But if he remains ignorant of this tni 
he can go on the rest of his life making the s . 
mistakes and not knowing it. 

Sunlight has a crispoess, not only of light · 
shadow, but of color also, in the play of warm 
cool. The studio light is·soft, ,vitb gentle mer ' 
of light and shadow, and it pays to get outd . 
and Snd ou t more about it. Indoor color has td 
supplied in the local color of things. Yet outdo. ·, 
even the grey things I ike an old weatherbea 
barn get full of color from the sun, the sky. 
reJiected ,varmth, plus the color they haver 
their own. Rocks iudoors ,vould never look. ' e 
the same rocks outdoors in color unless it ,~ 
on a cloudy day. 

Color can be faked, but it must be uoderst 
and worked with intelligently or it can qu{ 'y 
bee,-ome a mess. So many artists seem to n . 
a color formula, this for flesh and tl1is for 
shadow, and so on. Nothing could be more.o ·: 
track, Every subject has its own particular·· 1111 

aspect, and the only way to achieve the tni, 

to go get it from the th.ing itself, If we have to. · 

color from black-and-white photography, w.·' . 

never do it well until we have looked a lo at 
life and Nature's color. 



- . 
uncon,rincing and false. Night suhje~ts indoors life and Nature's color. 
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HOW TO EXPERIMENT WITH COLOR 

£
re starting the final work in color on any 
, get the habit of setting down the generol 
ery statement of it in a very small rough. 

,dimension need be more than three or four 
in~. Flat tones are better for this t],.ln an in
~te statement. Try out some schemes which 

Jee! would be related to the subject matter. 
" It ':better to lay out three or four of th.ese. ln one 
1ftonal color scheme, or all the colors contain

id{a little of one sing!.: color. Try one or two of 
lbt\.c:9lor groups. as an cx'Perimcnt. Try reducing 
11 e colors with n little grey or black, saving 

:or two areas to go in pure. You can try one of 
s ong intensity ( See Part Two), or one more 
Ii 'taodairy, according to the subject. Too much 

and detail here is lost motion. You are sim-
th.inking of color and general values, and it is 
eeessary to go into a lot of extra work in the 

· of form and drawing. 
~ 
' up your sketches and step back several feet. 

D 'de which one seems to fit your problem best. 
If ,. are undecided between two, tal<e the one 

ch carries best at a distance. \.Vlien the effect 
llf ,small rough is good fr.om a distance, you can 

'te certain you have the most important ele
m t worked out. The larger one should carry 

t
lso if you will hold to your masses and sim
tement as much as possible. 

. your final subject, when reproduced, is to be 

t a white page, or surrounded by white mar
this should also be included in your rough. 
a rough for a story illustration, patches of 

I it-grey should be placed in approxirnate locn
'closimulate the cf!ect of blocks of text or script 

lliilie story. 'v\lith a rough for a magazine ad, the cf al spotting of headings, text, nameplate, and 
·· ~ elements should be suggested. Thus you 

.. for a whole effect in miniature and simpli
;statement. This may alleviate niuch disap-

po ent when the finished thing appears. 
~ subjects, or those running to the edge of 

di page with no margins, should be approxi-
:,d against dark tones, since the space beyond 
idgcof the magazine page most often appears 
' Roughs for lithograph displays also are sub-

ject to this kind of approach, since they are more 
often displayed against middle tone or dark than 
light. The outdoor billboard always has a white 
margin or ~blanking space." 

Stating this general effect should not mean 
more than a few minutes of work per rough. Even 
if you spend a few hours iii planning color, it pays 
good dividends. If every artist will sell himself to 
the point of real enth11Siasm toward h_is subject 
by such planning. it will certainly leave its imprint 
in his work. Starting anything in the r\ature of 
final work with doubt or misgivings, with curi
osity as to how another approach might have 
worked out, or even with the thought that if 
you don't like an effect it can be subsequently 
changed. all tends to proch,ce worked-over and 
uninspired results. Too many of these are very 
bnd for you, and you are really working against 
yourself as ,veil as your clie11t. 

I give yoll a page of prelimin8l)' colo .. roughs , 
carried a step further than the original roughs, on 
the page which follows. This would be n second 
operation, or a further development of a very first 
ctmception. lvty thought was to work out some 
li ttle figures ,mdcrsea, and I could have enjoyed 
doing any one of them for the final. You will note 
that I did not confine n1yself literally to the sketch. 

· 111 fact, I wonder if the little sketch is not almost 
better than the final? You will flnd the charcoal 
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study of the figure in Part Two. 
There is nothing so di.scouraging as to have a 

subject returned to you to be "pepped up" in 
color. after you have put every bit of brighh1ess 
you know how into it. !vlost of the time dull color 
comes from not haviJ1g planned it. This is the real 
advanmge of roughs. You know whot is going to 
work out and what is not. You can change your 
roughs to youx heart's content, but be decided 
when you approach your 6nal. No one can ever 
be sure of an effect of color until he has set it down 
and looked at it. Instructions sometimes have a 
way of sounding wonderful, but looking awful 
when first tried out. II the plan is not going 
to work out, 6nd out early and do something 
about it. 
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EXPERIMENT AL COLOR ROUGHS WORKED OUT 



SUBJECT WORKED OUT IN COLOR FROM BLACK-AND-WHITE COPY 



WHAT IS COLOR CHARM, AND HOW CAN WE KNOW IT? 

Charm in color springs fro1n several soW'ces. 
Even ahead of personal taste I should put the 

,vorking knowledge of color. First and foremost 
con1es color relationship, which I believe has been 
fairly well ,vorkcd out here. Now personal taste 
comes along. Taste in color seems to develop 
from extreme rawness to the more subtle gradua
tion of color. Vl/e start out as children Jo,ing 
bright red, yelJow, and blue, the primaries, as it 
is logical to do, because these colors get attention 
among the greys of everything else. Then we be
gin to love the pure tints. or the primaries diluted 
with white. So a little girl begins to love pale 
pinks, yellows, blues, for her dresses and hair 

ribbons, while the boy continues with his full
strength colors. lie likes bright red in hi~ sweat
ers; and blues, green, and blacks. But he also likes 
the little blond girl in her pastel shades. The sec
ond step in the developn1ent of color taste begins 
to include "association," or the fitting color for its 

purpose. The boy will wear a reel sweater but not 
a red suit; he now wants tweeds, tans or browns 
or dark blue. The girl begins to like plaids, stripes, 
and figured material, or something having more 
than one color. 

Certain color characteristics stay on through 
life in line with individual characteristics. A gay 
person will lik,e gay colors, a sedate ancl somber 
individual ,vill express himself in greyed or neu
tral color selection. But assu1ning that we are 
neither all gay, nor completely sedate, most of 
us find a logical place for each. 

So color cha.rm lies in the appropriate, in rela
tion to its purpose and its environment. I believe 
that much of what seems inherent bad taste in 
color is really lack of workable knowledge of the 

application and association of color. 
Color that is bad is usually only "out of place." 

In sirnple terms, that means it is dissociated 
fron1 and unrelated to its surroundings. The same 
color can be made beautiful through relationship 
either by changing the sW'rOundings or by mak
ing a slight adjustment in the color itself. A 

color must either be a comple1nen t ( or close to it) 
to its background or contain the ;ngredients that 

are somewhat present in its s1111·oundings. Any
thing becomes obnoxious ,vhen too completely 
dissociated fro1n it~ environment. That is simply 
the very foundation 0£ good taste. 

Suppose a person says. "I like bright red." That 
by no means indicates bad taste. But suppose he 
says, "I like pure red with pure yello,v with pure 
blue." That would indicate a completely 1,mde1•el· 
oped color sense. Any one of the three can be 
beautiful in a rose garden, balanced by the color 
of its environment. Standing alone, they are raw 
and completely dissociated. If the brightness of 
a color is plea~ing to us it indicates it is being seen 
in appropriateness an<l within a proper color set· 
ting. If it seems unpleasant, the trouhle lies i.n the 
setting, not the color. There is nothing wrong with 
bright color, we all love it. But we do not paint 
our houses ,vith the same color we like in flowers, 
nor would we pick a suit of the same material we 
like in a necktie. vVc like a red motor car, but ,ve·· 
abhor the same red as blood. We love a red car· 
nation, and hate red flannel underwear. 
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Learn to trust your instinctive feelings about 

color. When you do not like a <..'Olor, do something 
with it until you do. Grey it, tone it, change it 
make a tint of it, change the value. If it is pure 
and docs not seem bright enough, you can't make 
it any brighter. So grey the colors around it until 
it takes on relative brighh1css. . 

Charm is not always brilliancy. Charm may lie 
in quiet unobtn1sivencss. It n1ay lie in variation, 
in subtle repetition, and in reserve. Charm in color 
is Wee cha.rm in a person. A loud blatant person 
is hardly charming, yet a charming person may 
have force and conviction in the right place. I 
have noticed that persons possessed of seemingfy 
bad taste in other directions invariably have bad 
taste in color. One who dispels all dignity and , 
convention, who interrupts in conversation, who 
leads a generally disorganized life, would paint 
in that kind of color. 
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SHOULD WE ELIMINATE BLACK FROM OUR PALEJ"l"E? 
~lieve tl1at the use of black on the palette . " 

P!lf on the craftsman's ability. There cannot 
a . · le set up either for or against. When your 

e is reproduced, you may be sure that 
o plays an important part in the 6nal result. 

~ed intelligently as a toning agent can be 
ooderful. But the misuse of it can certainly 

tie a dull, lifeless effect. 
t-let us understand that black theoretically 
p)lts darln1ess and loss of brilliancy. It there

C' ~ongs more to shadow than to 1ght. But 
. ~re can be greyness jn light, and used 

ts purpose is the silencing of overinsistent 
· ·11tttng it in reserve and relegating it to 
m1portance. Many 6ne painters have used 

c · this way with great ~uc~~. ·There are 
s . vho say black .does not exist in life and 

,: That is true when speaking of black as a 
~'Lit lack of color, greyness, and darlo1ess 

~ ist io Nature. To say b1~ck does not exist 
to~ y that shadow and dark11ess does not exist. 
allfj Jor were truly that whic·h comes out of our 

'jt would be one thing. But a rube color is 
ldmn 1ight in color, value, or tone. Painting is 

· nffi'ch subordination as well as brilliancy. 
e-·greatcst danger of-black in the hands of 
o,vioe is that he makes the value witJ1 black 
tl.ds a little color. This produces an effect 

c llke traosparent color washed over a black
'hite photograph. The result is that all his 

d vs are black, and the same black for every-
e!fhe good use of black never lets the black 
ower the color it is toning, or allows the color 
11. its identity. There must be some color in 

es adow, eveu though it gets very low in tone. 
' g warm colors deep in shadow is d.ifficu It 

· ack, since tl1e mixture of black may pro
certain coldness. In tliat case, a burnt sien

s ijuld be added to the black. However, you 
ote in OtU' color wheel that the lowest dark 

msjto fall into place without obvious change 
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It is not my intention here to take issue with the 
pure color tl1eorists. I be1eve that in art we should 
be free to follow tllie dictates of ow· vision and 
feeling, and if black does the job better in our 
estimation there is no reason for not using it. If 
the use of it, after reason.able experiment, seems 
to work against one, by all means dispose of it, and 
substitute anything else that will work out. 

Black considered as darkness, and not color, is 
really the opposite of considering our white as 
light. The color theorists cannot dispense with 
white and reach the needed values. If they can 
produce the blacks with color, Gne; but neverthe
less they are still using black, whether they mix it 
themselves by neutralizing sb·ong colors witl1 one 
another, or use it ready mixed. The one advantage 
of producing the extreme darks with color is that 
if we cau reach tlie low value it need not be black. 
Color if dark enough will appear black anyway. 
I do th.is whenever JPOSSible, bt,t I still may use 
the rube black as a toning agent to lower tJ1e 
value of a color, for you may thus baog onto the 
identity of a color longer than you can by mixing 
it with other color. 

The important thing is oot how you do jt, but 
whether you can do it. If you can reduce a color 
without making it aoother color, throwing a 
known·color into shadow and making it look 1ke 
that san1e color in shadow, then any way 'Ullder 
the suu you can do it is right. 

One thing you cannot do is use the pure strong 
color as shadow, simply diluting the color with 
white for the are,i in light. Tltis will always keep . 
your color false and. cheap-looking. Toning color 
down through eight values is certainly an i1npor
tant part of yow· equipnient and has much to do 
,vitb your success as a colorist. 

Nature's color is most beautiful if we can but 
see and understand it. You go to her source to 
express the truth as you see it. So you are a part 
of color also. Now let us take up other impo1·tant 
qualities of good pictures. 
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PART FO UR 

THERE ARE FIVE ESSENTIALS 

1. Visualization 

2. Dramatization 

3. Characterization 

4. Arrangen1ent 
5. Embellishment 



WHAT IS ILLUSTRATION? 

Tm::ru:: is no better way to approach any task than 
to have a clear understanding of what is expected 
of you. Just what is the need and purpose of an 
illustrator? Let us understand that the primary 
function of illustration is to make a graphic inter
pretation of an idea. The idea to be interpreted 
must be thoroughly visualized. A completely 
abstract idea can thus be given the semblance of 
reality. Therefore a picture without an idea or 
defined purpose can hardly be thought of as an 
illusti·ation. 

The beginning, then, of every illustration is 
rea.lly a mental procedure on the part of son1e
body-an author, a copywriter, or the artist him
self. Some sort of a mental image is present and 
transmitted to the artist, or else one is conjured 
up in his o,vn ilnagination. With his knowledge 
of form, light, color, and perspective, he is the 
only one in the group who is able to make that 
graphic interpretation, though it n1ay be quite 
clear in the minds of the others. Therefore, the 
illustrator's true function is to be able to grasp 
that inlage, or create one, and bring it to life, car
rying through the intent and purpose of the idea. 
The illustrator subordinates himself to such pur
pose, yet lends his creative skill to carrying for
ward that purpose. It is inlportant that every 
young person c11tering the Geld of illustration 
have the understanding that his job is truly one 
of co-operation. h1ost successful illustrators make 
every possible effort to co-operate, and to make 
those with whom they are dealing feel that co
operation. This is of great ~portance to your suc
cess as an illustrator. 

THE TIIR££ CROUPS OF lLLUST.RATION 

Illustration may be divided into three broad 
groups, You may be called upon to do your part in 
any one of the groups, and you must be ready. 

The first kind of illustration is that which tells 
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the complete story without a title, tert, or : 
written message to help. This type you /ind n 
covers, posters using only a bade name, book j~ -
ets, displays, or calendars. The client, theiR is 
depending entirely upon you to put over an ittea 
or arouse a desired response. Your work wilil 
the whole job. .. 

The second kind is that whicl1 illustrates al' , .. 
or which visualizes and carries fonvard a ca; 
line, a slogau, or some written message us( ·n 
conjunction with the picture. Its function ls o 
lend force to the message. In this group are · 
often subjects wlticl1 carry brief copy for limit 
reading time, such as posters, car cards, disB y 
and magazine advertising. The story and picf'. 
function together as a complete unit. . 

The third kind is that in which the story\ d 
by the picture is incomplete, its obvious inte · 1 

being to arouse curiosity, in short, to inti·igu.~ 
reader to find the answer in the text. The t 11d 
type of illustration 1night be called "come o: or 
"guess what» pictures. Many advertisemen: ate 

built on this plan, to insure the reading O e 
copy. If the Jtory were completely told it • ht 
fail in its purpose, and the script or text ic'O 

easily be passed up. Unfortunately, this :JP, 
pens too often, and \vhen it does, the faul.: ·es 
in the conceptiou o( the picture. It may take ·, 
quarters of a story to get the heroine into lte 

. l 
hero's arms, but if the reader is informed ii u 
happy result immediately through the illqsj a· 
tion, the whole attempt of the ai,thor to maiii in 

>. 
suspense is spoiled. Your picture may be bell · 
fully ·done, but utterly worthless if it giv ·.. he 
story away. An artist must keep this in min~ nd 
recognize the need of co-operation. A pi!l re 
which "tattles" is just as undesirable as a f , on 
who does. 

In all art, all tl1ings work together, and ( t~ 

essentials of tellin.g the story pictorially all!$] nd 
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THE ESSENTIALS OF TELLING THE STORY 
are dependent upon one another. It is hard to 

r:ite them completely.so we slrnll cover them 
· ghly at first and go into more detai l later. 

VISUALl%,\ T JOl'\ 

Visualization is building up a concrete image 
· man al>strnct one. First we must endeavor to 
et all the facts, and then em hellish those facts 
·th our own imagination. After establ ishing our 
bject as belonging to one of the three groups. let 

Gnd out the point and purpose of wh:it we arc 
ut to do. Let us d iscern what the 1nood and 

)or of the suhjcct is to be. I s it hap py? Is it 
'on, violence-husy, vital? Or is it to he sooth· 

g, restful, relaxing, consoling, or somber i11 its 
·:proach? Our suhscquent decisions as to inter
etation will depend much on what we th us 
tennine the ''big idea" to he. Bead or get the 
:ole story befor(: you attempt anything. Find 
· what the characters arc like, the setti ng, gen

. accessories, and the costumes. 111 fact, you 
a ebut setting the stage for the s~ene, and looking 

:·the chara<:ters to play the parts. Can the story 
b ·. tokl best by the environment and the charac
t in it, or i, it something that should depend on 

es and facial expression, ncce.~sitating 
ose ups'' of the characters with probably only 
·1 of background? In modern illustration the 

cters come first and the setting next. You <:an 
getting busy with some tiny li ttle roughs, 

." g things out as they suggest themselves. You 
1 e not hiring models yet, you want to find out 

·· t to do with them when you do get them. 

))1\}\!vfi\ .Tf2ATl.0~ 

ere is usually a dramatic way to tell a story 
u will think it out. The first thing we think 

'. Ukely to he just about what everybody else 
'uld think of. To tell it differently, don't accept 
obvious thing immediately. lf the story itself 

. t interesting, perhaps it can be made so by 
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poses or gestures, express ions and suggestion. You 
might get up in front of a mirror and ac:t the thing 
out, just as the characters might do. Seldom will 
a passive in terpretation of character ,vith no 
emotion on y,>ur part secure more than a passive 
response. Every character should be as interest
ing as possible, and his action planned. tvfake 
some little skeleton poses for gesture and try to 
reason out the action of one character with an
other, and the position on the floor or a setting as 
it would be in a good play or movie. The artist 
must he an actor at hea rt if he would make his 
characters ,let in his pictures. 

The eye level chosen will determine much of 
the dramatic clrcct. Shall we look up at them, 
down on them, or straight at them? You can jug· 
gle these characters about for space in your pic
ture aren,making them fit a good design. Remem
ber that each character should have an individual 

and different pose of some kind. Don't give two 

eharacters appi·oximately the same arnou nt of 

area in your composit ion if you can help it. Don't 
put your characters into the composition in un
comfortably crowded placen,ent, or at the sides 
with a hole in the midd le of the picture. The cen
ter area of your picture is the place of honor, pic
toria lly, and should be given to the most impor
tant character when possible. 

Drama is something you feel, and I cannot tell 
you how to pose a model. Nor would you want 
me to. Dramatization is most creative on you r 
part and is a chance to express your original ity. 
Let us realize th::it truly toohserve and appreciate 
the drama of li fe ,·,s it is enacted we must con
sciously set ourselves apart as observers. \Ve can 
be so mud, a pm't of it as to miss it entirely. The 

farmer sees no drama in his routine, but the play
wright does. Nellie the shop girl does not know 
she is a character full of subtle drama, but the 
a\ithor does. Drama is everywhere, and it lies in 
natura lness and truth more than in fancy . 



STAGING YOUR SUBJECT 
You are in the position of the motion picture haps she registers interest in the main charact : 

director. Suppose you lny out a little ground plan A ,n~n holds a cigarette lighter for the lady. lllj, 
of the setti.ng where the action is taking place. gers the cocktail glass-anything but stiff-neck~ 

Suppose it is b a room. Place the furniture, the poses._The author or copywrit~r seklom gi_vesyf 
doorways, windows, and so forth. If you have se- anything to go by for dramatization, mamly tJt 
lected an interior to follow, draw the ground plan conversation, and ah.int of the setting. But this)!$ 
of that. Then, to get the "feel" of the action, real fun for you, if you will get interested eoou~ 
place your figures in likely spots. in it. And it all makes "pull" and interest in yol 

You can turn the ground plan about for a view- pictures. l 
point. Perhaps you wan.t a bit of the fireplace, or CHARAC'r£JUZATJ.ON 

you want to see a face from a certain angle. On Casting the play is an important part of i 
the next page I have faitl out such a plan. Then director's job, and it must be of yours, too. Yj 
you can drop or project the floor plan into a little try to visualize the characters as vividly as Pj;-
perspective elevation of furniture, interior, and hie. Sometimes you will chauge the characte1 f 
figures. It is hardly necessary to go into compli- your model to suit the character in your story.1,. 
cated perspective for such little roughs. By squar- to hunt up suitable models. It is too easy to uf 
ing off the Boor you can locate the units or mate- tlle same model two or three times in the safe· 
rial. subject by just changing from blonde to brun~f 

As the movie director would do, you must de- or us_;.ng a different costwne. This is the lazy ,YJi, 
cide on what he would call the "camera angle." and ,t ,s cos tly 1n the Jong run. Jf you contmu·ef o 
You can try the angles all arolU1d and see what show good characterization it will lend variety, o, 
you get. Shift things around at will until an yourwork. Intheeoditwillkeepyougoingwll n 
arraogernent you like comes to light. It is a good your competitor is all through. I never belfov 
plan when you go to the next movie to watch the trying to make a matron out of ai1 eighteen-y ·· 
pattern compositions constantly changing before old girl by pai.otiog streaks of grey in her 4-· · 
you, and the placement of figures, the action and Characterization for the most part is getting ';<>j'' 
gestures. Motion pictures are in a very high sense able facts. \.Vhat does an old lady's bony h5l! ' 
the same sort of dramatization you are going really look like? How does she do her hair? V.i 
after. If you are just sitting there following the are the planes in the jowls of an old hard-fisted 
story and constantly looking at the faces you may gambler? You cannot fake these things,_ and t{ey 
miss the whole good it can do you as an illustrator. tell so much when they are right. There can""'t.i 
You may be sui:e the director would not let his character in an old shoe, things spread out '. a 
characters stand stiffly about as if waiting for a table-in fact, all the accessories may tell as o 
c~e to recite their lines. The ease and natural- of the Life that is going on in your subject. If'. e 
oess that the actors display in their roles is half character is tired and worn, the clothes cans · 
the battle in making good motion pictures. \.Vatch gest it. Don't be afraid o( creases and wrinkl n 
what th: other characters are doing as the main anytliing but a fashion plate. Make them fall ·· I' 

character goes along in his part. Characters can urally into place, stressing the form more than: e 
be grouped into units of pattern for your com- garment. \.Vatch for '1ost and founcl" edges. · , 
_position. Some sort of emphasis may be placed on to interlace the figure with its background w ' 

certain characters by contrast of value. by lines ever possible so that the contour is not ~'Omple,t ly 
leading through other characters, by color, or by deGnecl all around. ( See The Treatmen· !ii 
the attention of faces turned toward them. Let Edges.) This relieves "stiffness" of Jigures in '. ur 
them do natural things. A girl 1night be taking off composition. Do not make all figures eq ' y 
her gloves or daubing on some lipstick, or per- important. · · 
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ner gioves or Clautnng on some Hpstick, or per- unportant. 
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"THUMBNAIL" SETTINGS 

"THIJ 15 A SIMPLE AND PR:ACTICAL W6YTO Vl.r() A LIZE. A f015JECT. ITCt.NGETYOU 

!TARTED WITH A /ENfE OF REALITY. YOU QN I..AY OUT 6 J'ETTING W IT H J..O<!IC6l-. 

PI.ACeMENTf AND FIGOR:E ACTION, ANO VIEW IT FROM ANY ANGLE.. 

181 



181 



HOW TO GET SUGGESTIONS FROM CLIPPINGS 

Above is a typical photographic interior as it 
might be cHpped from any one of a number of 
magazines on the market. You will need a pad of 
transparent tissue paper. The object here is to 
help you visualize a situation on the tracing paper. 
You can move the tracing paper about and, allow
ing for perspective, thus move the furniture about 
if you wish. I do not suggest, of course, that you 
make a complete copy of any copyrighted mate
rial, but since the magazine· is published to give 
one informa:ion and ideas as to interio,· decora
tion, there should be no objection to using it as t 
source of information and suggestion. The point 
is that the clipping should not be a "swipe." Draw-

• 
ing interiors with figures is an excellent form 
practice in dramatization and in the setting 
figures into an environment with respect to 
spective and lighting. Establish a lighting on y 
rough suggestions of the figures by studying 
lighting of the photo. You can in turn pltt su 
lighting on yo\1r model, and set the camera 
eye level to be consistent with the eye le 
apparent there. 

If you have difficulty in placing figures 
imagination, it is suggested that you study 
earlier book Figure Drawing for All It's ~Vo 
in which I have tried to give just this type 
information. 
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is that the clipping should not be a " swipe." Draw• information. 
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FIGURES SUGGESTED ON TRACING PAPER 
.... ,.,.._ .. 
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PLANNING DRAMATIC ACTION AND POSES 
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ESTABLISH THE ACTION BEFORE HIRING A MODEL 
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THE ESSENTIAL ARRANGEMENT 
The manner in which a picture is conceived will 

vary ,vith every artist. Io advertising commissions 
the subject often comes to you in layout £01m, 
already visualized by an artist in connection ,vith 
the agency. These 1nen for the most part are 
exceptionally skilled in the general prcsentatioh . 
of an idea. As a general rule, however, they are 
interested more in placement and mass, and the 
detail or final interpretation of the idea is left to 
you. The purpose of the layout or sketch has been 
to visualize the idea generally for their o,vn client 
to obtain a "go ahead» from him before going into 
e,...-pensive art costs. Also the layout covers the 
entire ad, indicating main copy and placement of 
all units to appear. Considerable latitude may be 
allowed as to poses, clothing, accessories, types, 
and dramatization. So the work I am laying out 
here applies from the 6rst rough idea, whether 
your own or whether turned over to you to be 
carried fonvard. 

Arrange1nent as discussed here can take place 
only after the idea becomes definite, supported 
by such facts as will lend themselves pictorially. 
You will begin to see ho,v all the essentials are 
int.erdependent wi th one another and are all 
directed toward a single purpose. It is important 
to have the poses fairly well conceived in rough 
form. The setting, if any, should also be decided 
upon. At this early stage we begin to think about 
patteni.and tonal arrangement. Some artists start 
with the figures and action, and develop a setting 
,vith the1n; while some even start with abstract 
patten1s, adjusting the figure to the pattern. It 
matters little how you arrive at good design. You 
may go at it dilferently each time; the impor tant 
thing is the conception of your picture. The ar
rangement and design should be considered care
fully. There is no law governing arrangement; you 
must sin1ply do what you think looks best after 
trying several arrangements and selecting the one 
you feel is most suitable. Personally, I like to start 
with a design 6rst and adhere to it as 1nuch as 
possible. 

The one advantage in making an abs!( 
pattern arrangement Jlrst is that it may sugg 
so 1nuch of the rest of tl1e picture. You get i · 
from these abstractions as you try them out.; 
exainple, you have a dark pattern here. It ·. 
suggest that you use a figure in a dark 
the pattern is of a certain shape, it may su 
some accessory, or so1ne unit to go in the su~. 
The pattern may even suggest the lighting, a ' 1 

arrangement of 6gures, or shadow, a wiodo, a 
hill, or what not, so long as it is an intere, 
design. Any subject not I.united in the beg· 
to certain material or copy should ahva · 
worked out in miniature roughs for tonal 
men!. May I say that the reason for the It .·. of 
this essential arrangement in ow· everyday ,, is 
because it is not sufficiently considered b}.'. e 
artist. He has a thing and copies it and puts s' e
thing around it and calls it a job. Admittin 
subjects are not given latitude in this respect~ d 

can do at least the best you can, if only in\ ~ 
placement of your material. 

The most important element in your work/ a 
the thing that moves you ahead fastest, is the,' 
ception of your subjects, and it is tl,erefore ·. th 
wh ile to give it the time it deserves. You s 
exercise your inventive faculty if you would,) 
truly excel. The more jobs you leave it out of, Ke 
longer tl1e journey. 

Thumb through a magazine. Put a check d(i! 
illustrations that seem to appeal to you I 

including photos or anything else. Now go • 
and with a piece of tracing paper rough · . 
,nass arrangement eviden_t in the ones you ' · 
You are really subconsciously partial tog ., 
sign and arrangement, and so is everybody.' 
Design is the one way to get away from the o. 
nary. We all think we can't design; but some~ 
we do. Often design comes by seizing upon\ 
accidental. ',Ve seem to get ~hunches," and ·: 

·• 
are days when we design better. All we can do· 
to adapt the units which we have to work wi :·; 

pleasingly as possible. 
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ARRANGEMENTS BASED ON ONE OF THE PREVIOUS ROUGHS 

THI;. PREVI OllS ROVC H. 

, 

.. ' 

_·'116. ~ 1J/I;( . " ING THE. FICLll<ES C.Lo.re OP. IMPl?,01/EO. 

RE If NO OOUl'\T THAT THE: C.ONCEPTIOl'l 

AJUGJ IECT l.f O F ORE.ATER IMPORTANCE 

ANYTHING' EL5E. IT PAYS TO JPE.NO CON• 

ERlll'LE TIM£. OVER ROUOHS UNTIi_ YOU 

THAT YOU HAVE AGOOO· ARf<ANGEMENT 

s AN E.FFeCTI VE r.>RAMAT r:Z:ATIQN OF THE 

JECT, IF YOU C6N SflQW THE FACE IT tS 

TER TO OOJO, TRY TO WEl:lVE THE LIGHT, 
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01:,ST eECAUJ'I: OF oe.r1c N. fTOf>.V CONCENlRAl€P. 

CREYANO DARK ARE6S 70GE1Hf.R fOTHAT 

THE PICTURE If GA LONCED ANO .fPOTTl:O 

I Nil:'.!( E/T INCL Y . TH~fE A.OllGHJ' ARE FROM 

THE lAVOUT PAD IINO SHOW HOW ONE CANE)(

PERI ME.NT WITH POfEJ. IT WOULD NOW 13E 

MUCH EA.fl ER TO PROCEED WITM THE MODELS 

!-IAVIN(j ACLEL>R APPROACH IN MIND. T HE. 

FIRST Rove H If fE.LDOl'l JUJ'T R.lG' ~ •• 



EMBELLISHMENT 
Embellishment as applied here is the carrying 

fonvard to completio_n of the preliminary n,aterial 
you have worked out. You now seek to give your 
co1Jception actuality. For your figures, you will 
go to life for character, good drawing, and the 
things which lend reality. For the tonal qualities 
of form, go to real form . For the effects of light 
and shadow you should look first at existing light 
and shadow. Set up your image in real µfe as far 
as possible. The ,nental image you have been 
playing with must be made consistent with h·uth 
if the thing you do is to have that "quality of 
existence" ,vithout which your work is bound to 
suffer. It is no easier to fake the truth in art than 
anywhere else. 

Every subject is, of course, an individual prob
le1n, and should be approached for its own possi
biliti.es. Some subjects seem to call for a specific 
mediwn, or even a specific technique. Some 
should be treated delicately and others with great 
vitality. 1-Ierei.u lies the charm of embellishment. 
That artist is so much greater ,vho can change 
pace, give a mood to his work, treat one thing 
tenderly and another with power and impact. 
That is my main reason for devoting so much of 
this book to a variety of approach. You can keep 
your work out of a rut, and ever new and inviting. 
Coupled with the variety of medimns and tech
nique at your disposal, you have different keys 
of values, different kiods of light, such as soft, dif
fused, or brilliant and sharp. You have the strong 
intensities of light to shadow, with little reHected 
]jght, or the airy lwninosity of the higher relation
ships, with much ]jghting of the shadows. You 
have pure and intense color schemes, tonal color 
schen,es, and soft related schemes. You have the 
possibilities of line treatment, tone treatinent, or 
a combinatioo of the two. There is really so much 
to work with in the way of approach if we will 
but think. If you find yourself working in one 
1nedium only, doing the same things with it every 

day, you badly need to explore the wealtli , 
things at your disposal. There is enough to spf 
a lifetime of experiment. Do not believe i 
approach is something narrowly limited. It is.o 

limited hy keeping it so. 
When you are fairly well decided upon '), 

you would like to do with a subject, and you ~a 
spent some good thought over your roug_hs, J 
?et out your came~a and ,vork inteBigently'f 
,t. You can make 1t ,vork for you 111 express 
your thoughts, rather than the other way ro 
of you1· simply accepting what it tells you . . 

If you can get your 1nodels interested by sUo 
ing them the preli1ninary roughs and explai · .. 
the story, they wiU do better ,vork. Let tb.ein 
out the idea before you click the shutter. Yo! 
get enthusiastic sopport from them by 11 · 
then, know how iniportant they are to the st? 
of this effort. 

I personally prefer the miniatlu·e type of, 
era, using the regular 35 min. film. I like th~ 
chromatic or color-corrected types of 61m. J 
lieve it is best for the artL~t to learn to take bif 
pictures rather than to depend 0 1) the commr 
variety, because the right lighting is so ~n 
tant. I do not like to argue witli a 1nan who !Jio 
his business in his ow,1 6elcl hut cam,ot u· a· 
stand that the artist's approach ,nay be somei · 
else. I prefer very silnple lighting to preserJ 
form, and it's hard for tl1ose fellows not to .1 

to insert half a dozen lights. It's even harder. 
explain that such copy is not worth a dainn to 
artist who is fonn-c.-onscious, and that those _ljgl 
break up the very beauty that a good draw4Tg 
painting depends upon. • 

Make every effort that is hun,anly possi~e 
get all tl1e form you are going to paint, regisf r 
in the picture you take. Form is registered:. 
wbeo one light shines upon the same area ojs. 
face. Two lights on the same area are bou d 
destroy the solidity of the planes. 
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USING TI-IE CAMERA TO OBTAIN WORKING MATERIAL 
~nyone working with a camera experiences 

• ~ttain disappointment at times when a subject 
ttJ$1 looked so heautiftil 1,vhilc you \\'Cl'C taking it 

,apiwars quite different ; n the black-an<l-white 

hoto. Much of the loss is color and vahw as the 

·exe.sccs it. !vi uch, too, ,s lost because the camc,ra 
'. . not see in the same proportions and perspec:

feas <lo the two human eyts. The thrcc-dimcn

~onal effect i.s gone except in the case of a sterc
•°l\.ticon e,1111era. Obj«(:ts diminish in s ize hy 
· · on of distanct, much rnore acutdv in the !ens , , 
than to the eye. This will give:, feeling of distor-

1&o, especially if the subject has been taken at 
·~se range. The values you get are the result of 
,the actinic <pralities of the light and film and may 

. :m quite different from the way you saw them. 
~ ings that appeared so colt,rful and brilliant 

\bl!ve a way of going quite deacl. Then there is the 
~i~rpowering array or sh:1n-p detail, which has not 

esoftness as seen by the eye. 

for the fore.going reasons it is mud, better, 
·when making bla(·k-and-white copy, to choose 

lfi1ngs for a vark,ty of value rath,ir tl111n color. 

t ·at is why your small pattern arrangements 

'\t,ould be wcU worked out bcrorehand. Get the 
lfud of values in back of and around vour model , 
·· laid out in vour tone 1ilan. lfave on hand a vcrv 

• • • 
light drape, one of light tone. a middle tone, a 

dirk tone.and a black. Pin np sueh drapes h,~hind 
~ ur model so that the right values con,e to th« 

·· ht edges on the rnodel according to yo11r com
: ition. If lhe head is to be against chrk, put it 

:gainst (l.irk in your copy. The values in a head 

,ppcar different a<x:ording to the value tlwy art, 
; ·n against. The .5ame values 1nay appear dark 

•Jgainst light, or light against dark. 

'i.1 you intend to show son1cthing against a light 

ce, or as looking into the light, about the only 

..ay you ca,1 get good copy without fogging your 

' gative is to throw a strong ligl11 on a white back

. · und and then pose the figure against it, being 

. eful to keep that light off the figure. A "flll i11" 

~ht of lower intensity can then be thrown on th,l 
gure. keeping it low enough to hold the mass of 
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the darker values or the figute against the light . 

Strong lights placed too close to the model "burn" 

your negative to dead white in tht, print. l\.fovc 

thcrn back, since you cannot sccur,; such bril

liant')' anyhow, bet·ause nothing can be lighter 

than tlw white of your printing p,iper. 
Unless you want very intense contnist of light 

and sh.idow, as for instance so111c copy for n bbck

and-white line drawing, it is usually ne~essary in 

indoor photography to lighten your shadows with 
a "IHI in" light, daylight, or sonl<·: manner of re

Rectccl liglrt. The fluorescc:nt lights arc good for 
' . 

this. since th<:y do not mak(, sharp cast sh,,dow 

within the shadow, which dc>cs not happen in n:1-

turc. If yonr subject is supposed to b,; outdoors, 

hy all means go outdoors to take it. Nature sets 
up perfect values and relationships. 

Clippings seldom work out from a lighting and 
valne relationship wlren you are trying to ~sso

cia te the nmtcrial from one clipping intCJ another. 

Lighti,1g niust be consistent throughout a good 
pkturt', and the drancc-s are slir11 that two dips 

will have anything like the same lighting. This is 

the main reason for SC'<:11rln~ your own "props" 
whenever possible. Starting with ,l clip which has 

a dist ind lighting, you can always adjust lhc light

ing in yo111· photos to corrcspon(l when you pre
pan, further matf,rial that 1nust nppcar along with 
the mate rial in the d ip. 

Cet th<l right costume if possible. 1'1atcri:,I is 
very hard to fakt\ 1especially folds, as you proh

;,bly already kuow. If it is not possihl(\ get a cos
tume r,s near lo what you need a., you can, a t least 

so thnt you won't have to fake the mate ria l, form, 

o r drape. The pattern of the costume can be 
chan"c<l rnorc c:isilv than the forrns. " . 

ft is wonderful practice t-0 take some interiors, 

draw tlwm in pencil, and t·heu introduce figures 

of your own i11to th~~ s11bj(,ct. Stndy the interior 

for its lightir,g11nd then try t·o suggest,, consistent 

li!rhtin« on the fia
0

11res. In this wav vou !(<:t tl,e 
._. (") ,, ,I '-

"f cd'' of ,vhat happens to (igur.::s set into a cl,~fi

nitc environment under prcscrih,id cond itions of 

lighting and space. 
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THE ILLUSTRATOR'S SCALING SCREEN 
Here is a simple prop for the illustrator who 

draws fron1 photos. It is easy to build and of 
tren1cndous help in drawing in good proportion. 
Build the screen in three wings or four, at a height 
above the average camera shot. It can be made of 
beaver board or any light wallboard that can be 
painted white. Use thin black lines to 1nark olI the 
square feet as shown in the illustration. Such a 
screen will also provide a good surface over which 
drapes can be thro\vn or onto which they can be 
thumbtacked. Then the drapes may be taken 
down and an automatically scaled photograph 
taken of the subject. This gives you at once com
plete infonnation for setting a figure into a com
position. As we know, every figure should be re
lated to an eye level . You can always determine 
the eye level in your photo by turning one of the 
end wings toward the camera. The eye level will 
be on a line where the lines of the side wing con
verge to a point. ( See Drawing.) It is silnpler 
to find the line on the side screen that appears 
to be most nearly horizontal. 

If your rough or copy determines an eye level, 
then set your camera up to a similar height. ( See 
Perspective, Part I.) It must be clear that the ma
terial from two photographs having different eye 
levels cannot be set into the sanie picture with
out adjustment and appear correct. ;\1any art
ists continue to disregard the simple rule that the 
horizon must cut across all similar figures stand
ing on the same ground plane in the same place, 
or at the same distance up on the figure from the 
ground level. So if you know the horizon of your 
oopy would cut across the figure at the shoulders, 
then set the camera at the line at the level of her 
shoulders, and make sure it cuts all figures of youi· 
composition relatively. Should a figure be sitting 
at a certain distance beneath the horizon, then all 
sitting figures would bear the same relation to it. 

The squared-off screen now gives you the rela
tive size of your subject throughout, making it 
easy to determine the proportion of one part to 
another. The squares niay be still further sub
divided on the photo, and you can lay out a set 
of squares on your drawing by which you can 

dra\v the figure proportionately. Since these 
laid out in feet, you can also measure appro 
mately the dimensions of material in your cli 
pings to n1ake the figure the right proportion 
be within such an environment. 

For your information, the average cliair sea · 
eighteen inches off the floor, or one and one h.' 
of our blocks. Table height is about twenty-ei 
to thirty inches, or about two and a half squ 
high. A standing girl is about five and one 
blocks and a man six. This will be clear to). 
only if you understand perspective; as I haJ 
already warned you, without that knowledge . 
are only handicapping your future opportunii 

All drawing is proportion and measurem 
first, and a statement of spaces and contour. 
scaling screen will help you in that, though th~ 
is nothing so good as training your eyes to dis. 
tances and relative sizes. VVith some artists~ 
comes easily, others take oonsiderable time to j 
it, and some unfortunately never are able to·1r 
it. Hence all the artificial means of pantagrapl:, 
projectors, and other devices. But with thescalf 
screen, you still are doing the drawing and~ 
ing yourself at the san1e time. You can use it with, 
out undermining your natural ability or creati. 
ness, and therefore it has a place here. 

~lost artists are fairly good carpenters, bu a 
you cannot build such a screen yourself, it wo 
be wise to have one niade, which can be cl 
quite reasonably. The screen ·serves other u 
purposes about a studio, such as shutting off 1 

normal background when you are pain . 
directly from a 1nodel. The drawings on the 
page should clarify the use of this screen. 

The scaling screen amounts to about the s 
thing as squaring off a study for enlargement:;, 
all artist~ have been doing since art began. ~ i 
have substituted the photo, to a large extent, 
the prelin1inary studies of the Old Masters, "! 
perhaps might have used such short cuts also,! 
they been available. The main thing is not 
let the camera habituate us to the least posst; 
effort. We must exercise our drawing seosei 
eventually lose it. 



another. The squares niay be still further sub- let the camera habituate us to the least possiGl 
divided on the photo, and you can lay out a set effort. We must exercise our drawing seosei 
of squares on your drawing by which you can eventually lose it. 
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CAMERA DISTORTION 

01non,-10N f\C:J'Vt..TINQ l'ltON CA.Me:R,4 $£iNCTOOC1.0SE. 

,oc.c..L OEPTH MVCH TOO /HORT. K01C: ! IZEQFHANO • 

• 
C.6ME~ MOVEO W AY eACK AN~ JOBJECT ENLARGEO. 

HANt>.f WER.E KEPr INJAM£.PO.rn 10N, 6E"rT E!.R? 

Dtf'rOl>.TION A60VE lf06V10Vf. HOWEVER MOfTOF UJ, FOR THE fAl<Eo• DErA l t.AND.fHAR.PNcJJ, 

TOO CLOSE. 1NTHE ENI> 1T If 6ETTER. TO f.6.CR. l l' ICE. DE TAI L FOR CORRECTNEfJ'OF PROPORTION. 
If leVEN DlfTORTION IN FACe TO LEFT,WlilCH WOVJ.D NOT ee oev,ov.r w1n-iour OTHER P!iOTO. 

Ii ISSMJ" N6RROWE.R,CHIN fHAR: P&R , LE/f HAI R 1ANO MODELING OF f:ORM APPE.O.R.f 11F LAI TSR1~ 

w H y THE • CLOfE UP. CAM ERA DrfrORT .r . 
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" A.I f"AllT f A.Re M()Qe 01.fff),Nl' 

'rHEV C6NM0 'f 9VT D IMl l"C I JH • ., 
(,ea .,.,Cv M.1,;; (,i) , ""-• c,,.1;,,u,,.. • .,. • • ) 
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f>V CAl""lt!RQ., A"r Close RC.Nee Ct,ME~A CAHt.tO'T JEe PAfT 

~~~~~~~~~~~~=====j~~i~ i..1 t.11:;'A.',oR me Ful.L VVI() f H OF H E;AO{ltN1:fs? FROM A GR..e:A.'T E.R l>'STANCE. THE f:ULLWIDTH 
.::t' 15 Vl.l't 8LE . J"r'ODY 'lHIJ C.LOJe:l.Y, 

T H E: OIFFIC UL"f l E F OF D1STORi10N L I E 
tMAGe MERE"!'.-.&. ARC If FUTTCA.AND 

<:LOS6f\-n)At. L SlOIN'f/ 0!'1"He. l"IGVA.rt • 
t-11:.aru,'( ,._.OT JO MUCH INT:iE CAMER.6 A.S lN 
P•HlFec:.r, 

NOT t<.NOW1NG ITJ LIMl T t)."HON J . 

I AM JORRY TO UPfET THE THEORY iHAT ANY P HOTO I J TRVE. ANO eXACT BE.CAUfE 1ri Ls PHOTO . 

193 



I - --

I AM JORRY TO UP/"ET THE THEORY iHAT ANY P HOTO IJTRUE. ANO ex.o.cT BE.CAUJE. ITi L> PHOTO . 

193 



ORA WING TO A VOID PHOTOGRAPHIC DISTORTION 

Perhaps the examples of photographic distor- emotional qualities, must be present to make it 
lion I have given you may seem a bit exaggerated art. Otherwise we could be content just to go on 
and obvious. But I assure you that compared to click;ng shutters. Again l want lo impress upon 
the way we see things in life, there is much yet to the young artist that art is not necessarily a framed 
be done in camera lenses. Since the miniature picture hanging in a museum or a private colleo-
camera has such a proportionately large lens in tion. Art is all around us, for art i, the expression, 
relation to the pictorial film area, it cuts down dis- in one way or another, of individual concept. The 
tortion greatly. But the examples here were taken smallest and cheapest commercial drawing can 
v.~th the best of cameras and lenses of that type, be art if it has those qtialities. Art is not imitation 
proving distortion is still possible when working nor duplication, and that is why the mechanical· 
too close. There is distortion in the average photo camera c.~n never become a means of producing 
which is not obvious, but which, if followed too art. Art must flow through the camera, not into it; 
closely, gives that photographic look to your it starts behind it, not out in front. 
work. When the squares in yourscaling screen do I have pointed out these faults of the camen 
not register as squares in yow· photo, it proves here and elsewhere so that yo,.; may watch for 
that distortion exists and that this distortion is them and recognize them. I do not quarrel with 
affecting the subject as much as the lines on the its limitations, for there is no question that it is. 
scaling screen. a marvelous instrument. But I do insist that since 

Drawing d irectly from life will always be the these limitations exist, they should be made 
s9undest approach artistically, for it takes on a known to the student. Photographs cannot be· 
quality of proportion you never can get with the considered an easy way out of good draftsman·· 
sin~le Jens of a ca,nera. I do not know enough ship, nor in any sense a substitution for it. Th& 
about optic, to explain why things at a short dis- camera should be a part of your equipment. (The 
tance from the line d iminish faster or get smaller projector is another matter, and I hes itate lo eo· 
than they co in the same distance from the eye. dorse it in the same degree, although I cann · 
There are such things as telescopic lenses, wide- dispute its value when exact ancl minute duplica· 
angle lenses, and so forth, that are more nearly tion of copy becomes necessary. But when it is 
true in this respect, but when we have such per- merel)' a crutch, with so much potential loss ol 
feet instruments as our own eyes, wby should we individuality at stake, I would prefer to see~ 

not train them to do the work in every case where thrown out the window.) 
it is possible? I grant that at times we must catch You may be sure every figure wiJI photogi:aph 
fast movemP.n t, P.xpressions, or poses too diffi- somewhat shorter and thicker through the middlo 
cult to hold long enough to draw. Then let us than it really is. The proportior, of the head and 
use the C.'lmera. shoulders at one end of the body and the legs and 

I wish to make clear that because a photo was feet at the other will not photograph truly in 
taken from life, it must not be assumed that it is case of a standing figure unless at considerab 
a perfect interpretation of life. It is not perfect more distance than we usually set the carom 
from the standpoint of contour, perspective, or Always remember that the camera is totally i 
tonal value. If a perfect duplication of what the partial to the good and bad in front of it, with 01 

eye sees were possible, it still would not be art. So selection or discrimination. The photograph · 
perfect duplication of a photo on the part of the only a !'ecord of an instant. For this it is valuab 
artist cannot be construed as art. Individual crea- Without a well-clevelopecl ability to draw, 11 

liveness must play some part; organization and can copy distortion without realizing ii, a 
design, accentuation and subordination, the qua!- unconsciously add a photographic look whi 
ities of tone and individual technique, and the breaks down other good qualities. 
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CAMERA DRAMATICS 
By the time you are ready for the aid of the demanded. A pretty girl may be handing you a 

·camera in dramatic interpretation you have given glass of beer from a poster, a charity appeal might 
,very other consideration to your subject. You have a hea'.d looking at you, saying, "Will you do • 
Jiave a fairly clear idea of what you want. You yow· part?" This is called "di,·ect" appeal. 
hve'an action or gesture i11 mind, or a particular Overacting is worse than not enough. Agoniz-
/acial expression. Now let us talk about the actual ing over a trivial matter, or exploding with joy 
diamatic interpretation. over a toothpaste, is just not natw·al or in good 

A model is usually one of two extremes. Either taste, and the response could be negative. To get 
she has difficulty in acting at all, or is inclined to at the most telling dramatic effect, one has sim-
Ol-eract, getting a little g1·otesque with her dra- ply to think of what he would do hiinself or what 
inaticsense. \.Ye may borrow the first principle of any normal intelligent and well-bred person 
good acting front the dramatic schools. That is would do. There is not one set of 1nanners for life 
·the unwritten law of naturalness. Only natural- and another for the stage, .screen, or illusb·ation; 
ness can carry conviction, and it marks the best they all are based upon a convincing interpreta-
actor. If this principle is true on the stage or tion of life. If bad 1nanners are the bas.is of the 
cscreen, it is also true in illustration. The action or sto1-y, then that is something else. 
•llllOtion should be carried completely through the Underacting may be analyzed as "stiifness." 
:lgure in the whole pose and not expressed just by This actually means rig idity of body, face, and 
making faces, or "mugging," as they call it in action. So the next law of good dramatics is utter 
molion pictures. relaxation. The only tension present must arise 

There is a good rule in dramatics that the actor from the emotional situation in the story. People 
should never look at the audience as long ns there are stilf only when cleacl or frigh tened. Hence the 
b any action going on, especially when other expression of "being scared stiff," or the slang ref-
actors are on the stage. The invisible "fourth wall" erence to a corpse· as a "stiff." Never let a model 
)eparating players from audience lends reality pose "straight all over''- that is, with head in a 
lo the play; you become lost in the story, totally straight line on shoulde1·s that make a T with her 
·IIOconscious of yourself. If the actor looks at you, line of vision, no bending of spine, or tw·ning of 
you feel a certain self-consciousness, somethiog hips, and with tl1e weight resting equally on both 
like being caught lookiog into a window of a feet. If yo~ have not tolcl he1· the d.rama you ,vant, 
·place where you do not nonnal ly belong. Yotu· that is i11variably what she will do. Drop a 
reaction is that the actor is acting at you rather shoulder, twist her, turn a hip, bend a knee, get 
lhan being a part of a story wholly separate from her as relaxed as possible. Sitting poses straight 
you. So let us make a rule. lf the 1·eacler w not part in a chair ,vith feet and b 1ees together and arms 
qjt/,e dra,natic action, never I.et a character look doing the same thing on each side cao be insuffer-
directly at him. ably stiff. It's up to you to get that quality out 

Now we take the other exb·eme. Suppose we of tl1e n1odel, and that is the reason for planning 
want to make a direct appeal to the observer. In poses in advance. 
that case tl1e reverse is b·ue. The character looks Act it out as you would on the stage or as if 
·direotly at you, with the intention of making you you were a director, for that is what you really 
sell-conscious to the appeal in mind. Everybody are. Otherwise you will b·ansmit such stiffness to 
remembers James Montgomery Flagg's poster your work, and no matter how well you draw and 
'Uncle Sam Wants You," the finger as well as the paint, nobody will forgive you for it. Believe me, 
eyes pointed straight at you. It was tremenclo1,15ly I kno,v. Pay especial a_ttention to the hands, make 
dlective. Therefore this principle is used in ad- tl1em express the emotion of the face, make them 
vertising when character-to-reader attention is , belong in some way to the story. 
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ettecttve. Theretore this pri.nciple is used in ad- them express the emotion of the face, make them 
vertising when character-to-reader attention is , belong in some way to the story. 
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PART FIVE 

• 

A LOGICAL METHOD 

1. Evolve interesting questions 

2. Answer them effectively 

3. Base on desires and appeals 



USE YOUR CAMERA TO CATCH EMOTION AND EXPRESSION 
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STUDYING THE CHARACTER 

I 
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lHERE IS NO END TO FACIAL EXPRESSION AND CHARACTER 

IXPAE(JfON OTHER THAN A NATURAL <m"IU:LAX'Eo'"'ON~ eMPHll./lf IN TME !HADOW/. l(E.EP THt WHOU;.MA.ff OF THf LI CHT ANO 

PR.t.CTtC6l. TO U/E 4 CAMERA 'fl'.)'" NAIL. !'l DOWN~ NO tt•LFTOHf Wf!LL 11..PARATfO FROM TH& $KADOW 61 A, MA(/, Q:fMf.MBEll 

QIII HOl.0 6.N IOENT I CAL !XPREfflON F'.Of'l MORE TH6NA F6.W /MAOOWJ A.A.E V/U6LLV Ob.A.Ke.IT A'T TH!!(MtJ""1P
4

0R. TURN OF tl'le. FOAM, 

'I. OR6WI NO P'ACJ 4L f!XPREff101'4 GO~/' RICi'HT MCI( TO THe (RI/P4CGe.N'rJ'OF £>AR.IC ARt t:v1 DeNT WH.;A.t VEIi. ffft. FoAM I/' 
IOIV"I PRIHOPLE, ftNCE IT l( FORM IM' Ti'IE.'"AJ'PeCTOitHI D~EPt.Y RE.CEJ'Jeo )./ AROONO TH£ & VELfO/ AHt>CoRNell.f, .d,tOUHO 

,• tT AMOUHTJ TO CAP.f.f:.UL OR.AWIHG' 0~ 1Ht. HAt.f'lOHt THE NO/TRIU, LI PJ,.t-N!> CR~/ES. N0'1WO f:'Ac.t! Mte At.lKe.CN FOl"(.MS 
OW /HAPet. THe. JHAP6 ITSELF MU!f 8!. RIGHT fflOU<iH IT b.MO "THl!R.l!!FOf\l!. THE TONAL J't44Pl!f OR PU.Nes OF 'tf,tE. ~OA;M W I I.. l. 

ti f:1LLS.D I N PIU!l!LY, .\LL THE/f: IM6Pe/ /HOUY FAlL I NTO 4LW6V/ oe 4Hew A.NO OlfTfNCT Pft08L.eM. IF'YOU OONOT .,,.ICI( "lO 4. 

AHO JtTTOGETHER LIK& n.-e P l &.CES' ~4 JI0•/6W PV.t• JIM Pl& LIGH,.INC TH! FOAM a&T/ a A.Ol<lifof UP IN'T'ONeANO WILL 

f'ICl'l(H I N YOUR FIRfT CX)H'rOUllf V(:(ly LIGHTLY, 1'l.tEN lt!E De l"IORE 01,~ I CUL1 , F0Rf'1 If A LW4Y./ ee.rr IN IT J ·,uR.e ·,s1MPL1l, 

SlfAPEI, t'IIERY 6R.£A 8&LON0f Of.FIN ITC LY 'TO (11 LICHT, SOI.ID, OR "scuLPfUR,\L • 4/PE.C.l, A SINOL,E LIGHT IJ M0/1' /OLIO. It: 

IITONI. OA (3) /"H400W• TH& V6LtJI! ltANC8 FI\OM 61,..4GI< fMAPOW/ ll.R.E Too OlAC:.K,REFL&CT TNt! .f6ME. LIGHT 8ACI< W ITl'I 6 

MI/ HO,. AJ CRIAT IH PeNCIL At TMC. R6NQE OF A Pf-lOYO, WHtTe dOA.RP, TRV OlbWIN(i Tt4e. IH'T.l:JtEJ'TtNCl CUAR.4t;TER. '"' THI!. 

t, '{OUR. H6\.FT'ON&/ LICHT , fHU/ II.LL.OWi NO ,1.eN'TY OJ: ?ft,tCIOI NC P~OTOI, OONT STOi,TffE.U, OP.AW l"\ANV F~U ON"<OCJROW#, 
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MANUFACTURING CONVlNCING EMOTION 

Emotional gesture is a very subtle and individ- to do in that case is lo walk away fron1 your 
ual thing. It stands to reason that you are not era, not le tting her know her smile is expr 
going to be on hand to catch the genu ine uncon- less. Get a cigarette, offer her one, tell her ·. 
scious and unaHcctcd emotion very often. It is thing funny. The main thing is lo transmit a 
something that for the most part is going to be and it can he easily done. You are really the . 
manufactured to suit the occasion. You will find and the ,no<lel is the ,ned ium, just as mu 
that a great deal of it must come from yourself, your paints an<l materia ls, through whom 
working through the model and the ca1nera. This create dran1a and characterizat ion. Y,ou can't 
is a tcclini<Jue used by many motion picture direc- at her with a "dead pa n·· face and tell her to · 
tors. I find out that if you are not self-conscious in It makes the difference between an avera~ 
acting things out for the model , she in tum will and one ,vith that indefinable spark. Technl 
not he as self-conscious in acting for you. Above an express ion is nothing more than form · 
all , do not in any way ridicule or belittle your light, halftone, and shadow on it. But the . 

' models' efforts. If they do not at first succeed in who will look at your picture sees a face, bu 
b·ansmitling the mood and expression, tell them and expressive. 
encouragingly that they "almost hav-e it." Repeat Imagination is contagious, mood is conta '.· 
the performance again, talking ahou t the feeling and the spirit behind a picture is ninety per 
you have about the si tua tion , never abo11t what of the picture. You can he alert £or drama all · 
they are doing with their features. If you ,vant time. \,Vatch what people do, watch their 
the eyebrows lifted do ii with your own, say;ng, their eyt:s ,u,d mouths, their unconscious 
"You arc more anxious, more ahrn1c<l-you are It is amazing. the changes that can come into 
1'1rs. Potter of the story. wondering and Fearing single face, and how expressions become , 
what has happened to her daughter." It is never ciatcd with thoughts. It is not a bad plan to 
a simple "'Raise your eyebrows, please." a lot of self-posed expressions in a mirror, 

If yo11 have a radio or phonogra ph about, try shoot then, with your camera . Find out , 
to have son1e music going akin to the mood you makes one express ion dour, another elated, 
want. You can also set the emotional tempo hy horrified, and another frightened. All is a su 
reading the copy or story aloud. If possihle, let rnovcme11t of the facial forms and lines. Try n 
her read it to you. She then instinctively becomes to draw a face that does not seem to be thi 
a part of it. something. 

A giggly nervous temperament is characteris- Exprcs:sion is very hard to capture when , 
tic of so many young girls, and this is the hardest ing f rorn life, but if you can keep the sitter · 
mood to combat to catch cL-amatic expression. spired and interested you r.i n get it. I have 
Once you let the giggling start, it gets worse. The large mirror on casters that can be set up beb' 
best way to make tl1em snap out of it is to say: me so ,vhen I am working directly from I 
;,Now look, ~liss So-and-so, this is no funny bus i- model, she can wa tch the progress of the pain· 
ness. Ifs a matter of bread and butter, a job for This eliminates the tediousuess of the long bowil 
you and one for me. I picked you from a long list of sitting still. This seems especiafly to int 
of models because I th ink you have ,vhat it takes, men, and elderly people who like to sit an)"va,: 
and there is11't time to start all over with some- but at the same time like to have something 

body else. Let's get this thing right. Forget the occupy them. 
giggles." Perhaps this may help to convince you thaii 

The other type, who cannot smile genuinely you arc impGrtan t to your picture . You are ~ 

when it is needed, is anotl1er problem. Nothing relation lo every part of youi· work. lt is the neli 
falls so Oat as an artificial smile. The hest thing result of many things, and most of them are yon; 
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EXPRESSIONS TELL THE STORY 
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LOSS AND GAIN IN BACKGROUNDS 
Olten the question comes up as to whetl,er or 

not a background is advisable. Since this concerns 
both the camera and the painted subject, a few 
suggestions hcrc might help. 

to seize upon the advantages and to alle · 

Ther~ arc good arguments on hoth sides of the 
problem, the diffi(·nlty l,eing mostlr in the <led· 
sio11 as to when a background is better and when 
it is 11ot. For th<, l,est answer we must look to the 
subject itself. 

A subject cut out or vignetted against a Aat 
white background, provided that background is 
kept simpl<' ancl uncluttered by other units, has 
a tremendous advantage. \Vhitc space is often 
more tdling on a page- than tone. It makes a de

sign of white area to support other design in the 
pictorial unit. It isolates the important material 
so that it can hes~"" easily. \Vhitc space is often 
reforr~d to as "l,reathing space." It is 110! often 
that on a magazine page, either for story ill11stra
tio11 or for advertisi11g, the artist mar be lil,eral 
with whitespace. In th« first place, spac" is «xpe11· 
sivc 011 :111y page a11d it is something like, asking 
a merchant to put but a single product i~; his 
wi11dow, when he has fifty to sell. 811t a single 
product well displayed iu a window would prol,, 
ably cause more comment and get more atten· 
tiou than the fifty nil displayed together. 

An argument ag,tinst cutting away the b,1ck
grot111d is that niuch of the three-dimensional 
quality may be lost. The subject gets a "pasted 
on" look and sticks to the picllll'e plane without 
any feeling of recession. There is no doubt that a 

feeling of depth draws the eye into a subject, just 
as the eye is instinctively drawn to a mirror, a 
window, an open door, or even a hole in the 
ground or wall. The subject, if cut out with a 
sharp hard contow· all around, may make the eye 

conscious of the edge at the expense of the form; 
a ecrtain cheapness may result wh<en the suhjct·l 
is taken away from its nom,al relationship with 
its setting. Such harshness may seem out of place 
and irritating. A "sdssors"' type of edge has 110 

place in art. 
Jt follows, then, that if you keep the two ex

tremes in mind, much can be done in either case 
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disadvantages. 
The first thing we should look into is 

within the subject which is to be cut out 
A distinct gain or loss of vitality may be 
expected result if no thought is given the!e' 
u~s. If what we arc cutting out is already 
with only delicate 1:,rreys and dark< to sup 
whites, the result will he negative on a 

background. Going back to our lour basic 
plans, we recall that the greatest vitality is 
in the four basic tones. On the next page the 
at the top distinctly loses in punch and \'itali 
l,_,i11g placed against a white background. 
light in itself, the subject drops the lower 
the muc-11-nccdecl value scale. having no 
blacks for rontrast. I should say that the 
head has about fonr tinws tll(' punrh wheo 
placed against th<' dark background. wh' 
cre,;scs the attention value and gives dcptli to 

subject. 
The head at the bottom of the- page will 

tlw rc\'crsc. It is soft and grey in its cnvir 
of grey l,ackground; distinct gain in vi 
evident by placing the same head against 
\Vlmt we have do,u, here is the same thing· 
did iu the 6rsl iustance, that of completing: 
value range to take in the whole scale from 
to white. Thi~ becomes middle tone and 
against white, whereas th;, first l>t>came 
tone and light agaiusl dark. Both, then, a 
plish the $ante pnrpos". 

As for as the cut•Ont, pasted-on effect is 
ccrncd, m11d1 C'an he clone hy the artist to 
some soft edges. or to carry the white 

gro1111d into the· subject in some way. Thn1 
snhjccl c:a11 lwcomc "interlaced" with its 
i;round as all good vignettes and drawings 

So the subject docs dctcnnine what can· 

done. and knowlecli:e of these facts can 
ample basis for a good decision. This little 
lem will come up to greet you many times ov 
you know how to solve it, you will often be 
ablcd to make a striking thing out of some 
thnt other.vise would he quite ordinary. 
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EXAMPLES OF BACKGROUND LOSS AND GAIN 
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WHAT rs FAKING, AND Wl-lAT IS IMAGINATION 

1'1any students become total ly confused by 
heing told at one time never to fake and at anotl1er 
to use their imagination. The subject is worth 
discussion here. Pictures, to be creative, call for 

imagination; yet the th ings that make pictures 
great are their adherence to the l.iws of Nature 
and truth . I th ink the confusion can be cleared up 
and a workable basis of approach secu,ed. 

Pictures may be conceived from many sources. 
Sometimes the subject is something that has been 
laid out before us in life that we recognize as being 
a subject and one which we would like to do. At 
another time a picture may be conceived to fill a 
need , with noth ing but the imagination to start 
with . Sometimes a picture is an occurrence that 
can be dramatized and set forth. Or a picture may 
be a record of something that to us is beautiful 
and worth preserving for all to see. Sometimes a 
picture is a message to reach others where words 
foil. Somet imes it might be just a design tJ1at has 
its o,vn intrinsic beauty, as would a fine piece of 
jewelry or other example of craftsmanship. There 
is such great latitude in art. 

I would say that we "fake" things on ly when 
we are slarting. It is lhe beginning of the setting 
Jown of the things in oux imagination. We are try
ing to pull something out of a state of nonexist
ence into actuality. So when we "fake" a figure, 
it is to a purpose. \Ive are taking the fastest means 
of cnpturing the thing in mind. Once the idea is 
•Jstn h lishe(l , we should go to real fa<'l, an<I bring 
the original conceptioa to life by working from a 
live model or other reality. 

\Vhetl1er it is faking or not depends upon what 
the artist is going after. He should not attempt 
to fake the effect of light on form . But I would 
say that if he is tr)~ng to work out a pattern and 
arrnngement, he should not always accept 1hi11gs 
as they are. He must decide whether what he is 
doing calls for a literal statement of fact or not. 
He must look for facls and use them at his dis
cretion, not just because tl1ey are focts. The artist 
has the privilege of sifting and sorting the wealth 
he has to work with. He cannot use it all, nor does 
he want it all. lf we honestly think we can get 
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the effect we want \\~thout use of model orna 
then by all means I say to do it. l believe ii( 
ing most of the preliminary work- coin i' 
ske tches and so fo..ih- without material ' 
believe tlic finished thing is more likely to be 
ative. Then we can go get the facts wen · 111 
apply where we feel the need. \Ve also ha,~ 
means of gathering all tl1e facts first, In s · 
from li fe, photos. outdoor color sketches, ·' 
sketches, etc. From these we may do tlie ·. 
thing witl1out furlher reference to the01, 
ing inourmin<lswhatwchavelea111edands .. _ 
it do,vn from the imagination, You woulf 
be faking n figw·e after tl1c same thing bad .. 
worked out from fact, even ii you hurled r 
studies . E ither way is :,erfoctly sound. 

The point is, if you know a thing well eno 
you are not ·'fak ing." A man who knows airp 
can paint one in the skies a11d not he fs.ki : 
man who knows horses can pa int them in a ' 
And ii we know the figure, we are not really : . 
ing. \Ve are setting down the culmination 
grea t deal of study. Faking is truly bad 011.lyw: 
we do not know what we arc doing. JI we do 
know what the form is, we cannot hope to 
it correctly. 

Color may come .purdy from the imagina 
and, so long as the va lue and relationship . 
good, may be even 1nore beautiful than in lfh.. 
do not c-onsider that faking. That is understa._a:u, 
color. 

Not long ago a student brought his drawings · 
me and exhibited a great deal of pride over · 
fact that he had "dra\\ol everything out of 
head ." Considering his work from that s 
point, it wou ld call for considerable praise. B 
notwithstanding his heroic attempt to he what : 
though t was pu,ely original, the clra"~ngs , 
not clone well enough to stand up against a p° 
of really good draftsmanship. He could not h 
to compete with those who are taking every 
vantage of model and :.-opy, for he could not I 
his drawings as being done witl1out help or stu 
l·Ie might even have superior knowledge over 
man who used a model, but it would be inevitnb 





NEVER GUESS WHEN YOLI CAN FIND OUT 
e would lose out against him. Perhaps a 

. 'ugbt man should be given a great deal more 
· than a university graduate. But how we 
:·. gs is of less importance than the ultimate 
· f what we do. In the final analysis the 
. ies only in the achievement. 
: best artist does not fake if there is any 

· · wny to avoid it, because he has learned 
trutl, itsdf is better lhan the semblance 

· . We aJ'e limited at best in our ability to 
end the truth, and why burden our work 

nneeessary bungling? Drawing from life 
': t make our work any the less original. If 
ve conceived a pose or even photographed 
· made sure that conception is well founded 
t the result is none the less our own. 

sw,>oouc had told this particular student that 
·, g from a photo was cheating. I feel that it 

.. .more cheating than for a carpenter to work 
a blueprint. It cou ld on ly l.,e chcaling if the 
were essentially the property of someone 

•Even tl,cn it would be more aptly called 
· g. \Vere he to ITace or directly project the 
. onto his drawing surface, J can see some 
for the charge, but using a photo as a source 

1 lom,ation is pnrnllr.l to a lawyer's building 
' case from !,is law books. 

answer to faking lies clearly in the simple 
e oot to guess when you can 6n<l out. You 

· t argue against lhe man who has !he facls 
you have not. If the subject is to be a repre
tion of truth, it cannot succeed except by 
tn,e. 

I musl be remembered that any picture is an 
on lo a cert.tin exten l, but it is an illusion of 
01 space, \\~th an imparted sense of reality. 

· '.maybe the opposite, a thing not concerned 
'reality, a product purely of the imagination. 
. tter may in a sense have to be faked ( if we 
I lo use the word), but I prefer to tl1ink of 
·sort of approach as something else. To set 
one's thoughts can scarcely be construed as 
terfuge. \Ve t'Oulcl paint our conception of 
it would be like on the planet Jl.·lars. \.Ye can 
t forms without need of censorship. We can 
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iovent Jlora and fauna, textures, or ,1nything else, 
without being questioned as to our iJnaginativc 
right. The only things we need be concerned 
with are the misstatements, things meant to be 
right thal through our ignorance are not. \.Ye can 
idealize, glorify, even distort, in art, completely 
within our rights as creative people, if our aim is 
individual expression. \.Yhether such liberty is 
accepted by others has no hearing on the right 
or wrong of it, for each has h.is right to his own 
taste as much as lo his own religion. Every change 
from the orthodox may bring about dispute, ,1nd 
may lessen lhe chance of acceptance. But setting 
aside commercial considerations, the individual's 
right to creativeness cannot be disputed. 

The artist may ,vell think of coupling his imag
ination with fact, using one or the other to best 
advantage. It is certa in that arl lies in the imag
ination as much as or more than it docs in fact. 
To deal only wilh facl woul<l he to base our 
thinking at lhe camera level. 

If imagination c.in be cloaked ,vith reality, it 
would seem the logical manner of approaching 
ll1e realistic-minded, so that through this reality 
we may carry them into our imagination. If, on 
the other hnnd, we give something totally i,npos
sible to their 0\\~1 imagination, we can hardly ex
pect acceptance. \.Ye then have the choice of 
working only to please ourselves, or of seeking 
some new means of understanding on their part. 
There is nothing to slop us, for example, fron1 
such innovations as Gauguin painted on his trop
ical island, if we are willing lo segregate ourselves 
from society. 

Perhaps Newton's laws were a departure. but 
a departure conceived in truth. A steam engine 
was unheard of, but based 011 fundamental fact. 
hs merit became a thu1g of purpose and value . 
That is the way I like to think of the right kind 
of imagination in art. "Faking" is not the word 
for it. Perhaps the best guide is to ask yourself 
whether the truth that you feel inwardly is more 
tlian you see visually. \.Yhen you are <.'Onvinced 
that imagination is greater than fact, by all means 
use it. 



~ ,1,1u.11.) n-J.u1vut uc,;;:t:u ,J1 censorso1p. vve can use it. 
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AN IMAGINATIVE SUBJECT NEED NOT BE "FAKED" 
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THE ORIGINALITY IS WITHIN THE CONCEPTION 
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A SI.NGLE LIGHTING WORKS OUT BEST 
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THE PLAN OF \VORKING UP A QllESTIONNAfRE 

There is nothing that is quite so difficult for energy as our theme. \Vhat are its posslb: 
the artist as to sit clown before a blank sheet of New ques tions come to mind. \',/ho of the . 
paper or canvas and produce an idea. Ideas have is 1nost in need of energy and vitality? \ ' 
a way of seemingly con1 ing from nowhere. or as come down to hard facts, l)ad·s energy '.. 
the result of ,,n experience or other suggestion. important, since the welfare of the whole: 
But there is a t Beast a proved way which can lead depends upon him. Now, is Dad practi :. 
one to ideas, by directing the mind into appro- theme in a woman··s ,nagazine? I believe so, inal 
priate channels of though t ,ind by first conceiving any wife is instinctively interested in keep·'; · 
a purpose. then attempting to meet that purpo.se. husband wel l and healthy. In fact, her~;J 
An idea without n purpose would seem more or rather new and d ifferent approach. Byac ' 'Ullo 

less inane a nd ill conceived at best, so let us seek trast to the materi;1l 11sually associated "~t(il ~ 
the p11rposc, ancl the idea will follow in its wake. magazines, our series ,nust attract cons,d, 

Assuming that intelligent questions ,vill evoke attention ;ind interest. ~' 
intelligent answers, we can begin with a ques· Now how can we show "ne,v energy for 
tionnaire. Take a sheet of paper and down the left Suppose we show a little insert of Dad as be 
margin write every word that you can think of to be, and a big picture of how he is now. {4:IM 
that might be the beginning of a (JllCStion, or even big picture be ful l of action. From one answ · If 

a group of words tlrnt would he the start of a ques- find he has "energy to spare." Fine I Now wei 
tion. Let us assume we arc searching for ways and of showing energy to spa re. f{ow about p . · 
means to advertise a product. Fill in eve,·y con- ball wi th the kids. when he used to mope ina 
ccivablc question you could ask about the prod - ,nock? ~·taybe he is springing past us on P . ~ 
uct. \Vhen you can think of no more, then pro- or ou t-hiking the kids-even pushing the fAi:, 
cced to answer your o" ~' q uest ions, or at least buggy. Now we have someth ing to work f~ 

' 
try to get the information that wou ld answer and ideas begin to take shap,e. Copy falls. 
them. Your subject, the theme and its pictorial li ne with the theme and we are all set. So(' 
presentation, is inv,1riably hidden in the answers. you the series of layouts on page 2lS. 

' 
This is a means of developing facts, and when you Now suppose we get the reaction from our 
have the facts they are tangible things to work attempt that the foct that the p roduct is a/ 
with. Illustrat;on of tangible facts becomes corn- too subordinated. not stressed e nough? Ho" ·: 
paratively easy. It is " means of taking abstnict the client likes the theme. Can we hold to~ 

thought into concrete thought. theme, but stress the product n,ore? That is . 
Facts bring up mental images. If I say the pie. \Ve can show some delicious-looking r 

product makes one hea lthy, you conjure up in and subordinate the figures using them to d' 
your mind a picture of health. If I say the product rate the page. \Ve still have something cliff 
makes one active, you think of activity in one form Dad can push the lawn mower, 1'1other lhe 
or another. So that is the way the questionnaire um cleaner. \~'e get out a recipe book and find' 
works. No,v your pencil has something to get busy what tastes good if made with cream cheese, 
over. L ittle suggestions begin to evolve out of the again ,ve are all set. 
answers. The food pages would be best if done in 

In the 6ctttious and sample questionnaire [ since black-and-white Food has little app 
shall give )'OU here, [ have purposely taken a appeal. Out of the same nns,vers we could 
product which offhand would seem anythi ng but taken other ,.ipproaches-the fine cattle, the 
inspiring or romantic, just a hunk of plain cheese. tary production, the Oavor of the cheese, 
In my answers I found myself continually but un- many vitamins and otl ,er healthful qu:i.lities, · 

consciously stressing energy. So suppose we take variety of uses. 
() 1 () 
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SEARCHlNC BASIC APPEALS FOR IDEAS 
"r eis the almost universal procedure adopted 
art agencies and creative advertising depart
li. Advert'isem.ents arc based primarily upon 

Jo1ogy. Human psychology has beer, put 
~b such intensive t·ests that it becomes un
. ')' to question the theory of basic appeals. 

hi/ been proved beyond''. doubt that.there are 
·~t III all of us basic desires :,nd mst111cl$, and 

t when we arc reached through appeals to 
instincts we make certain definite ,111d pre
le respr,nses. No prO<)f is needed that :1 nor-

1} 0111,11., wants to be as attraeth·~ as possihle, 
~ busmess executive wants efficiency, that 
t·or us want more frccdon1 . Along with the 

?,s Jll,~plc like and want, we know the things 
· · normally irritate them, or from which they 

'I like to escape. Such things can also he 
f~li1.ecl upon by suggesting the avenue of 
~for c, ,,mplc, even a partial es"1pc frc,111 

hold drudgery for th{, average housewife. 
page 215 I have prepared some examples of 

ideas rn:,y be developed frmn basic appeals. 

~ype of ;1pptal is sdec'ted first, and then you 
to think of ways that might express it. This 'ic most direct a.nd positive way to get reader 

nse. nod provides a broad approach to orig-
tty and creativeness. 

CENl~IUL AP'Pl~ALS 

ch of these might head a whole t-olumn, but 

'tire given here merely :'IS a jumping-off place 
f .1crs. 

'{lie matcmal instinct 8. The desire to attract re instinct of self- 9. Love of praise 
il"'crvation 10. The desire to excel 
~e instinct of pro- l l . Pride of ownership 
ftion 12. The desire for att,m-
'{bo desire to /lee tion 
llie instinct of fear t3. The desire to domi-
'11.e desire to be free natc 
~ pain l ·l . The desire to 
1110 desire to possess profit 

Perhaps here and there ,n ight be a mother who 
for some reason does no! love her ch ildren. But 
sin<:e the vast majority clo, we cannot go wrong 
with an appeal which touches upon that love ror 
them. Any way that such n response can be 
secured is a lmost "sure ffire. '' This is true of so 
many basic instincts that no thinking man need 
•"·er say ther,, is no basis of approach ror creating 
ide.is. The air is full of them when subjects are 
reduced to plain terms of human behavior. 

The ,·arietv in humans is lar"ell' a variet}' of , 0 . 

expt\rienres and purpose. That we di/Fer in super
ficial m,1keup is of no great importance. One wa11ts 
to sing, another to dance, and another to make the 
music, but all want attention and praise. That a 
man does not carry out 'these desires does not 
mean that the b:1sic impulse is not there, for one 
man may only dream of doing while the other 
docs it. \Ve have only to look analytically at our 
O \\T J desires to come fairly close to th,, other per
.son's. \Ve wish to exce l, to s hine, and so docs he
perh:,ps in a different manner, but just as much. 

\\le do not like ridicule no1· chas tisement, and 
neither does he. \·Ve resell! too much authoritv; 

' he also. \Ve botJ, have pride. He lives much the 
same, eating the same things, enjoying the same 
things, even, in a general way, thinking the same 
things. so that any basis of approach that would 
create a response in ourselves ,vould very likely 
do the same with him. 

If we will but study carefully our acqua int· 
ances, we will have a foirly good cross section or 
people at large. A gathering in your home will not 
differ greatly from one in 1nine, except i11 names 
and personalities. As a group they will act pretty 
much the same. lf an idea appeals to six out of ten, 
it very likely will appeal to sixty out of a hundred, 
or you can carry it up to thousands with approxi 
mately the same percentage, presuming tJ1at all 

,\re typical of normal or av~eragc people. 
In general, human enioti.on is fairly t'Onsistent. 

All of us register, as docs a thermometer, the highs 
and lows between the extremes of emotion. The 

Al long as we stick to known qualities of the important thing is to draw out the desired emo, 
· nego, we can't miss by a very great margin. tion hy means of basic appeals. 
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A SAMPLE QUESTIONNAIRE 

QUgsTIONMAlRE FOR DAlR:alOLD 
(A ticti Uous product) 

• ~ • lJ •. ,,,4) ? 

• 

lfby .th,.~ .. -p~ ... , ...... . Because 1 t is pure and ger.-?rotte 

Who 

What 

.,:~ ... l:'l!>~t ••. ~~ .. I. 
~:J-<kr ••••••••••••••••••••••••••••••••• 

lfben ~···~··~·$·~···· 
How •• ~ •••• ~ ••••••••••••• ~ ••••••• 

lfbere ~ •• ~ •• ~ •• ~? 
1lby ie .d-... ~·:··~~-L-7 ... 
At what time ~ •••• •••• ••••••• ~ •••• 

Row often ~ •• ~ • • !-4 • • tJ • J 

The man who bas no energy. 

Supplies eseentiAl vitaAlins. 

All the ti.me, it you want to be a.c 

In -.any del.1c1ous we1s , 

The greatest dairy state. 

Beceuse of its richness. 

When tired, it brings energy to spar, 

At meals or between meals, 

Does .~ •• J.~ .. ~.I..... Everybody loves it. 
~ • <if .. ~ d.ci..J.u 7 

Should • .J •• ,. •••••• ~ •••• -•• ;··,7.-.. If you want to keep up tul1 steu. 

Can ·~··~·~·? Xes, yowig &nd old, 

Will ~ ••• ~.~ ••.•••••.••• ; lea, because it's so nourish.lng. 

Shell .~ ••• ~ •• ~.? .. n'·~~::··~? By all means, for new energy. 

Is there .~~ •• ¥.1~ .•. · !lot nth sucb tlavor and richness. 

In what. way ~.:Af:.~s;i.(.f.. All t.be good tats are lett ln. 

Which ~ •• (!.M..M .. .''!tfh.:At-? Fruita, vegetables, and starches. 

Are ~~.~ •• M.~~.;.~~ "? Iee, l:ut in greater quantity. 

It ').. ;!-B" .. '#;_, JJ.~. :ri!!,. (.. ~ ~ Iou will accomplish more. 

Do .J....!.~ .. ~ .:p~ .. ~.:-:f..~ More popular every dey. 
. ·r "-"' . '? 

May t;..h.i!~ .. ~ ... ~.~....... Children need it. 

Bow about a.{t.~~.?........... Sasily digesled, gives them energy, 

So bow Jp, .. J., .. cy;f: .. ff.!....... Just ask tor 1 t at your grocer's, 

But what ~;f~ .. M .. !1.~.?,!? Send us his name, we will send it, . ;:o? 
Bow ach JS •••••••• :.................. Ho higher in price. 

Does it .~ -~-~ . . ..... .. 

212 

I ts a.irtight germproof wrapping 

keeps it tresb until gone, 
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ROUGH fDEAS DEVELOPED FROM THE QUESTIONNAIRE 

\ 1 lbM) 
e, .::'.r.~ ') 

:::.i -

=== t'~ 

I <• 

W .hatj hnµpcn ccl -lo Dad? 

:DA IRYGO LD 
c ct.G: /.\. t-1 C1"4P & J& 

DAIRYGO LD 
C t~G..AM C H etli> J I>'!. 

\\ ,, 
NlEOJ' l!!NERG Y , ro A CONTINUITY 11 WORKEO OUT Ce.NTEREO AROUND OAo:r Nl!W VITALITY. 

Ho\v does h<?.do i.t? 

()AfRYG O LD 
Cl'\e A l"'I C M t~!;a J~ 

ft\ODUCT If Fl CTIT IOUf r3UT THE APPROACH TO THE IOEAJ' I/ !OUNO, OAOI VITALITY 1.r 

AITY TO THE HOME , WHAT tiOWEWIFE WOULD NOT GE INTERE.fTEO? OR WHl<r MU/GANl>l 
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CREATING IDEAS FROM BASIC APPEALS 

ALIFORNIA 

c DE/IRE TO FLEE 

r, E NOLNI: lAMBSWUOl-

\NJr1 N C't' TO PRo ·recT 

THE DE/ I RE iO EXCEL 

URGENTINE: 
FOR QUIClo(. P:EU 1:F
fROM .fUNINR:.N 

t=R E EDOM FROM PAIN 

215 

!HE 01:;f lRE. TO A'fT~.AC.T 

ltlUMS 
THE C>EJ I RE TO PROt="I T 

?k~IQ ROAMER 

Tl<E OEflRE TO PO//E// 



. 
SCRIBBLE WHILE YOU THINK: THINK WHILE YOU SCRIBBLE 

' 

1 ) 

216 



216 



YOUR SCRIBBLES ARE MORE ORIGINAL THAN YOUR CAMERA 
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GET USED TO SKETCHING FROM LIFE 
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SENTIMENT THE KEYNOTE OF ILLUSTRATION 

Hardly is there a man or woman without senti

ment, even though it he hidden and masked over 

in defense. Let us assum., that no one's life seems 

just a bed of roses . Sentiment is the bulwark that 
we lean upon, that makes us a hie to take the ine\'

itahlc monotony and conunonpbec of life in its 

stride. There is maudlin sentiment, of course, ancl 

sentiment dragged in by the heels. Sentiment can 

be usecl suhtlv and with tact and he ma<l<> a tre-, 
,n,·1l<lous asset; or it em, he like waving the flag 

after a bad vaudevillf, aet to get applause that 

is not 1nl:'ritccl hy the pcrfon11a1l(;c. Se11tinw11t 
m11st ring true to he effective. A scarch for real 

sentiment will bring 11p treasures. 
It follows that certain suhjects will ;1 lign them

selves with certain psychological appeals, another 
word for srntimcut. For example, a loild soap 

associates itself with glamour, freshness - the 

prcserv<1tion of. or contribution toward. beauty. 
Youth, romance, loveliness, then, is the senti 

mc:ntal approach. Switching to a laundry soap, 

we hnv<" the sentiment of the hom<' , the maternal 

lo\'c expressed in clean, fresh and s\\·eet-smelli ng 

dresses for the little girl. \Ve ha\'e the efficic,ncy 
of the l,0111e, the ct'Onom,· of labor, a thousand 

' 
and one instances where the use of plain soap 

expresses sentiment of some kind. Sentiment is 

a ttached to the cigarette through the pretty girl 
and rmnancc. Anotht•r approad, is tlw instin<:t of 

self-preservation, claiming less irritation to your 

throat ; t he ap1wal of <111ality, dai,ning th« best 

tobacco, and so on. Selling flour would nahn·ally 

be alig,, ed with appetite appeal, tempting food, 
nourishing quali ties, and resultant good health. 

After a little experience we ll nd that psychol

ogy is definitely the basis of creative ideas. Recog

nizing tlw psychological realm to which a product 
hdongs hl'comes almost automatic:. Our rt•al 

problem lies in the presentation. Herc ;ire a few 
examples of appeals and approaches: 

Perfi,me 

Alilk 

Romance, allure, seductive

ness, the sensuo11s, sex 

Health, maternal appeal, ap

petite, home 

Breakfast food Vigor, health, efficiency 

work. appetite 

V11c1111m cleaners Efficiency, lahor saving, ' 

for other th ings 
1\Jedicines Freedom from pain, vita 

instinct of survival 
Bank.~ S,•curity, frccclom from 

,\lolOl'S 

F11r11i1 11re 

home, prcpar,edness, 
tcC't ion 

Hdaxation. efficiency, 
travel, poss<·ssion, safety , 

Dl'aUt\', clt·sign, cfficicncv, . ' . 
home, pride 

The list can go on indefinitely. Approo 
your suhject in this w;1y is simply fiuding 1w 

and nwa11s to int<'rpr«t th,! \'arious appeals. 
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it hecomcs a mattrr of co-ordinating the pict · 
fm,damcntals to fit the purpnst,. Coing hackOI 

the above list, mauy thoughts and pictorials~· 

jccts will take shape. It would not he a had · 

lo make some littfo roughs of what L'Omcs tom· 

RE\'AMPIN(: OLD IDEAS 

Herc is a gold miuc if approadu.,d inlelligentlr 
and ethically. There is an old saying that tbtn 

is nothing new under the sun. There will alwa)l 
he: simila,· situations, similar products, and simibr 

approaches. No one need resort to plain "swipes: 

Snppnse in an old magazine we find what we Ile' 
lieve is hasieally a good idea. \Vith a new head. 

line, a new composition or presentation, sudi· 

rev:unpi ng is done every day. Good sportsm:lJ'I, 

ship will stop us from becoming plagiarists. Yd 
since life continues in much the sa111e way, there. 

is bound to be d11plic:ation. S<>.eing a picture of 1 

mother hathing her baby might give us a simibr 
idea for an illustration. Such a snhj~ct rould 

hardly be t-onsidered anyone's private pro1>erty: 

But for our own pride we would present the sub, 

jccl as originally as possible. Viewed in this w27, 
old magazines are a great storehouse of ideas, and 
sinre the subjects have pro,·ed thc,nselves worthr 

in the pnst, they probably will be good again. 



petite, home in the pnst. they probably will be good again. 
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PSYCHOLOGY APPLIED TO COVERS AND CALENDARS 
ideas, unless the subject is quite a gen

l111ilane with possibilities for wide variation, 
. be let alone after having once appeared. 

ne has already shown Grandma blowing 
!mmie's football, that is a specific incident, 

i'!~t up by one particular artist, and any eth-
;competitor must regard it as his property, 

fml[lo be repeated. However. a subject such as a 
Id~ sldis is so general that the idea itself may 
flNililsed time and again. 

ideas to be acceptable must he original 
,:!»fiiception, be timely. and have general ap

They should reflect popular interests such 
, fashion, and other current activities, 

'should invariably display good humor and 
taste. They should be free from prejudice, 

cs, sectarian religion, racial intolerance, 
lafidty,, or bad example of any sort. If the basis 

Jden is a prank, it should he wholesome, 
lqllout malice or abuse. 

rs may be based on what people like to do, 
. they would like to be, how they live. and 

they love. In some cases covers can be repre
. live of the spirit of the magazine or even of 

lrbarti'cular contents. By familiarizing yourself 
tbecover styles of leading magazines you will 
that they lean to different subjects. ~ lhiJe 

.invariably uses a pretty girl head, another 
' prefer the An1erican scene. And, by the way, 

girl heads have been done so many times 
you will have a better chance if you intro
some new angle or idea into yours. 

· ers fall into two broad groups: general 
: and specific incident. All the basic appeals 
be applied for sentimental response. A cover 

· oo a broad psychological appeal has much 
chance of being accepted than one which 

· · around a specific incident. A lovely mother 
her child, for example, is a subject of broad 

, while a little girl playing "~th a lipstick 
:specific incident. There is no basis of objec

to the first, while there might be to the 
d. 

, however, you wish to do a "specific inci-
. " cover, you can also develop this through 
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use of basic appeals and the questionnaire plan. 
For example, we want an idea for a cover of a 
boy's magazine. The questions might start: \\/hat 
does a boy like to do most? Answer: Build things. 
Question: \Vhat does he build? An,s,.ver: Air
planes, dams in brooks, huts in trees, rafts, etc. 
Suppose we take the hut in the tree. Here is excel
lent material for experimental work. Or we could 
show the boys on a raft playing pirate. Soon we 
have a sound idea. 

Covers should usually be submitted in sketch 
form, since the subject itself may not be accept
able. Covers are not easy to sell, and that is why 
an idea should be submitted in rough form before 
any great amount of time and effort has been put 
into it. If interested, the magazine will encourage 
you; if not, you will soon know. If you see that 
the same artist is doing several covers for a maga
zine, you may be fairly certain he is under special 
arrangement or contract and that, therefore, there 
is no opening for you. 

Color photography for covers has aU hut 
crowded out the artist. However, I believe the 
chief reason is the dearth of good pictorial offer
ings. As art really develops in this country. I be
lieve we will see more and more of the artist's 
work on magazine covers. 

CALENDAR IDEAS 

Since I intend to take up calendars as a field for 
discussion later on, I believe it will suffice here to 
mention the important part psychological appeal 
plays in calendar art. Calendar subjects are usu
ally of broad appeal and only seldon1 use speci6c 
incident. The main reason is that a specific inci
dent, a prank. a bit of concentrated action or 
story, is very apt to get tiresome after having been 
looked at for some months. Suspended action, in 
my opinion, is not too good for a calendar. I get 
a little tired of the dog retrieving the quail_ of 
waiting for the bass to be landed, the Indian to fall 
off the horse, and so on. There is great room for 
improvement in calendar illustration. I look upon 
it as one of the great opportunities for the artist 
of tomorrow. 



· , however, you wish to do a "specific inci-
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THERE IS EVEN PSYCHOLOGY IN COMIC IDEAS 
Sentiinent may be applied in comics in for

ward gear or the reverse. vVe can appeal to syrn
pnthy and human understanding, or we cnn make 
light of it, even to the point of ridicule. No one can 
prescribe an exact forn1<1la for comic.~, since the 
hurnor rests in tbe specific interpretation of an 
idea, but form11la is 11sed, consciously or subcon
sciously, by the best hut:1ori.~ts, and it is all based 
on hu,nan psychology. 

Some tried and true formulas 1nay he listed: 

1. Outraged dignity 8. Unexpected oppor-
2. Creating the unex- tunity to get eveJ1 

pccted 9. Flouting convention 
3. Making the serious 10. Reversing logical 

ridiculous outcome 
4. l\1nkh1g the ridicu- 11. Slapstick 

lo11s serious 12. Getting out of a pre-
5. The weak outsmatt- clicamcnt 

mg the stroni:: 13. The pion { play on 
6. The lrnnsgressor words) 

coming to grief 14. The gag ( fuony ln-
7. Turning the tables cident) 

The psychology ~,ehind getting n laugh is a 
quick twist of the emotions, a s11rprise maneuver, 
a sudden reversal of thought. It has been said by 
hun1orists that there are only about a dozen basic 
jokes, and the joker works with ne\V variaTJl'S of 
these. \Visccracks are so fami liar that they can 
almost all be sol'ted into types, yet they go on 
1naking fortunes for the wiseci·ackers. ~<luch cap
ital is made of the fact that there is something 
funny ill seeiilg the other fellow suffer-perhaps 
an outlet for a rather sadistic streak in humans. 
To see a chair break under a person, even if he 
gets a spliuter in his· posterior, can be uproari
ously funny to everybody b.ut the O\voer of the 
po~terior. To slip a1,d fall dowtt· in a mud puddle 
is nothing short of a side sho\v for the 011Iookers, 
especially if the unlucky victim falls face down. 
To bend over and have a seam burst is terrific, 
even ihougll a happens t0 a good suit. Once I saw 
a man snipping off Christmas neckties at the knot, 
with everybody loving it but the gentle1nen so 
snipped. Al! such things are comic ideas. A laugh 
co1nes from a comic idea, or a prcdicainent, or 
from a twist of the serious to the ridiculous. 
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JvJy personal experience in comic Gelds,;'. 
most limited, but I number several ,vell-knov.. 
comic artists among my acquaintances. Strangely 
enough, 1 Jlod that the producer of comicsl{~ 
rather serious by nature, until called upon to , .. 
a story, when the rare ability cornes out. I wou .. 

say that the cornic tkld, above all others, calls for 
i11divid\lality and odginality. Plain exaggemt1 
of drawing is not enough for comedy approac\J.j. 
keen observation ofhumin traits and responses Iii 
wrapped up in good com.ics. The iclen is of mo} 
importance than the dra,ving. In fact, some. ill · 
our best corn.re artrsts are not good draftsmen·~, 
all, and are funnier because thev are not Bu 
there is no doubt that characterhation c.\ll pl~l_-·· · 

a part in pictol'ial hu1no:, and I do not believe 
knowledge of construc:ion, even com1iositio. 
can hurt a good h t11norist. 

Comics may be sold direct, or, as in the case:o · 
newspape1· cartoonists, :hrougl1 a syndicate. 
orde,· to sell a daily strip, several 1nonths of,, 
sb:ips 1nust be prepared in advance. Some car, 
too11ists are kept on salary by the ncwsp11~J 

themselves. Others work as free-lance cartoonis! 
sellin.g where they wish. Information as to ~ 
location and narncs of syndicates may be had b . . 
writing to newspaper offices. 

l\4any artists treat comics as a sort of side iss .: 
be<:ause of the highly speculative nature of th;. 
field. A comic artist must be unusually good \.0 
get into a syndi.cate, but if he does, it can ·· 
highly remunerative- even one of the highest 
paying branches of the craft. . 

Comic drawi11gs should be kept simple, with
out a great deal of complicated tone or modeling 
of fonu. They should :ie held mostly to lin · 
Elaboration tends to reduce the comic Bav , . 
rat.her than enhance it. The drawi11gs should he 
kept "open" and capable of co11siderable redu: 
tion. There can be va riO\lS degrees of exaggeri
tion, though I think it will be conceded that ·. 
oonlic drawing should contain so1Tic distortion or 
e~aggeration. Otherwis,3, it remains a serio · 
drawing which, in spite of a humorous idea, i . 
likely to be accepted v,ithout a smile. 
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from a twist of the serious to the ridiculous. likely to be accepted v,itho1.1t a smile. 
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IDEAS IN GENERAL 
As one beco:mes l)xperienced in various field~ 

o ·Jlustration, it hecomes apparent that ideas are ,~11 closely related. An idea for a magazine ad 

may very well be incorporated into a poster or dis-

1, y. The varhttion is in the presentation. Tirne 

· 'he factor which really cktermines how nn idea 
· t o be rendered - not how long you can work at t but the t!me which th~ ohserver w'.11 !ike~y 
Jra:1•e at· hi~ dtsposal to take 111 your idea. S1ttmg m 

, ap easy chair with reading timt, virtually unlim

' i~d, he will respond to a magazine ad "ith a great 
I . 

cfral more in it that would be put into a poster 
, J 1ich must be ,comprehended in a few seconds. 

N{o?aziue pictures permit more el~bnration of 
env1ronment, background, and iixti-a rnterest than 

il6es the poster. The streetcar card has a little 
· J ore reading ti,ne than the poster, so it can C<trry 

onger text message than a poster, b11t s till not 
·s )Duch as the rnagazine. The illustration for the 

' sli:eetcar card should be simple and to the point. 
The dn1gstore display may be given anything 

~ ma passing glance to a few minutes. But there 
sliould be simplicity here also. 

~ny pichrre idea can be put through the fol
.lowing test to find out if it is practical for its 
·purpose: 

l. .Can it be seen and read within tl1c allotted 

9. Has it been noticed and commented upon 
wil'hout your calling attention to it? 

10. Can you honestly say it is :111 your own? 

The foregoing t·est mny be cons:idered some

what severe. but vou have the satisfaction of . . 
knowing that if your icfoa c.~n pass i t, you are on 

solid ground. {tis much better to put your ideas to 
the test yourself while there is still ti,ne to remedy 
defects, than to have the defects 'come back at 

you. All ideas must go through the mill of criti
cism and opinion, whether w,~ like it or not. Criti, 

cism is hard to take at best, so it is wise to antici

pate the unsolicited criticism which seems inevi

table ,\nd be your own severest critic. You can 
jnclge fairly well if criticism from others is un

biased, or prompted by person,1! motives. An

other arl'ist may not be quite as goocl a critic as a 

layma,1, for it is cliffic11lt for an ,irtist not to sec 

a subject as he would do it himself. Since you 
cannot work his way, you should weigh the criti

cism carefully. He rnay be giving you some good 
pointers. It is best to seek criticism from people 
.representative of the general public and its taste. 

tvlud1 early ntter,tion which is ordinarily omit

ted could profitably be given an ide,1 .. J\·fm,y of us 

could move ahead 1nuch faster if "'e would do 
tiJne? rnore thinking in advance of the job, rather than 

2. Is its prestJntation sh·ipped to maximum ,vniting until it is half finished. \ Ve can be our 

simplicity? own "I told you so's," and it does not hu.rt nearly 
3. Can anything more he taken uwny without ns much from that source. No matte,· how good 

hurting its effectiveness? \vc become technically, our conception, ideas, 
14, Is the idea consistent with the medium iu and presentation are all that will carry us for-

which it wi ll appear? ward. 

Exnmple- F'or a woman's magazine, will It is only natural that we should be concerned 

it appeal especially to women? principally with technical execution. But plan-
I Example-As a poster, is the appeal. uni- ning tl1ings out carefully is the only ,vay we can 

! versa!? give that technical ability half a ehance. You may 
I 5. If the idea rnust sell something, does it? think, when a layout is fo·st handed you, that there 

,.6. If it must be se•en at a distance, does its is no room left in it for personal ideas; but you will 
detail e,1rry? invariably find there is some way to c!o it a little 

7. \Vould seven people out of ten think it f?.etter tban expected. If you never get a chanoe 

good? at creating ideas, create some anyway and show 
8. Docs the pi-cture itself express the idea, or them to the boss or the client. Someone will even-

must it cany a supplementary explanation? t11ally take notice. 
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PART SIX 

1. The Magazine Ad 

2. The Outdoor Poster 

3. Display Advertising 

4. Calendar Advertising 

5. Covers and Jackets 

6. Story Illustration 



THE MAGAZINE AD 

TttB!lE is such an overahundance of material ever ture?" };fore often the picture should amplify a 
present for the study of advertising page arrange· interpret the text than depend '1pon the te~-t: ' 
ment that it seems to me I may safely approach explain the pich,re. A good illustration can h4 
the subject in a more or less general way. There- up a poor ad much better than a good ad can hi 
fore I shall ~,onfine .1nyself to types of magazine up a poor picture. You might thh,k of the pict 
ads, rather than a host of specific and actual as the show window to the meaning of the ad: 
examples. Th,i basic laws of good arra ngement it does not a ttract, all else fails. 
should always apply. I believe if an artist can pro- Let tL~ proceed, then, with a clear idea of wm 
duce good spacing, distribution of mass, balance, your mission is, ho\v you can co-operate tom . 
and interest pictorially, he will be a hie also to your advertiser's success your success. Good int 
produce good arrangement for the who.le page. prctation is your first law. There are two way( 
Page arrangement really amounts to the setting interpret, the lazy way and tl\e iospired way. . 
of given units into a given space as pleasingly and lazy way is always the easy way, the exp.licit f 
interestingly as possible. lowing of instn1ctions witl1 tlie lenst possi 

For the inost part, arrangement is the province effort: the attitude of only "This is what he ask · 
of the advertising agency, nnd the illustrator has for, so this is what he gets." This amounts to; 

little ,,otce in such planning. Because other ele- complete subordination of any enthusiasm, · 
rnents may be present in a layout, such as con- dividuality, or inventiveness which you may p : 
formity to a series, emphasis on given units, selec- sess-all q ualities of paramount importm1ce 
tion of type faces, etc., it is often best that these your success. 

bi, worked out by the layout men of the agency. T he tight way is to search deep.ly for tlie ps, 
But nevertheless the ilh1strator who is smart will chological appeal, the impelling motive, and 
not completely divorce himself froin page layout. desired response. If you uude.tstand these, ' 
His illustration m11st fall into place in the whole will help you tremenclotc~ly. If you have be. 
design of the pnge, which design should be under- · asked to portray a mother and child, you are rea 
standahle to him, and toward which he m\lst be wol'kiug toward the deep and vita l maternal a' 

sympathetic and co-operative. He should take peal. Every quality which makes motherho ·. 

advantage of the opportunity for good arrange- idealistic and beautiful to you sl1ould be incol 
ment which the layout offers hlm, or, if need he, porated. It might be easier, even more pl 
do what he ca1.1 to give better arrangement to a ant, to call in that petite little nincteen-year-o 

poor conception. blonde ,,..ho registered the other day and use h: 
The success of the illustrat ion lies greatly in for the mother. But can she typify mothcrho ' 

the success of the appeara11ce of the whole ad. convincingly? The right way is to hunt up 
If the reader is intrigued by your illustration into mother, as "ideal" ns possible, and use her wi · 
reading the copy, the illustration takes on added her own child if you can. There will be a sp 
meaning, and you benefit thereby. If the reader thel'e tl1at may make your p ich1r_e. If you cann 
looks at your picture and skips the rest, the whole do that, don't haul a n oversized doll out of · 
structure falls apart and the ad fails. cupboard and make it suffice for the baby. Get~ 

So your first approach to good advertising illus- real baby. Such co-operation is not only fair, b 
tration is: "How 111uch of the meaning of the text wise for your own sake. If you arc building a repu; 
and purpose of the ocl can I transpose to my pie- tat ion, build it solidly and intelligently. 
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THE APPROACH TO GOOD ADVERTISING ILLUSTRATION 
econcl importance to tl,e interpretation of possible. If working in ,vater color, sponge it 

the e*t is taking the greatest possible pains to clo,vn to the paper. · If worldng in oil, take your 

1secu e· the best possible working material. If a turpentine and a rag, after scraping with a palette 
pril 11,il the final work has been agreed upon, the lcnife, and wipe it clown to the ca·nvas. If the under 
arnsl~hould be wil.ling, if necessary, to pay out at paint is dry, it can be gone over with fresh paint, fen per cent of it in models, prop~. photos, but it never looks quite as fresh as the firs~ paint-or~ter working material. In the long n1t1 such an ing on the ca1}vas. Sargent painted every area in a 
'in.ent will pay large dividends, 1nuch better single attempt, or ,viped it out and tried it again. 
lhali'lahy otl1er type of investment. If you need to Probably much of his curectness came from doing 
reotl·.dress, clo it, rather tl·ian fake it. Get other the same head over and over until it was so thor-
aoo~ ories ,vheo possible, for it adds consider- oughly llxed in his mincl that he coulcl do it-in a 
ab\ ·fo the ultimate value of your work. I have great economy of strokes. Light paint will never 
~ i)ijs provecl over and over. T,vo artists may cover dark paint as effectively as clark over light. 

/hP. of equal ah.ility. I·fo,vever, o,ie fakes, In time the dark will mi,ddy l'he ligl1lt,r paint 
• • 1 i;;the otl!er conscientiously supplies himself above it, even if it has not already clone so in the 
willl e best of everytl1ing to work with. The lat- first attempt. 
er ~JI win out, every time. Every bit of working When working under pressure it is always a 
o~ :life is adding to your general knowledge, temptation to jwnp l"ight into tl,e 6nal thing. But 

,w~ every.bit of faking keeps you at a standstill, my experience has always been that there is no 
or ~~n· drags you back,varcl. You cannot learn time saved in tl1e process. Getting s01nething out 

. t from observation and study. Even a bit of the mire may take much more time thau would 
llienticstill life in your subject is also authen- have been rc~1ui.red to make some sketches and 

,tic ~~ly. studies. "Worrying thrOl1gh" a picture is bad busi-
f.?ur third ancl very important apf)l'Oach to ness. There is enough worry at best, and it shoolcl 

o~ ··work lies in working out your problem in be planned out well enough .50 tiiat cha11ge of 
gh or sketch form, even when such sketches Pose, different costume, or change of rriodels will 

. \ 10t be submitted. Find your troubles before never have to be attempted in the middle of the 
lbe, ;find you. A pencil study from youx copy, if final work. It is better to aclmit that you macle n 
' .'re working from a photo, will be better to hasty ancl bad start, and then. start over. 

f from in your final stage than the photo it- I kilo\" one illustrator who made a habit of 
iel :You will find yourself working more freely stretching two canvases for each job. He did all 

e.xpressively. N1uch of your pencil st\1dy can the experimenting, fussing, and fun,ing on the 
u ily be 11·ansposcd to the llnal 1nedium with first canvmi. \>Vhen he thought he had it nailed 

.. effect. As long as the photo hangs next to the down, he proceeded to clo ti1e thing very directly 
\work, tl1e llnal work will appear unfinished on the second canvas. It took one-quarter to one-

, , mparison, \lllfortunately encouraging you half the time. I t was the secret of the ever fresh 
I 

, ·~tch the ll11ish and slickness of the photo- and spon.taueous quality of his work In reality he 
~l?h. If, instead, your preliminary work is hang- was no n1ore direct and certain a t the start than 

#bout you, you are improving on what you the rest' of us. Instead of slowing hi,n down, this 
'hto it rather than what the camera saw. approach seen1ed to speed him up, ancl he thus 

1 ii:large by squar.ing things off. That keeps you capitalized ou the credit of being a very direct 
ilni ~lng, not txacing. Plan your c.-olor before and accurate painter. I·Iad I not been a close 

ing the final work Changes are unsatisfac- friend I might never have known, and since I do 
,in any medium. If you have to make a change, not disclose his name, I feel tl1at he is mal<.i.ng a 
. own to as nearly clean a worlong surface as contribution to us by his good example. 
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USING YOUR FREEDOM 

Unfortunately most artists arc reaJly given 
more freedom than they take. Fear of being wrong 
can stifle ingenuity and spoil initiative. Try to 
analyze the intent and purpose of your instruc
tions. If vou wish to deviate fro1n them consid-

• 
crably, a telephone caJI may be all that is neces
sary. You 1nay be certain that even if your \vork 
is well kno,vn. no art director can possibly visual
ize just what you are going to do. Ile is taking a 
chance on you, on the basis of yo11r past ,vork. He 
has to. Nor can you, when you take a job, sec the 
finished. thing in your mind exactly as it is going 
to be. The reason is that the whole thing is n 
creative process. Little is really going to be said 
in advance about pose, costun1e, etc., unless you 
are handed actual photographic copy to ,vork 
frqm. Advertising agencies seldom supply the 
artist with anything niore than the idea and a lay
out. Your art director is not expected to supply you 
with copy. If he does, find out then and the.re how 
much leeway you have. Copy may be in the na
ture of suggestion only and not intended to he 

followed literally. I well remember an art dire 
,vho hacl a habit of clipping maga7.incs and p 
ing the clips into layouts. Ile would tell the 
to give hin1 son1ething equally good. One earn . 
young illustrator, doing his first job for him, m 
a perfect swipe. He brought it hack with the · · 
all gone, the deadline at hand, and a frantic 
director. 

Build up your files of clipped information 
as many subjects as you think you will ever 11 · 

not what you need just now. It takes years ·. 
make a good file, and you might as well s . 
early. As you go along in advertising you · 
hegin to recognize certain types of ads. Try 
we rnay to be different and original, most ads 
fall into one or more of these types. I have laid 
as examples hvcnty-four fictitious ads which! 
believe (.'Over most of the types. The variance.· 
course would be in the layout and arrangem . 
These may serve as general ideas for appro 
though the ads must not be actually copied, 
the same slogans, titles, or catcltlines used. 

T\X!ENTY-FOUR TYPES OF ADS 

1. 'A' ith "Pictorial Interest" Dominating 

In th is type the picture is ahnost everything. 
The illustrator is of primary importance and is 
picked for his ability. One half, three quarters, 
and, at times. a full page is allotted to him. It is 
therefore his whole responsibility to tell the story, 
to get attention and response. Such an ad is about 
the greatest opportunity for an illustrator that 
there is. That is why much of the n1aterial of this 
book is laid out as it is, for here real responsibility 
is going to rest on your broad shoulders. 

2. I ntcrest Centered on a Large JI ead 

Here is where character, expression, and the 
nbility to p0<tray personality come in. A large 
head, ,vhen well done, makes a good ad. 

3. The "Etemol Appetite" Appeal 

People will always be hungry. It is our job to 
make them hungry for ,vhat wc have to sell. 

4. Interest Centered on the Product 
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The purpose of this type of ad is to impress 
act\ial prod11ct on the me1nory of the public.·. 
offers great variety. 

5. Romance 
Homance is as eternal as the appetite. It 1 

always be the problem of the il:ustrator. 

6. Ilo·me and Family 

Over nnd over this type of ad appears, y 
there is always some new angle. 

7. Historical- Biographical 
Always prcst,nting opportunity for interest,a 

thoroughly enjoyed by the illustrator. 

8. "Before and After"' Subjects 
A well-worn but perfectly sound approach. 

9. Prediction of the z:1,ture 
If it can be n1ade convincing ( and somef 



make them hungry for ,vhat wc have to sell. If it can be n1ade convincing ( and sometl 
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GENERAL TYPES OF MAGAZINE ADS 
£ tic) it will almost guarantee attention and 

l est. 

O.j; he Cartoon Type 
ij)ie cartoon approach is good because of its 

ro11l ast to the prevailing se.riousness of its neigh
: i· It acts as a change of pace, and gets atten-
. 

'_The Extreme Close-Up 

~ery effective for otherwise dull subjects. Fits 

: t }'thing!from houseflies to eyelashes. 

{ The "Group Picture" Type 
~metimes a group of pictures has an advan

lag__e over a s.ingle picture in story-telling value. 
lf examp_ie; several 1_1ses for the same product. 

4 The P,cture Contmwty Type 
~rrowed from the comic strip. Tells a story in 

pig!ures. Here the artist must be able to repeat 
hi!characters under val'ying conditions. This type 

'/..ms to l>e losing punch, since there has been 
so( much of it. But maybe it's still good, who 

ows? 

·It The "Action' Type 
lGood action is always an eye-catcher. 

5: "Sex Appeal" TY7>e 

lt will always be with us. 

1 "Fear" Sub;ects 
r ased on the instinct of self-preservation, and 
;t• potent for certain types of advertising. 
119uld not be too obvious or grotesque: 

8, Symbolical Subjects 

~ nli~ited in opportunity for originality. 

. 9: "Baby" Sub;ects 
\Vil! always stay. 

ro. "Character" Sub;ects 
Real opportunity. 
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21. "Kid Stuff" - One of the Best Sellers 

\\;1,o can forget childhood? \%at parent is not 
interested? There is practically no li,nit to ideas 
along this line. Chilclt·en should be portr.ayed as 
realistically and naturally as possible, and not 
too dressed up. Child appeal lies more in whole
someness than in being bca11tiful. 

22. "Mother and Child" Sub;ects 
~'hen well done they will always appeal. 

23. "Lu-:«1ry" Appeal 
Such an appeal is best in times of plenty, when 

quality and good taste have a chance. Such ap
peal might also be listed as desire for prestige or 
distinction, and pride of ownership. 

24. The "Purely Imaginative" 

This is yow: one chance to go a little cra.zy, and 
most illustrators welcome it. 

My readers' attention is called to the books 
by Frank Young on advertising layout. l\1r. 

Young's authority on th,i snhjec:t is beyond ques
tion. 1'1y personal acquaintance with 1'1r. Young 
and his work has been of great profit to me in the 
field, though l confess I cannot hope to compete 
with his knowledge and experience in the subject 
of layout. I believe every illustrator should study 
his works thoroughly, and I take this opportunity 
to thank him for his inspiration and guidance in 
the past. I have made no attempt to teach layout 
in tl1is volume, since it has been so expertly done 
elsewhere. For this reason I speak of the general 
types of ads only, realizing that as layouts they 
may be open t:o considerable criticism. Frankly, I 
am not a layo1.1t man, and I only wJ.~h l were better 
at it. 

1'1ay I also call your attention to a recent book 
on modern layout entitled Advertising Layout, 
The Pro;ection of an Idea, by Richard $. Che
nault. This book is expertly clone under the capa
ble direction of a well-known and practicing art 
director, and will clearly demonstrate essentials 
of real importance. 
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RELATING YOUR ILLUSTRATION TO THE WHOLE AD 
Even though you are not called upon to lay out in planning your illustration. If your layout bacli-

the whole page arrangement of a magazine ad. it !,>'TOw1d is white, play some strong greys and dar,l[s 
is, as I have ind icated, of considerable concern against it, and also carry some of the whites of 
to you. ~1uch depends upon your carrying the background into the illustration. If by cha'\~ 
through the general s·cheme of layout as ,veil as your layout is to carry an overall grey or bla~ 
your execution of the pictorial idea. I will en- background, work to the other plans. The poft 
deavor to give you a few pointers which may help is to put lights against grays and darks, or '\ 
in the ultimate result. reverse. Attention to thi.s factor makes all \be 

If your layout is already "busy" with co1npli- difference behveen an ordinary th ing and a truj.y 
cated and space-filling material elsewhere, try outstanding ad. 
to treat your illustration with as much open space The n1aterial in a photograph 1n11st ordinarJ-.ll' 
as possible, keeping the masses simple, or not too be accepted and put into a layout as is, altho~iJ\ 
broken up in light and shadow. ln planning the sornetimes a11 enterprising layout man "'.ill cut,6.'!lt 
subject, indicate the general masses or pntten1s the figures or material in a photo as you wou]Ja 
of value on tracing paper and lay it over the paper doll, thereby getting a\vay fron1 the gr! -
layout. You will find that much can be eliminated. ness or drabness of a subject. But it looks ~ a 
In a complicated and busy layout the illustration and "pasted on," and ·has not the value of a golid 
will look better if almost flat and postery, with sketch or vignette ,vith planned lost and fo~iid 
little or no background, and utilizing the ,,vhite edges which would interlace the subject wit~f s 
space to give the illustration "air." A so-called background. Such interlacing is necessary to give 
"spotty" picture does not belong in a "spotty" the unity of effect which is so important. · . 
layout. No matter how well done, the effect is In delivering your picture, it is well to poinl'out 
unpleasant and the advertising value lost. Every that you have considered the effect of the·whJ 
illustration should offer contrast to its surround- arrangement, perhaps taking along some of tr 
ings to secure attenti.on. preliminary 1.naterial by which you arrived at y9ur 

The same is true of the "grey" layout; or one presentation. Not bavillg the rest of the lay! ! 
which contains large areas of small text or type around it, your original 1nay possibly appear ai~;·t 

·" n1atter. Unless a somber or "moody" effect is overpowering or even a bit \Veak, and if t~' ·s 
desired, the illustration should not also be too corn1nented upon, you a.re ready with substil n 
grey in appearance. It calls for the largest possible tial reasons. This situation seldom occurs, hol: · 
areas of snappy blacks and whites, against which ever, for co,nments usually hinge about the n1e,its 
the &trey of the text will appear beautiful. . 0£ the picture itself. : 
. If the layout has good 9pen areas of v:hite If the product appears in the layout but outsige 
space, you are most fortunate. Advertising men your illustration, h-y by all 1neans to carry the ·e~e 
have been hounding their cli.ents for years .to see through your picture to,vard it, or at least in,Lts 
the advantage in attention value of white space. general direction, by providing a route for thee}\ 
But unfortunately space is expensive, and the ten- to follo\v through the design of 1nasses, edges~ r 
dency by the man wlio is footing the bill is to fill lines. This \Vill be greatly appreciated by the i t 
the space to ovedlowing. In the long run he is director. S01netunes the product may be sup~, 
paying twice as 1nucb, since such an ad is only imposed, or so placed that it overlaps into t~e 
half as effective, if even that. \-Vhite space can illustration. In that case, supply suitable contr.ift 
make or break an ad. In such a layout you can go in that area to make the product separate in va\~ 
the pictorial limit, getting at least four good con- so that it stands forVl'ard in relief. If the prO'diitt 
trasting values in your picture. appears within tl1c illustration, 1nake it the po\ t 

You can go back to the original four tonal plans of i.ntere~1 by leading all possible lines to it. 
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DEVELOPING Tf-lE "CO-ORDINATION SENSE'·' 

It is admittedly difficult for the artist with enhane,-e it. Advertising fails with 1·espect to color 
·ttle experience at once to co-ordinate his efforts when it insists that color lies only in primary or 
'nto full s,~ing with the advertising or c<>m- spech·11rn color, with one fighting another . Jn the 

j' 1ercial approach. Often the beginner will hear end, such an attempt only publishes, on a grand 
. e phrase: "\Ve are not looking for high art scale, the advertiser's inherently bad taste. If the 

I 
ere-what we want is good advertisi11g." It is advertiser does not believe color lies in tones and 

. nfortunate that a separation between art and beautiful relationships, let him attend any tcchni-
advertising exists in the minds of advertisers, for color movie. It is mo1·c brilliant than his prim;1ries. 

1 can be conclusively point(,d out that all tlie Aclvertisi11gfails sometimes becans<: the people 
rogress in art illustration that has been made in who are given authority to plan ancl order pic-

ihe past twenty year, has been in the d irection of tures n1ay lack the fundamentals of p ictorial 
Gneart. A study of the Art Directols Annual, cov- knowledge. and hence may give out directions 
ering a period, I believe, of more than twenty-five that are totally ine()nsistent with good advertising 
··e.<trs, will prove it. Advertising is constantly ap- art. Oddly enough, the less a man kno,vs, the 
roaching line art, and it is my opinion that it has more orders be is apt to give. The ablest art direc-

caught ttp with and in many cases is surpassing tors, recognizing ability, give it every frc<:dom 
uch of the so-called "fine art" of the cotnitry. In possible. They get consistently hetter results. 

I pme cases advertisers have singled out the best The best wuy to get the "feel" of advertising 
iltists in the country from that standpoint, paying presentation is to thllmh through a magazine. 

I inyprice to get their work. No advertiser will ever Take an ad, and on your pencil pad start moving 
object to fine drawing, good val\1es, arrangement, the units ahout in a new arrangement. F.liminate 

j color, and conception. There can be no line of dis- some of the "dcad,vood" for white spac.-e . You 
I unction drawn between advertising art and "high simply make blocks, lines, and white spaces in 

." Either is only good or bad. The basic dif- 1niniature pattern hi a design of whites, greys. 
ference between the two has nothing to do with and hlaoks. Out of ordinary layouts can collle 
~int, medium, or techniqne. The advertising gems if thought is given to balance and <lesigo . 
. pproach leans more to the telling of the story, the Before long such experiment will begin to express 

j ·. 'chology of appeal, attention value, and re- itself in a Aafr for good spotting and atTangement. 
j ~nse. Iligh art may be anythi1\g that h.,s its Co-ord ination between artist and advertiser 

I 
01111 intrinsic beauty an,I is created for no other lies in mutual understanding of intent and pur-
purpose. pose. Ile contributes the merchandising theory 

· · \1,.'Jiere a<lverl isiug art may suffer by compari- and the space as well as a reputable produ<:t. You I !<ln is in the in<--onsistcncics permitted. "Blurbs" contribute yonr understanding of light, form, de-
ll! "balloons" may be bon·owed from the comic sign, and dramatic interpretation. It cannot all 

I strip and inserted into ;1 finely executed painting, come from either side, and your contribution is 
. with 110 better result than to become incongruous even greater than bis, for your particular knowl-
1 . ud sho,v extremely bad taste. \>Vhcn taste is sac- edge is even more difficult to acquire. 
I rlficed for attentio11, what good is the attention, The iJest commercial artist is by no means the 

I 
il drawn only to had taste? \.Vho can display bad complete "yes" man. But he is willing to listen 

.manners anywhere and benefit by the attention and (,-0-opcratc in every way short of producing 
· ~ obtained? Advertising falls short of the mark illustrations or art that he feels wou ld actually do 

,:oontinually by the erroneous idea that tight and hi, reputation more harm than good. Rathe1· than 
overinsistent detail makes the best picture. The deliberately make a very bad thing, let hiln have 

I .chances are that Stich detail ,..,;11 draw attention the courage to refuse the job. \'I/hen the joh means ! away from the idea and product more than it will only the fee, forget it. 
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A TYPICAL MAGAZINE AD ASSIGNMENT 

Let us assume that a call has come from the 
· rut director of an advertising agency. We Jh1d that 
be wants an illustration in black and white for 
general use in the magazines. On the next page I 
give you a layout in approxim.'ltion of a typical 
agency layout. \Ive assume the layout is to be fol
lowed for space allotted to each unit. The account 
is a company that manufactures heat control 
units. The headline fs to be "Perfeet \/\leather In
side." \.Ve agree that the idea is rather novel and 
interesting. The psychological appeal is "freedom 
from cold." Coupled with this would be love of 
home and fan1ily, and des ire for secmity and 
comfort. v\/e note that the contrast, or "before 
and after," is to be supplied by the small line 
drawing of a man in an overcoat subjected to a 
blast of cold wind. (The art director tells us that 
this line drawing will be handled inside their own 
art department.) Thinking further abou t the psy
chological angles, we find tl1at «freedom fron, 
care," "desire for relaxation," and 1nany others, 
are implicit in this subject. All of this poio ts to 
what ,ve can do with tl,e illustl'ation. 

Let us show the fatl,er free to give his time to 
his little daughter, the mother affectionately hov
ering over them aud interested. It is logkal to 
entertain the child with a story book io the eve
ning, when man is most apt to be home, and when 
the outdoors is coldest. The bttSy art director may 
not go into any more detail than to say: "We want 
a sweet little frunily group, all happy and warm. 
We want it well done, nod we oeecl it in a hurry." 
(Everything having to do with advertising is 
always in a hurry.) He says he will not need a 
comprehensive sketch, but ,vould like to sec some 
roughs for general con1position. 

Follo,ving you will Rnd the roughs as they 
might be submitted, or which a conscientious 
artist would make anY'vay belore hiring models. 
One of these is selected as coming closest to the 
purpose, and the models are called in ai1d photo
graphed in the poses wanted. Several lightings 
are tried out, and many attempts ru·e made to get 
as closely as possible the expressions that will tell 
the story. 

You will note u, the final illustration an attemp 
to get away from hard photographic detail. E?g\ 
are considered carefully. A back lighting w • 
chosen, since it would be logical to light the b i 
over one's shoulder, but also it gives us g 
opportunity for reflection ru1d luminosity .wi\ . · 
the shado,v. ,vhen there is oo color to suppoit 
subject, it depends entfrely on values for pic.-tor:i 
effect. Every subject should be studied caref[ · 
for a good balance of darks, greys; and whites;, · 
black-and-white i11terpretation. Th e one thing] 
avoid in black and white is a feeling of heaviJJ° 
and darkness, especially in · a cheerful subj~· . 
Values are so related to mood that sometim. 
when not considered in that light, a picture m 
unfortunately present a mood wholly in oppo" 
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tion to the idea ~-pressed. 
r believe it will become nJore clear, the f ., 

you get in the craft, that the individual feel.in 
and personality of the artist is most importru! 

" Pictures are so much more than filled-in outlin" 
of something, and the only place to 6.od expr : 
sion is in the interpretation of the source- whi°' 
means nature, light and form, plus your indivia 
ual feeling about it 

So 1nu.ch of advertising has so little personallt 
so much formula. There is such a tendency to· :·. 
tate, so little invention on the part of art clirecto . ' and a1·tist. It Is oot stuprising that often, wi,. 

the exh·eme tension and pressure all have to wo'. 
under, little thought is turned tow•ard these thin ·. ,. 
The ansv,er is not in your competitor's approac 
But so few of us exhibit any courage in strivb! 
for individual expression. And yet if it never h, 
a chance, it never can really come out into tn. 
light! . 

Let us start believing that our eyes, not o·· 
ears, are as good as the other fellow's. Let us·b\ 
lieve we have as much right to expression ash·:· 
If we do not know what to put down, it is beca .. 
we have not dug deep enough into the subject~. 
into ourselves. If nothing in the world interest: 
us, we would have no ideas. As long as there'· 
something that does, we have a ·basis for expt ·. 
sion of ow· feelings about it. 



, . -
the story. siou of ow· feelings about it. 
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A TYPICAL AGENCY LAYOUT 
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ROUGH COMPOSITIONS FOR THE PICTURE 

AFTER CAREFUL CON.flDE.RATlON OF THE AGENCY L6.'(0UT WE &LIEYE WE 

MAl<E THE fU13JE'.CT \3E,,ER '3Y CROPPI NG , <ilVlN<'.i UR.GER HEADS. t.J Gt V 

TO U.f THE Fl GUR.E,S' F'ACE OUT OFTrle AP. IT .fEEMf TO OR6W THE A"TT c.Nll 

AWA'/ FROM 'Tl-IE PRODUCT, RA'THER 'THAN TOWAl<.0 IT, JO WE 11<.Y TURN! 

THE l=IGURES' AROUND. WE CHECK THI! Wl'l'i-1 'Tl-IE ART DIR.ECTOR. 6Y PHONE. 

J'HOWINC THE ROl>GHS, WE ARE. NOW READY TO CALL lN MODELS l=OR PtlO 

OR J'TUOI E.f. HAVING THEJ'l= ROUGH! WILL MAKE 'TH.E. CAMERA WORK THINQ 

O<JT OUR WAY INJ'TE.AD 01= OUR. WORKING F'OR THE CAMERA. TR'< IT OUl 
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FINAL ARRANGEMENT BASED ON PHO'fOS TAKEN 
·- . ~· .. 

.. 
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"fHE FINISHED ADVERTISING ILLUSTRATION 
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WI-JAT IS THE FUTURE IN MAGAZINE ADVERTISING? 
' 

Ii would seem that magazine udvertising hus 
ne almost everything possible, that we have 
\clied the place where dupUcation is inevih,hle 
any approach. But magazine advertising 1nust 
f 111 and unless we artists can <..'Ontrihute sorn<~

i g more it would seem tha t it is destined to g(I 

~-" rm~ch the same w~iy. 
One ot the gre,1test drawbac.ks to good taste in 
·ertising is the clamor for attention. Types get 

eavier and bolder. Color gets louder. Sp,H:e g<;ts 
. 11.med. Sp,,ce gets 1nore cxpensi ve. and as it 
rs, more has t·o go int~ it. Every art'.fiG~: to fo1:ce 
llention 1s natnrally se1z(xl upon. Jt 1s much bke 
\ roup of p~ople in a room. One talks louder 
an another. forcing the next man to raise his 

.~ce also. Perhaps someone i>ooms on the "'.din, 
cl soon everyone 1s shoutmg. The qmct d1g111-

td person is hopelessly lo~t. A 1nag,,zi11e ,,d 
•ould be a wc)nc.lcrfnl thmg 11· it could be handled 
'I the bHsis of "Let's twerybody be quiet hut rne," 
a little boy once said. It reverts to the philoso , 

hy that "If everybody insists upon bdng h>l1d, 
~,at can I do hut shout.?" 

But fortunately the printed ,vord cunnot sho,,L 
:here is a rnisg,1ided conception of what boldface 
:pe, g:,ucly color, blurhs, and script can do. The 

·tyckm(:nt ol' conttast ,vhich makes these things 
in attention, can make them inaudible bv lnck 

i contrast when everything else on the' page 
f iouts." Just as quiet. in a room lends distinction 
O~; ~i11b )(:; mvduhtl~d voit:~, ~v c-.111 ~implidly uud 

:eace lend attention to a channing presentation. 
oldface type eat·s up the very space an ,1d must 
1ave to he fully df,:ctiv<:. Clashing coh1r dcstr()ys 
otlt itself and that very <p1ict nnd contrnst which 
1..1 · I I t' f il 1,rn t co or c e111an< s. 
l Suppose we have a lloor strewn and cluttered 
\lilh everything under the sun. \Ve sweep a 
guarc of opc11 sp,1ct, and set an orange or ~u ,1p, 
lein the middle of it. That, to me. is the principle 

f fotusiug attention. If we had <lumped a crate 
f oranges among the rest of the confusion, it 
·oulcl not have gained us one-tenth as 1nuch 
ttcntion. 
This is the )nos t difficult fact in the world to 

get over to the advertiser, but the effectiveness of 
it, once tded, is proved over and over again. I 
think of a Cora-Cola poster with the single word 
"Yes" on it, as a single girl figllre in it proUers a 
bottle of the product. l think of a Campbell Soi1p 
ad showing the head an,! shoulders of a boy who 
holds out a bowl, with the title "~,lore." \'Vhite 
space enveloping u bit of bright color- in the first 
<:xa1nplc, a flat green e11veloping a large head. l 
think of a jewelry firm showing a single piece of 
jewelry in the 111iddlc of a bbck page. I think of 
the simple effectiveness of the ,\,1cClelland Bar

day Fisher Body ,ids, \Vhich are still 1,dvertising 
history. I <,ould go on with many more instances, 

proving tbat all the boldface and blaring types 
of approach ncv<:r cq;.1aled these in selling the 

prodnct and the advertiser's name. 
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Since we tannot pot neon lights on a nrngazinc 

page ( even this has bee11 tried, as far as the pic
torfal effect could reach! ), it ,vould sc<:m obvious 
that shouting and scrcarning is not the ~nswer. 

Granted that c:ontn1st is valuable and necessary 
\Vhen possihk. may it 11ot be th1,t the best pos
sibility left for contn,st is good manners against 
b11d'? Can we not lend distinction through sim
plicity, sweeping \l[l the clutter of bad advertising 
with go<>d white sp,1ce? 

If advertising is to progress, is there much more 

that can be done with G-opy and text? Are there 
any s,1perlatives left? Not so ma ny years ago the 
mag,rti1tcs p1 OLluced tbe bleed page. This allowed 

an inch or so n1ore of space on each side. Every
body se ized upon it who could afford it, for was 

it not 1.11<)rc space that could be filled up? Jt inade 
one ad n little la rger than another, hut to ,,hat 

purpose? The beauty (if the white margin which 
cave dfecliv,in0ss was finallv pushed off the JJ>L<01e, 0 , . . 

so that the ad nH~rged with the c:arpet. Size, when 
c1·<1wded, l,as so little to do with dfc,ctiveness . J. 
call the reader's attention to the fac1 that no mat

ter how big or Slnall a face may be on the 1novie 

screen= we are never conscious of its being any
thing more than the face of a hurnan being. Size 

only permits us to sec th<, same thing, in dose-up 
appearance, from u greater distance. \Vhen such 



ttcut,on. 
This is the )nost difficult fact in the world to 

only permits us to sec the same ttung) lll c1ose~up 

app~arance, from a greater distance. \Vhen such 
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BETTER TASTE IN MAGAZINE ADVERTISING 
an cHect is all. asset, it is valuable in advertising. 
nut size is always obtained at the expense of 1nar
ginal isolation or "breathing space." \Vhe,, size 
laps over the edges it ceases to function, just ns a 
man can get too fat for comfort and appearance. 
An ad can spill over its space as easily as a fat man 
over a chair. Little has been gained by the bleed 
page, except to the very smart advertiser who 

takes it as breathing space, the extra room being 
wortb the extra cost. The bleed page is like an 
unfra1n ecl picture. 

If a dvertisiog cannot get louder and bigger, 
what is left? There is but on.e answer: better taste. 
Better taste in art, copy, and presentation. Adver
tising has grown out of its old clothes. They "~II 
n()t do forever. Instead of shunning good art, it 
must finally seek it. The things that have made the 

. greatest art will make the greatest ads - tbe 
sttaightforward presentation of truth, embel
lished witl1 imagination and taste, simplicity of 
approach, subordination of the trite and irrele
vant, and the inexhaustible reachiog for the ideal. 

There are possib ilities fol' art in advertising that 

ha\le not yet been explored. But such de\leloJ>
ments must co1ne from the realm of art itself, not 
from the ad mnn' s desk. The .advertiser cannot, 
nor ev,er could, tell us how to do it. He tries to tell 
us what he v.>ants, but he has to take what we can 
give him. He is more limited than we. That is why 
we must not limit our indhdduality or ability to 
the things reqnested of us. We must give him 

more than he asks for. 
There is no other course open than to produce 

better layout men, better artists, and hettcr copy
writers, for magazine advertising can never be 
anything more than tl,e co-operation of the tlu-ee. 
If possible, we must strive to eliminate the dis tin(.~ 
tion between art for advertising and fine art. It 
does not seem quite logical l'o starve in order to 
produ<-e fine art, at the same tilne keeping aloof 
from advertising. Instead of the "fine" artist's 
"lower ing himself" to advertising, why should he 
not lift it up to the highest possible level? Cannot 
the ol>server enjoy a good thing as much from a 
printe,d page as from an exhibition wall? 

Can one doubt the cfhictiv<mess if one of our:. 
magazines were to reproduce a Sargent watec ·, 
color. or one of his amaziog charco:11 heads? ' 
\Vhat, after all, holds ndvcxtising on :. lower pio- , 
torial level, but the art we produce for it? 

No, my dear reader, magazine adve.i:tising is.' 
far from having done everything possible. It will: 
align itself with the best ability we can produce. 

\Vhen we get good en()ugh, it will stop telling us : 
what to do. It has its own department of good. 
taste to clean up, in layout and presenta lion, bur 
that is far less to acomplish than tht: task which : 
lies before us. \.Ve n1ust put the fundamentals to 
work as hns never been done before. \Ve 1nust not·' 

', 

regard a year or hvo in art school as all the study 
we need. Such study is only the apprenticeship tQ; 

the indi,•idual study we will have to 1)0 for our-· 

selves. 
There is no doubt that new forms of :advcrtis-' 

ing may spring up with new inventions. Publicity··. 
is publicity, wheth<ir we sing it, say it, picture it, ' 
or act it. Advertising is any way in the world to·. 
gc't ix,ople to look or listen. 

\Vhcn we think of an increase in taste as the. 
only answer to the future of advertising, let us · 
consider the average motion picture of twenty· 
years ago as compared with the present. Compare 
the acting. the presentation, the creativeness all'. 
the way through. The hero and heroine of yester
day could not possibly "get by" today, no,· could· 

the producer. 
'\Ve can look nt architecture, industrial design, 

engineering-every one has progressed along the. 
lines of greater simplicity and good taste. Adver-. 
tising cannot be the unique proft,~sion which does 
not need to change il~ oourse. 
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To prepare for the advertising of tomorrow, d!Y 
not look too ntuch at today's ads, but look ratl1er 
at life, nature, form. color, and design. Go to the 
only source that cr,n give your work the fine qual
ities that are so needed. Paiut heads as if vou were 

' 
painting a flne portrait, pau1t form as carefully as 
you would sculpt ·it. Look for the beauty of tone 
and color that would go into an exhibition paint· 
ing. There is no better way. 



pruneo page as 1ton1 an ex1u1>1uon wau; Hlg, J.JU~I"e J:, JtV l)&;:U.Cl W(\J, 
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THE OUTDOOR POSTER 
T RELATION of reading time to advertising has and vertical arrangement of competing posters. 

,aO;eady been pointed out. Nowhere is this con- Dropping the top line of the poster background a 
:sifferation more important than in planning the little and then letting the pictorial unit reach 
outdoor poster. It is agree<! among poster authori- above it is also good. This: makes a dip in the line 
• ties that ten seconds is the maximum reading time. of other posters and is a device for getting atten-
. ' .'ft erefore, the poster must be planned on that tion. A line of lettering is often used above a post-
basis. Now, ten seconds is very littlt,, and even <lr background for this ,eason. The four basic 

.tlJ?1 would be quite too long to take one's eyes tonal arrangements given eal'lier in the hook are 
:off tbe road when driving a car. In order to give almost indispensable to a good poster. Posters 
·ma.xinnm1 reading time and at the same time must be clean-cut, sharp, and h1 good contrast. 
:cut down danger to the motorist, two plans for The layout of poster sheets on the following 
eoster display arc follow·ed when possible. One page should be carefully studied, so that you will 
i to place the board at an angle so that it can be no!' plan posters with the edges of the sheets c11t-
seen for some distance ahead. This accounts for ting through eyes, 6ngcrs, or even through a head, 
tlie zigzag arrangement often seen in billboards. if these ca1\ be placed on a single sheet Do 11ot let 
~he other is wherever possible to place the bill- a sheet cut lengthwise th.rough a line of small Jet-
board in front of the driver and in such a position tcring. If the bill poster is pasting on a windy <lay 

:!Rat the line of vision is in line with the traffic. The it is almost impossible to match or fit the sheets 
number of words is cut·to the minimum and the together exactly. Every hit you r;an help the 
l,oster's arrangement is the simplest possible, de- lithographer in tcproducing your design results 
signed to carry the maximum distance. Take it as in a better job for both of )'Ou. 

· an axiom, then, that a poster must be simple, direct Note that the half sheets may be placed either 
in' appeal, and capable of being quickly read. at the top or bottom, or above or below the two 
lA large head probably l1olcls lhst pla~-e in poster larger sheets. This permits a good deal of latitude 
~anning- or if 11ot a head, tl1en a large single unit in your design, and you should be able to place 
f some kind. A single 6gure, especially if it can your material so tJ1at unfortunate cutting thtough 

..tie inserted lengthwise, is good. If half figures are i1nportant elements can be avoided. 
used perpendicularly, more figures can be 11sed. Posters are sometimes syndicated, with space 
f eposter seldom attempts the solid picture nm- left for imprint 9f the; dealer's name. In that cas<,, 
ing to four corners, unless the subject is extreme- s11ch space must be planned into the original post-
simple. er. Posters, even more than other illustration ma-
Eight words on a whole poster is about all tl1at terial, need to be planned carefully. You are usu-

s ould be used, including the name of the prod- ally asked to make a comprehensive sketcl1 be-
uct, and every word that can be further elimi- fore roaki11g the final, and that is a good thing, for 
l ied will be so much to the good. A poster with a good poster is seldom guess work. 
! ut one word is the dream of every poster man. There are several more or less "stock" arrange-
t dvcrtising agencies accusto1ned to preparing ments of posters which should be familiar to you. 
oopy for magazine advertising often miss b,1dly It is really hard to get very far away from them 

· ii) planning posters. and still produce a good one. The horizontal 
Flat or very simple backgrounds are almost a shape of the poster is not easy to 611 with good 

r cessi'.Y· Some sort of a ~iagonal arrangement is design. and is <li~erent from the 11~11al shape ~f 
· good, smce 1t contrasts with the usual honzontal any other type of 1llus!rat1on. Expernnent with it. 
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HO\'v' A POSTER IS DIVIDED INTO SHEETS 

------..... ---.. -r ,..------·-"·l.- ........ .... ..... J 
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Lt-Y<.) t)i ()I'=- OlJTDOOR f>OSTt:l~JHEET.f . 

P L.AN Y(.)(.)I<. \?()STl~.R.. 

.. 
• 

•• . 

A POSTE.R. CAN JUST Af EAfl LY BE PLANNED R..IOHT FOR THE LI THOG· 

RAPH.ER AND PAfTER. 6.VOID HAVING .fHEETJ" CUT THROUGH EYEf, 

MOUTHS, FINOE.RJ" ETC.WHICH WOULD LOOK J3AD IF JHE.Eif WERE 

PAJ'TED .fLIGHTLY OUT OF ALIC.NM ENT. JUCH CUTf ARE. SAD FOR. 

THE LITHOGRAPHER. IF YOU CAN,GE.T THE FEATUR.Ef WITHIN 

THE JHEET. WATCH THAT THE LATERAL CUT.f DO NOT SEP.A RATE. : 
' " OR CUT THROUGH A LI NE OF .fM..1.LL LETTERING. ,;HE. BETTER FOR1 
'THE PLbTE MAl<E.R.,TH E. BETTER THE PLATE.f. DO IT R.IGHi ,, 
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TYPICAL POS1.ER ARRANGEMENT'S 

it's 

----llUfl ~ nve. •NTER(;IT ON 0"4E J I DE, 6NO M Eff4C E,P1<00VC T ANO Nob.Me ON 'U4F.tOTMeQ. , NO'Tr: L,:,.,"tOUTor/Htti/, 

n$I Nl (;}<Ell... 
Bl!JY 

fAGONAL A.~R4H01!MENT t!)E"rWEEN Nb.Mt: ANO CAP1'10N, CON BE OIAGONAL C IT HERWll"(. c.A'TCHff EYE. 

~. ' II • 

ILUJTRAT 10" ONeoTH fl C>Ef. AQ.EAJ LEFT FOIi Ct>PTION,NAM !! OR PROOUCT . Cl>N ~EA fOLIO PICTURE. 

I "' .4..., 



~. ' 

tUJTRAT 10" ON 00TH fl OEf. AQ.EAJ LEFT FOIi C6 PTION,NAM !! OR PROOUCT , C<IN ~E A JOLIO P l CTURE. 
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h.ink e1bnul·- BoND's. 
Lo iv p 1•ices 

' 

SUDWEISER-,·JS:AGED ! 
/IJ l:IJ E.CT OVE Q NAl"l Ee 

FIVE MINUTES TO PREPA.RE ! 

CAPTION OVER TQP . 
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A TYPICAL POS'TER ASS1GNMEN1' 
Let us suppose we have been commissioned to 

an outdoor poster. \Ve will take a fictitious 

cxluct and I shall try to carry it thro1.1gh to com
etion exadly ::1s l w(n1l<l Wt:H~ it u11 actual prul,

\. Suppose we take u soft drink, ,1 lime drink. 
Ve will call it "Zip," since I know of no actual 

f°duct by that 11a1ne. Now, if it is a lime drink, 

. re may bi., some people who do not like a drink 
· sour; so the problem might easily be to pro

uce an attractive poster empfrnsizing the point 

at "it is as sweet as vou like it." This calls to 
~ , 
ind several c:1ptions: 

f eet as r;o11 like U Co11uln.'t be sweeter 
. SW<"?et enough Sweat <t..\' c;an be 

Tl1e last one is probably the best. rt cal ls to 
ind a sweet young girl, but since the drink is 
.ncd "Zip," she shouk' have a peppy breezy 
auty about her too. \Ve must show the bottle 

d perhaps a glass. lf we show her in action, 
e bottle and glass would have to be separate. 
'in order to tie the figure directly to the product, 
t us show her holding the bottle and perhaps a 
early filled glass. Sin(:e this ls not very active, 

will go to the other exh·erne. She is dressed in 

ry clothes, has been active by suggest ion, and 

tow relaxing after exercise on some sort of an 
utdoor lounge. 

I should say that she sh,>uld be looking out and 
iling a t you ( it will ever be thus). The poster, 

~ng long in shape comp1red to height, is ideal, 
n, for the subjci;l. 

The product name or trade-mark would have to 

incorporated int() such a poster. So ,ve will 

sign one here, though in a real order .it ,vould 
icady be wo,·ke<l out. I have never h,~en an 
tpert letterer, and that part has ahv,1ys been 
·en care of either by a lettering man under my 

· e or by someone who is h11ying the poster. So, 

·en though some may find my l<:>t tering ,i t fault, 

t."ill do the best I can, a :i.d ask your indulgent-e 
d that part of it. 

l have just drawn a few penci l roughs for gen
. l arrangement, very small. For lack of space, 

since all but two ,ve:·e disear<lcd, J will not 
roduee them. However, fron, the two most 
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promising I hnve worketl o,.,t two a little more 

complete in the size of four by nine inches. These 

mDst be reduced a litth1 to fit otu· book page size. 
F1v1..u ll1e.s~ I l1ave v,.:orked out tvvo color roughs. 
Since these are for general effect and color choice~, 
I have made; them :1s sin1ple in treatment as pos

sihle. \.Vere I to submit ~n actual color sketch, I 

would c;,rry it farther aod make the sketch ten 
by t.wenty-t.wo and a hall' ind1<.:s in size. 

Choosing one of the sketches, I now call in a 

n1()rlel and set up the pose the best l can. l would 
either work from life or take photos. I want an 
anirnaled smile, and want to nail it down, and 

since I have worked out a fair! y good color 
sehcn1e, I take a photo l~is(:d on the roughs. 

Selecting the best print, I proceed with the 
final work. The painting will be ill the proportion 
of twenty by forty. five inches. The rep!'oduclion 

will be mac.le fr(lln this large painting. ] now lay 

out the poster in char<:(:al. First I lay out the 
sheets. I flnd that, hy usi:tg the half sheet at the 

top on the left side of the poster, I can bring the 
girl's fa<X: completely withii) the seeon<l sheet 
down. Also it brings the caption onto the half 
sheets at top. Sa!isfied that everything is going to 
work out (or the lithographer, I slart the li11al 
painting. T he background is p,1i ntcd in first, then 

the red lounge. The: background is a color made 
11p of th1.: c:olor in blouse, lounge, and the white 

shorts. The white sh<Jrts have bee11 reh,ted with a 
little of the other t.:olo,s. 

The picture has been co,nplet(,d and the paint 
<11lowed to <lry. I now add the lettering and sornc 

final touch<:~ to the whole thing to bring it :111 to 
completion at the sa1ne time. A white margin wns 

left around the painting lo simulate the blanking 

space of white which is around every lithograph 
outdoor poster. 

There has been a hue and cry against outdoor 

posters as d,:facing the beauty of our cities and 

counh-yside. In the open country lhey 111ay be 

an c>•esore, it is true; bnt just as often they may 

screen dilapidated buildings or <:mpty lols heaped 
with rubbish. \Vith better art thc,y need not he 

ugly. It's up to you. 



If 
)1J1t:~ a11 U\H two \>Ve:-r:: c..11sc:arucu, J w111 not ,~·1t11 n1001sl1. , -v1t11 octtcr an tncy nccC1 not nc 

roduce them. However, fron, the two most ugly. It"s up to you. 
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Tl-IE IDEA ROLICHED OUT 

J we~tarcq1rlJ~-l · 

=-::;:_..u.;....:::::..;::..:::___......::..__; =:==---~ I 
t.. GOOD ARRAKG'eMENT, HOW E Y ER THE:. GIRL'S LEG If APTTO PULL t..TTENT!ON 1· 

AWAY i::ROM i-lAMePLA.TE:,oR OUT O ,F THE POSTER. fO WE. W ILL TRY .:l.G'L>IN . - - . . . ' 

' Goo o, GUT 1-lOW T HE. LEGf ARE. Too flJGORDINATED. THEANfWER ue.re1:1WEEN THEj 
"TWO .rkE.TCHE.f, PR05A6LY IN PROPPING' Tt-lE: l<NEE OF THE GIRL IN TOP ~OOGH, , 

A FTE.R fEVERA L .J"MALLER l<OUGH.f Tf-llEJE .ff:El"IED MOJ'T PROM li'J NG AND W.ERE I 
t:>RAWN UP MORE CAREFULLY, RE.VEALING' A TECH N ICAL l>IFFICULTY. IT]' 

WOULD HAVE BEEN l3AD NOTTOHA\IE l>lfCOYERED .fUCH E.RROR EL>RL'(lli 

Tl-le. W HOLE PROCEOWR.E,PROVING' THE VA L Ue. OF CAREFUL PLA.NNING. 

FROM Tl11J' POINT ON,THE L>R,!fT WOULD 6 E.G IN TO ,HINK 01= COl.OR,JTARTUl~ I 

W ITH fO~E TlNY ROUGHS. W+!EN HE G'ET.f L; GOOD O N E. HE: CAN LAYC.OJ..OR.i 

RlG'Hi OVER ~E SELECTED PENCIL ROUG'H,OR MAKE SEVERAL Q() ICK I 
ROUCHJ' OF DIFFER.1=.NT SCHEME lARG'E ENOU<.H TO CARR.'Y 4<::.ROS.f iHI':. ROOM.I 
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1-IALFTONES OF THE COLOR ROUGHS 

$cue~f '1~ COIi /,<I 
I 

, r 

THE COLOR. ROUGH.f CAN BE. DONE FR.OM MODEL OR PHOTO,OR,-HEY 

MAY Bl= DONE WITHOUT DA'TA 1 I F NOT 'TO BE. JUBM ITiED, JUCH ROU G'Hf A.f 

THEJE AR.I: FOR THE ARTtfrj OWN EXPERIMENT AND JATlfl=ACTION, IT AMOUNTI 

me AJJURANCE THA, AL I. IJ W ELL (OR O'rHE.RWJfE) , JA,1.fFIED, HE lv\A'( GO 

AHEAD WITJ-1 TH E. Fl NAL ;WORK. JUCH R.OUG'H.f JtlOULt:> 6E LOOKED UPON AS 

QUALLY IMPOR"TANT AS Tl-I E FINAL WORK LINO A Pt-RT OF IT, FOR. IT V\llLL 

IIICORPORATl:c TH.E. e1a THING.( THAT ULTIMATE LY MAKE A GOOD POSTER., 
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"fl-IE FINISHED POSTER 

Sweet as can he I 

H"re we have the finished poster, an<l it could hav,; been any one of .i half-dozen ideas or schemes. 
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DISPLAY ADVERTISING 
: fITHOGRA t'll cut-outs and displays may be consid
:'ered as having somewhat more reading time than 
outdoor posters. However, such reading time is 

, ~otalways leisore as in the case of magazine read
ing.· fn foct, 1nost displays inust be seen when 
jeople are in a hurry, passing windows, shopping 

I or lunching or going to and from work. Therefore, 
l~ edisplay should be planned for brevity of text, 
· l mplicily ol pictorial elements, and directness 

of appeal. 
( First let us consider the various types of dis-

t 
}lays. The mpst consistently osed type is the 

. 1.ingle panel, with lettering or 1nessagc on the 
ficture, above or helow it. This may be supported 
. lY an "easel" in back, or be n1ade to hang on the 
[;all. Sometimes some sort of a base is used to 
1tal)cl it 011, and so,netimes the actual product or 
package is displayed upon this base or step. There 
ue single-sh,:ct displays and posters made lo he 
p:istcd, tacked, or hung op. Such single-sheet 
~sters are not mounted on stiff boanl as are all 
Jlhers. (In most c·ascs the mounting fs done after 

the printing.) 
\Vith oth<:r types of displays, all sorts of ingc11u

fY is used in clie-culting, and in experimenting 
jl'ith various folding and interlocking devices for 
liability. Almost ,inything can be built of card
~ard in this manner, often producing a three
dimensional effect and giving great latitude for 
veativeness not present in other forms of adver
r.il1g. A figure or group may be cut oot and 
roed in front of a backgr:1und. Displays can be 
most intriguing and tricky. Intricate die-cutting 
~ e~pensive, however, and therefore such die
,utting is held to a minimllm. Cutting is usually 
~anncd for the outer contour, without inside 
;,ts, such as a space between the elbow and the 
lbcly. Such holes require separate dies. The dies 
rnnot cut extre1uely sharl,l points a11d angles, so 
liny scJTations and intricate outline should be 
,voided. The die is a steel band which must be 
tor bent around the outline. 
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Another type of display is the three-wing vari
ety, set up as yoo ,vould a :hrce-wing screen, or 
having the ,v;ngs locked into place by locking 
device.s. It therefore stands without back sopport, 
and its advantage is that it may be set at the back 
of the window or against the wall on a shelf, with 
products displayed in front of it. It is usually 
planned with the 1niddle panel largest and can·y
ing the main pictorial interest. The sido panels 
may be used for the produ~ts. or for the adver
tising message. 

The "t wo-planc" type of display is usually die
cul 011 the front plane with so1ne sort of opening 
to the back plane, providin:~ a permanent back
ground for the pictorial n1alter, since a single
plane cut-out might appear against any back
ground, often losing thereby in effectiveness. The 
back plane may be pasted onto the front in a box
like anangenienl so that it will fold flat for ship
ment. The effect is that of inaking the cut-out 
nrnterial seem to stand out in space, and with 
the added roundedness of modeli11g by value.~, a 
very lifelike appearance may be achieved. This 
illusion of reality adds so 1nucl1 in attention value 
that it merits additional expense in producing 
such an effect. A display like this should be made 
in 1niniature and discussed carefully with the 
client, who when he secs the enhanced effect is 
more npt lo feel that the extra ,ixpcnse is justified. 

A very pOpl1lnr type of <li~play is the large cut
out figure which stands around the store in con
spicuous places. Artists have nickm\med these the 
"Oh, pardon me" type, for people are always 
bumping into them and taking the1TJ for real peo
ple. In such a display the legs and feet are a prob
lem, for a fairly ,vidc and quite solid hase mllst 
he provided. Small feet would break off, nnd the 
thing would always be falling over. Long dresses 
of course art} the best nnswer, n11d when you are 
not able to \1se one, the only thing left is to put 
sornething in the way of a background behind the 
legs, or just some dark color. 



DISPLAYS ARE "POINT OF SALE" MERCHANDISING 
The greatest vallle io display advertising is that 

it is displayed where the prodllct is sold, and, seen 
by the customer, becomes a direct salesman. It 
does not need so mllch "memory value"; rathei· 
it is "on-the-spot" selling. Therefore a good dis
play should not be general selling, but a positive 
person-to-person type of selling. The word "you" 
is excellent in displays. Let us say that tbe objec
tive can be sununed up in these phrases: "Here 
it is, buy it"; "Try it now"; "Take it with you"; 
"It's good, buy it." 

Ofte11 a good display may be bu ilt around its 
use or application. A huge toothbrush may be 
brushing huge teeth, a large lipstick might be 
touching hill large lips. Large hands may be 
applying nail polish on fai-ge fingernails. Or we 
may show the iJ1evitable pretty girl using or apply
ing the product. As in outdoor posters, the large 
head seems to be 111ost effective. In fact, anything 
may be enlarged to gain attention. 

Basic appeals apply to displays as 1nucb as to 
any other advertising. Soinetimes displays are a 

final co-ordination of other advertising into a 
direct co1:1Stui1er appeal. 

Let,nesay that i11 displays the advertising pos
sibilities nnd opportunities for the ai·tist are hardly 
touched. '\>Ve have had, o.f course, millioos of dis
plays. Unfortuoately the full value artistically is 
seldom reached. In reoeot years the lithographer's 
customer has been eneourage<l to buy some of the 
best art talent in the country, and for this reason 
some displays are beautiful. There is still much 
of the garish and gaudy, the cheRp and tnwclry. 
But the £ekl is steadily bnproving, with better 
conception and better e.,ecution. There is no rea
sou why a display cant1ot be as flue a work of art 
as at1y rnuseUJ11 pau,ting. l arn stu·e the cn,dity lies 
in tbe concept:io11 ratl,er tha11 in the demand or 
interest of the public. \Vhy 1nust the belief persist 
that people cannot appreciate good art? 

I am sure that misconceptio11 has been a part 
of the lithographic field too long. The better 
hthographe1·s are proving every clay tliat the bet-

te.r art pays, and attracts, aud sells. \Ve do . 
need the gaudy stuff to sell. 

It canoot be denied that brilliancy of color h 
good in a displa.y,,~n,t lithogr~phers a~paron~ 
not yet know of relative brilliancy, and t~ ft 
is really more bri11i,1ut a11d beautiful tha. 
everlasting con1binatioo of raw primaries. Lit)l g· 
rophers have sh.ied from tooal or greyed coli) 
a horse shies from a snake, uot realizing tba' lie 
support of n1ch color makes the ·brilliant -co 
sing. They ck1 not know that pure yellow robs,_ 
pttre red robs blue, and by their very 6ghting.: 
give most of us a negative response amountfu. o 
an acute pain in the stomach. The public is) 
sold when 11.auseate<l, and some day there wi"' 
a law against concocting poisonous color fo•-p b; 

lie consumption just ns there is against con~, 
poisonous food. Both c:tn 1nake one sick. The t 
den of responsibility falls 011 you, young ar.~ 
to begin the crusade of good color. I think yoii;Ju 
do it. r wish r could paste tlp a huge sign in ev_ . 
lithograph plant: "If yor, use one f11U-st-r ·: 
prfa1wry, for Pete's sake tone tlie otlier ti,: 
That is all it nee<ls. And you ean tone them ,,,. 
a bit of the full-strength one. It is as si.mpl~. 
that. 

There is so much opportunity still left for off 
inality in displays. I11stead of the hard-edg_ . 
pasted-on type of illustration, so much can.! 
don.e with quality pa[nliug wl,ereiu val~es. sa . 
11.esses, and beautiful tone all play a part \ . 
cannot a display be done in the manner (i° 
lovely porb·nit instead of a pasted-up pho 
graphic thing on which an modeling has b" 
blenched out for the sake of so-called "cl 
color"? Clean color is a delusion-for instance, 
idea that flesh can contain 11othing but red a! 
yello,v. Clean color lies in the lxue value and no 
ing else. There is 110 real reason for lithOh>'Taph~ 
lagging behind the other fields in art productio 
\•Vith better art understancliog, lithography cotil 
,vell lead the pack. But many ills must first 
cured. 
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WORKING UP IDEAS FOR DISPLAYS 
Let us suppose we are searching for an idea for 

a display. As pointed out, ideas spring from facts 
about the product which can be related to psycho
logical appeal. To 1nakc the appeal, we either 
make a promise that will bru,g satisfaction, we 
satisfy a desire, or we seek to alleviate a situation 
that is unplens.lnt. l'\aturally our b~ic intent is to 
interest. the custolner in , and to sell, the product. 
Fitting the ha.~ic appeals to the product, it then 

· becomes n. ,natter of evolving material that will 
· carry through the complete purpose and intent. 
To assure us that our idea and approach is sound 
we can list the clements that shonlcl be incor
porated into a good display, and make an analysis 
oI the material to see if it comes reasonably wi.thin 
·these requirements. It must be reali,.ed that no 
matter how l.1<•a utiful the art work, if the function 
ol the display fails, all is lost, including our effort 
nnd our client's investment. Therefore it is well 
to check with the following requirements when 
prcpariug a display. 

ESSEN1 IALS AND l•"UKCl'IO:\"S Of A COOi> DlSPLAY 

l. Jt m11st establi.,h contnct with the ptU'cl1:1ser at 
the point o( sale. 

a. It must he seen clearly from the sidewalk 

or at considerable dist'ance in a large 
store. 

b. To be sc-:cn and to carry well, it must be 
of simple design and good color. 

c. It must call the customer's attentio11 to 
the product. 

2. It mu.,t co,icludt: a sale, if possible, on the spot. 
Therefore: 

011 the display, or be designed to exhibit 
die actual product. 

b. If the package is small, it should he sho,-.11 
en largcd enough to secure attention and 
identification. 

4. ,\11y sales argument should he based upon a 
sound appeal, and the merit of the product 
should be made as evident as possible. 

a. lt is most effective with person-to-person 
copy so that customer is personally ad
dressed. 

b. If general appeal L~ used, make sure that 
it is directed to the average person. 

c. If the appeal is specifically to one sex, 
make sure tho appeal is a logic.1! one for 
that sex. 

5. Jt must be brief and to the point. Therefore it 
should: 

a. Assume that the customer is in a hurry. 
b. Incite curiosity and u1tcrest. 
c. Create a desire for the product. 

From the above you will note that display 
advertising follows in a general way the typical 
routine of all good advertising. The main differ
ence is tbat instead of s triving for an impression 
npon the memory, it calls for immediate response. 
In the selection of material we ~hould weigh this 
carefully. Docs it concern the render spcciflcally 
or gcncrall)'? Let me illustrate the clilfcrencc in 
the two following catch lines: "How is your 
bre~th this 1nomcnt?" This for immediate rP.ac,
tion as opposed to "'Takes away unpleasant 
breath," which does not le1,d the customer to 

a. It should contain a convincing sales argu- question bis own breath or :isswne that he needs 
ment of some kind. the product. 

b. Thepictorialcontcntshouldampli rysuch It is good to make the preliminary roughs for 
argument. displays 011 a two- or three-ply bristol so they can 

c. For required visibility, such pictorializa- he cut out and set up in miniature. You may not 
tion should be composed of large units, have much to do with the idea and text at first, 
stated simply and with good contrast to but by proving to the client that you understand 
background. tl1c whole set-up you will become more and more 

S. It should identify the name, package or wrap- valuable to him and will be granted the oppor-
ping, and use. Therefore: tunity to exercise more ol your own taste and 

a. It should picture the package somewhere judgment with eacl1 commission. 
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\'v'ORKING WITH DISPLAY Lll-HOGRAPHERS 
I.n fairness it must be pointed out that for the 

artist the display field is highly speculative. 1Jn
likc the other fields, the lithograph sales1nan will 

rarely con1e to you at the outset with the order 
for tlle fin.11 picture. He is ordinmily competing 
with several others, and while he is ,villing to 
spend 1noney to get the final order, he cannot 
guarantee you that there ever will he an order 
for the Anal work, since the display may go to 
some oth(er lithographer. All competing sales1nen 
are going to make the best preli.mi1mry showing 
possible. To outdo one another some will submit 
finished paintings, which makes it difficult for the 
others. Since the lithographer m~y h,ve only on" 
chance in five or ten, he may hesita te to order and 
pay f1,IJ price for a finished painting. Each would 
he conten t t(l submit roughs if sure that all the 
others would follow suit, bnt until lithographers 
get together and agree upon ethical tactics with 
oi1c another, this situation. ,,~11 continue. Thus 
the salesman is rather up against it. If the sales
man can land one order out of four, he is indeed 
a good one. 

On the other hand, there is no reason why the 
artist should bear the burden of this speculation 
hy producing a finished pictw·e that has such odds 
against it without any guarantee of a selling price. 
Every lithography house accumulates a ".morgue" 
of unsold paintings, and the paid-out value runs 
high. If a salesn1an can "resurrect" or revamp an 
old picture, either yours or his, this is one way 
of cutting down sales <.'Ost. If a new picture is 
needed, he may come to you with any kind of a 
proposition to hold his costs down, since he does 
not want to hwt his prestige by adding to the 
morgue. 

I L'Onten<l that the fairest arrangem.ent is fifty
fifty. The artist m:,y gamble half the sale price 
with the lithographer. If the job sells, he gets the 
other haU and sometimes a bonus. If it does not 
land tlie order, he is entitled to half the original 
price for his tin1e and labor. Under no circ,lln
stanccs shou Id the artist take the whole ga1nblc, 

and reputable houses seldom ask him to do so. 
If the artist is striving to make a reputation, 

such a ga1nhle 1nay be sound from a business 

standpoint. Cettiog a good display reprodut'ed 
has a compensating value in publicity for him. 
H'owevcr, if the artist's ti,ne can be otherwise so 

· filled that he is not called upon t,) speculate, then 
it is foir that one client sho11ld pay as much for his 
time as another, with no special privileges to the 
lithographer. 

If he works for an agreed price, to be paid in 
full only if a Anal painting is made, the artist can 
speculate with a preliminary sketch at a reason
able cost. and this can be submitted with full-size 
tinted photostastic copies. In the case of better 
artists, even the sketch and the 'blow-up" accom
panying it stand a good chance against other fin
ished work Then if the sketch docs not get the 
order, it does not represent heavy loss on the pnrt 
of either artist or lithographer. 
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You call hardly blame the lithographer for 
v,anting rinfsbed work if he ca·,, get it, without 
going the full limit of cost. Nor can you bfame the 
artist for not wanting to shoulder the ,vhole gam
ble by doing a finished painting for nothing if the 
order goes elsewhere. You c-.. u, make your 0\\1l 

deal, but re1nember that if your work is consid
ered good enough to submit, then it: is too good 
to do for nothing. Do not ac<.-ept a "double or 
nothing" proposition, for it does oot stack up with 
the odds of less than a one-to-four chance of ~'<lll
ing. If the art were the only thing that sells a 
dispby, the oclds might be better. But poorer art 
than yours might still get the ord,:r if it were 
coupled up with a bette1· idea, and the idea may 
not be the artist's at all. 

I have had iil3ta.nce,, where the lithographer has 
vol unt:aJ·ily added money to my bill when the 
order has been secured, or when some litho
grn1,luc work purchased in the past turned out to 
be a "bell-ringer." It proves that, while struggling 
hard to make a profit, they will share it when 
they do. 
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CALENDAR ADVERTISING 

Tlf.WRY of' calendar illustration is just the of illustrations. Suspended action can get mighty 
verse of displays. The appeal is general rather boriog when you wait three hundred and sixty-
~ n specific. A calendar must fit abnost any prod- four days for some trivial thing to happen. It is 

1,ct. Therefore there is seldom anv direct connec- something like the effect of a motoon picture get-
f n between the picture and product, nnd unless ting stuck in the projector, with tl1e resultant boo-

ecially prepared the picture would not contain lug and catcalls from the audience . 
. 'peciiic product. The product of course could be ~1uch of the appeal in calendars is by a,;socia-
eneralized, S\1ch ns beer, bread, o.r something tion ,vith present and past (jfe, recalling pleasant 
. 1c1 under maay nrunes, or it could be plaru1ed memories, or making a picture "strike home" to 
~ an industry. such as automobiles, hardware, one ,vho has gone through much the san1e 
·: ·ries, and bakeries. However, the J?U.fJ?OSe of the experience. Calendar pictures ,nay be th.ose which 
lcndar is directed toward good will and con- provide an escape fro1n the monotonous routine 
. ued patronage, stressing service, quality, and of li fe into fanciful dreaming. Psyd1ologists point 
onon1y. The object of the calendar is to pro- out that we all have l\vo little ,vorlds to live in, 
9te friendliness and good feeliog. tbe world as it is and the world as ,ve would like 
. It is importnat that the illustrator sense the clif- it to be. The latter is the one of dreams, a1nbi -
&-ent-e of psych.olor,>ical appeal in the calendar as tions, and the escape from reality. The calendar 
mpared with o ther types of advertising. Calen- illustrator has much to learn fron, psychology. 

ars are coupled with indirect selling, selling the Relief from tedium is sure-fire appeal. ~1ake a pie-
..,:n1 or business rather than a specific product. ture a man or woman can dream in, or escape into, . 
jhis is kno,vn as "institL1tional advertising." Since and you ca,1 hardly miss. 
,:e same·procluct might be bought at a hundl'ed I belJeve this factor accounts for the tremen-

laccs, the calendar assumes importance in the dous popularity of U1e Max6eld Parrish calendars 
ationship of dealer to conslUner. Or, in the case of the past. He provided the dream castles, blue 

·, a calendar a<lvertising a specific product, it skies with billowy clouds, children and lovely 
ecomes an appeal of the dealer to buy that ladies out of another world. But there was auother 
: duct from him. A dealer imprint space is there- tl1ing- he gave it all a sense of reality. So we cai, 

ore left on- nearly every calendar. whether the rn.1ke fancy real. \.Ve can provide !:rips to moun-

l
clvertising is specific or general. tain strenms that people love but cannot reach. 
As a result of tbis dilierence in approach, calen- v\le can glory in the outdoors, and the activities 
~r illustration leans to general human interest roost of us would dream about. vVe can sail blue 

r l.ijects, ide!IS that appeal !O the CIUOtiOnS, creat- \VaterS with billowy sails, provide adventure, Jove, 
fg sentimental response. The calendar does not ro,nance, appeal to patriotism, glorify the ho1ne 

·te to action, cw·iosity, or the urge to buy. and si.mple life. \,Ve can seek out the things that 
her, it creates satisfaction, lends tratiquillity, would give pleasure, relief, and relaxation. The 
gs contentrnent. I do not mean tbata calenda.r pretty girl of the calendar may give a man an 

cannot portmy action. S0n1etimes action is very imaginary romimce, his "drearr, gid," so to speak. 
t.i>d, as in caleiidars depicting sports, or in sub- V\Fe can give youth to the old, ron1ance to the for-
~cts that are action within themselves. But it gotten, vitality to the weak, broad worlds to the 

ust be ren1em bered that a calendar 1nust be nan·ow. No wonder calendars go on year after 
···ed \Vith a long ti,ne compared ,vith otl1er types year as a permanent institution. 
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BASIC APPEALS APPLIED TO CALENDARS 
!vi y feeling, just as \Vith displays, is that the cal

endar opportunity has hardly been touched. Cal
endars off<,!JO an even greater degree a channel 
for really fiiie art. Unfortunately, much of it has 
been cheap, tawdry, and with tnaudlin sentiment. 
The chief worry of the calendar house will always 
be subjects. The next worry is finding artists with 
eno11gh ability to do the1n. \.Vhen the artist can do 
n1ore thinking, better calendars will be with us. 
The day of the inane pre tty girl holding a pet is 

almost over. 
Let us look at the green pastures open to us. 

Again, the basic appeal$ hold good. The home, 
the soil. children: anunnls, serenity. security, pa
triotism, religion, are just a few. In addition to 
that approach, there is everything of general and 
popular interest, as the Boy and Girl Scouts, com
munity activities, youth 1nove1nents, niilitary in
terest, school, sports, charities, recreation, church, 
voeational enterprises, and many others. Almost 
any example of valor, generosity, kindliness, 
thoughtfulness, faith, confidence, patriotism, cour
tesy, neighborliness, courage-in short, all the 
finer qualities of humans- is good calendar ap
peal. Simple, homely ideas take on just as much 
greatness as more grandiose ones. 

I have noted that many individuals tear off the 
calendar pad and use that alone. Inquiring why, 
I found the answers interesting and revealing. 
l·lere are some of the reasons. One n1an remarked 
that the picture was so sexy that it refiected back 
on his b\1sin~~ and personal character. Being a 
1·cspccted person himself, he " 'anted nothing to 
injure that reputation. Another said, "It's so gaudy 
you can't see anything else in the room, and I be
lieve my other things reflect good taste." Another 
said, "Why should I use my home as an ad for 
some garage? If the lettering were not so big, I'd 
have kept it." Another said, "1'111 sick of bird 
dogs." Still another, "That isn't the way the out
doors looks to nie, there is something \vrong with 
the colors." \ '1hatever the reason, if they keep the 
pad and throw away the picture, the artist, calen
dar house, and advertiser have all failed. It shows 

that there is somewhere a lack of ability, a lack 
of good taste, and a lack of understanding. There 
is no reason why we should consider the public 
as lacking in appreciation and good taste. There 
is no proof whatever that there is not apprecia
tion, but, on the contrary, plenty of proof that 
there is. There is proof that the public taste leans 
to,vard sentimeritality, but that is nothing against 
it. By vote, duril1g the Century of Progress E11.110-
sition at Chicago, Breton's "Song of the Lark," a 
peasant girl with a sickle at twilight, \.Vhistler's 
"]\,{other," that grand old lady, and similar sub
ject·s Jed all others in popula1ity. That means they 
\vouid still sell as calendars. It also 1neans that 
sentiment need llot be dragged in by the heels. 

Summing things up, calendar appeal should be 
colorful but with some clig.nity, alive bot not 
jumping off the walls. There is room for good 
taste in suhject, sentiment, design, color, and 
execution. That is not an easy order, but it is what 
is really needed. You 1nay be certain that h"\1ly . 
good calendar subjects and ideas v,ill find a mar
ket. !vluch of the bad stuff you see is used because 
there really is not enough of the good to fill the · 
demand. Calendar houses are combing every 
place, all the time, for good material, and only a 
small portion of what they find is re.'llly good. It 
is a mistake to think that pictures turned down for . 
every other purpose will finally sell as calendars. 
\Vhile it is true that pictures which would be good 
elsewhere might also make good calendars, the 
<,-onversc is far from true. Calendars olfer oppor
tunities for fine work not always present in other 
fields, and for the very finest kind of reproduction 
and printing. Good calendar paintings are hy no 
means cheap in price. Some of the highest-paid. 
artists are commissioned yearly at top pTices to 
do the best calendars. Keep your eye on the cal
endar market. 
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Calendar houses, if a man is good, 1nay offer. 
exclusive contracts or arrangemen ts. The artist 
must decide whether he wants to work that way. 
I myself have never liked exclusive arrangements. 

I prefer to keep the door open. 
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ESSENTIALS OF GOOD CALENDAR ILLUSTRATION 
1. It must create enougb of a respoDSe that one 

will want to look at, hang it, and keep it for 
its own sake, as well as for the convenience 

. of the calendar pad. 
·i 2. Its subject and n1eaning should be clear to 

anyone. 
3. By preference it should be soothing, relax

ing, resth,l, since it must be lool<ecl at for a 
long lime. 

4. If it can provide an "escape from boredom," 
so much the better. 

5. 1f it contains action, let it be of the lively, 
healthy sort intended to release pent-up 
energy, nothing to induce emotional unrest. 

6. The mlor should by all means be hiu·monious 
if it is to keep its place on the wall. Raw eolors 
eventually irritate. 

7. The sales or merchandising approacl1 should 
be indirect. 

8. Sentiment should be genuine and convincing 
and not overdone. 

9. It should not be too seasonal if tl,is can be 
avoided. 

10. It ~honld show the better human character

istics. 
11. It should not show cruelty, racial prejudice, 

malice, or other negative traits. 
12. i\1ode or style should be generalized enough 

to be good for some time. 
13. It should have full meauiug with or without 

a title. · 
14. It should be entirely original, containing 

nothing that ,'Ould be considered as copied 
from other work or oopyrighted material. 

15. Its design should give it carrying power or 
attention value ae1·oss a nom,al-sized roon, 
or store. This means siooplicity. 

It iS useless to tr)' to "fok.," calendar picttu·es., . 
You will only get them back. C:,lendar houses anr; 
too aware of good art al>d good craftsmanship,. 

Do not cop)' any picture of a motion picture sta:ci 
and expect to sell it as a calendar. Such a proj~( 
wo,1ld require a special release from the subje<:~ .. 
In fact, you cannot use any printed copy as calen~ 
dar copy. Subject and material must be all your~ 
own, so you can release it witll a guarantee that! 

' there can be no claiins against the calendar hous.i.• 
Any material submitted should be securel,Y;j 

wrapped and postage paid both ways. 
All)' color medium 1nay be used for calenilitr:. 

reproduction. Here is a good nHuket for pastek'. 
I believe oil is preferred rather tl1an water color;, 
though I sw no reason why a water cclor would 
not he used, if good enoogh. ,; 

The full coinposition, or picf:\lre carried 09f 
to the four corners or at least with t'Olor back~ 
ground, seen,s to fore better in selliug calend, 
people. But this is just an opinion, and I tltink ft, 
really depends on subject aud execution; no mat; 
ter what the subject or mecllmn. \.Yit and goo , 
hu1no.r p1ay a s trong pnrt in oalen<lars> thougu': · 
know of no calendar house that actually buy.s: 
comic drawings. 

The calendaJ, like the poster.or display, ca; 
very well adhere to the four basic tonal plaos. A . 
must be seen, and 1nust carry, as far as possible; 
and there is no better way to get this quality. Y!>IJ 
may find calendars with delicate subjects, but;~ 
believe l am safe iJJ saying that those w;th goo .. , 
t'Ontrasting values and arrangement stand th·e 
best chance. Related color will always apply bei 
cause it is good color. The calendar people ccrf: 
ta inly ,vant vitality, or brilliance, in their subjecfs· 
and at times oveJstep the limit iI1to bizarre ari . 
gaudy color. Ooe thing is certaiI1: they are no.l 
interested in drab and ,nuddy pictures. The( 
will inevitably come back unsold. Figure sub; 
jects n1ust have some story or meaning, and nif 
be simply portraits of people. Even finely paint : 
heads will beretun1ed i.f they have no sentimeli ,
appeal to tl1e public. Some calendar houses ha\ 

Calendar subjects· may be sold for "calendar 
rights" only, retaining tl1e original. Or the sale 
may be outright, the picture becomil;g the undis

i:mted property of the calendar house. Some .firins 
require a release from the artist of any further . 
claiin. If a c-alendar has been sold once, it cannot 

be sold again for the same purpose. "line t'Omrnittees" wbtch pass on all subjects. 
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PAINTING FOR CALENDAR REPRODUCTION 
·, Calendar reproduction should be considered in transparent glazes of one color over another. 
,different light from reproduction for magazine Such an effect is almost impossible, since the color 
_fages. The latter must l>e printed at terrific speed 1nust be one thing or another in any given spot to 
nd dry very fast. The ink cannot contain the make good plates. 1-cfany of the Old Masters are 
·mount of pign)ent used by the calendar printer; very difficul t to reprodace because the many 
il fact, it must he di lutP.cl f'o ,, farge extl,nt with coots of vornish give ~hem a very yulluw line, 
,tain fillers to make i: Oow easily and dry fast. which must be cotmteracted hy the engraver. 

'.alendar printing is la~gely by lithography. In- Give your engraver a clean, simple color 
; iead of the three color plates and black, there scheme, starting with a few colors, and you will 

'. ny be six or mot'e colors used. It amounts to a get good reproduction . Yout'paintmay beapplied 
'ght and dark of the basic colors, including a ligh t thickly or thin ly and they will get that effect. 
' ey, light brown, and others. Thus a r icher effect Some lithogrnphers go so far as actually to emboss 
' color is possible. The calendar is printed on fine the paper to give the effect of thick paint, making 
ock, where the magazille must often use the it d.iffict•lt to tell the niproduction from an orig-

-of-the-mill and cheapest papers. inal oil painting. 

This concerns the artist and his work consid- The one 1:,11·eatest opportunity I see in calendar 
'.:ably. M.uch more delicacy of color and value illusti:ation i~ to take the many neglected phases 
' possihle in calendar ilhislration. i'vfore subtle of American life and develop them. There is so 
radations and softness of edges may be used. rnuch that is untouched. i\fany calendars develop 

'_onal qualit"ies of color, or color varied to the into a series which has year-after-year possibili-
.. arm and cool, arc not the proble1n to the calen- t"ies. I have two such series which have been going 
ar printer tha t they arc to the calendar printer right along for sevt)ral yea-sand which get ,nore 
:rinter. Ordinarily much more time is spent over interesting all th,~ time. Educational subjects find 
.,lendar color plates, since it is oot a matter of a market with schools, banks, and 1nany other 
· eeting weekly or monthly closing dates. sorts of iiistitutions . 
. In painting for calendars a full palette may be The so-called popular, or pretty, subjects could 
t, using two yellows, two reds, and t\vo blue.s, very easily give over to things of greater character 
eaning a warm and (:OJI of each. In fact, there and deeper meaning. The~e m·e rnany more sub-

' 

hardly any limit in the way of color to the artist; jccts to be had, but it is up to the artists to take 
is free to do almost ru1ything he wishes, with the fresh viewpoint to the calendar houses, not 

e single excep tion of tco mtich widely contras'!· wait for them to come to you. 

I , g '1>roken color." "Broken color" means small Check among people all you can as to the kinds 
: tches of va rying or contrasting patches of color of thi11gs that interest them. In this way new ideas 

I '·d side by side as did the French Impression- ,,nd approaches will become possible. \Vhat do 
l ts. That is every plate-!llaker's problein, and it people love to do with their spare time? \<Vhat 

f 
very hard to reproduce. The dillict1lty is in arr iv- are their hobbies? \Vhat do they day dream 
g at the identical values. about? Deep down are many psychological an-
".The ar tist rarely plans the complete calendar, swers to the things they really want. 

ihcluding mats, frames er borders. Your p icture Calendar ideas may be submitted in sketch fiy be put to a variety of purposes, and be form if the calendar house is familiar with your 

I o/(>pped to 6t various size,. Por lhi~ (ea.· son, calen- final work. If not, some proofs or examples of you1· 
r people like plent)' cf extra cropping space fi nished work should be submitted along with 

t 
· ound a subject. your sketches. Sometimes an idea may be ac,-ept-
The principle of glazing in painting is not too able as idea alone, in which case it may be bought 

j ood for lithographic reproduction. This means for development by another arttst. 
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COVERS AND JACKETS 

THE :vrACAZINE c.-over field at the present time ap

pe-1rs to me as most \vide open for improvement 
of any of the art fields. For a goo<l many years 
photography lrns prnctically usurped this field, 
with the result that we have been surfeftcd with 
covers very ordinary in conception nnd monolo
nous h1 exec\llion. Through this pt l'i-Od thcl'c have 
been a few stalwart magazines that have stuck 
to the belief that art is better as a magazine cover 
than photography. Some have straddled the 
fence, some have gone over completely to the idea 
that photography, n!l in all, does a better job. 
However, this is not surprising in v;ew of the do::
velopmcnt of color photography and the errone
ous belief that photographic detail is superior to 
art and its appeal. The Ry in the ointment has 
been.that there is so little to distinguish one color 
photograph from another, so little indivi.du,1lity 
and personality. One cover C'Ould be switched to 
anothe1· magazine by simply changing the name, 
without noticeable difference. 

The truth is that all idealism ha.~ hccn sacrific,,d 
to fact. Instead of the ideal girl, we have 01,e who 
looks like an individual belonging to so111ehody 
else, with a definite address, and working for a 
definite model agency. She may be on this n1aga
zine this month, and on another next month. The 
faces become as well known as mo,ic stnrs'. She 
ceases to be your dream or mine, and becomes 
as unattainable as any famous movie star. The 
famous Gibson girl of the past was a ~'Onception, 
not a fact. She belonged to all. The Christy girl, 
the Flagg girl, the Harri~on fisher girl, were all 
dream girls of their era, and the public ,vent mad 
over them. \Ve cannot go mad over the cover girls 

of today- there arc too many, and they are too 
obviously picked for their photogenic quality out 
of our own ranks, not out of the imagination of 
an artist. 

Bcca,,se of the very deluge of photogenicity, 
covers are pa~-sively accepted, although some 

1nagazines make a heroic effort to get away from 
the pretty girl entirdy. iv!ost, not knowing what 
to do, stick to the photogenic, relying on hats and 
whatnots to put them over. The idea of a cover 
subject is still present 011 only a very few maga
zines. By "s11 hject" I mean an appealing and story
telling idea. ,~re may all be grateful to N'orman 
Rockwell for holding the line, and cvt,ry indica
tion points to the fact that what he stands for in 
the way oft-overs is most love<l hy tlte public. It 
is granted that all magazines arc not interested in 
tell ing stories on their covers, but it is also true 
that modern dress an1l charm could be more beau· 
tifully presented in fine art than by photography. 
,vhat we need most is the artist who can deliver. 
I thoroughly believe that with the advent of bet
ter artists, the magazines will be quick to seize 
upon such ability. I also believe that the very 
reason so m,,ch photography has beel\ ,,sed is the 
dearth of comparable production in the way of 
art. \Vhen as a g1·oup we outshine the camera, we 
won't have to worry about being used. But if 
we make photography our goal and limit, we are 
going to lag hopelessly behind it. It \vould be the 
best thing that c-ould happen to artists and art 
generally if every camera \Vere taken away for a 
few years and we were forced to create with our 
eyes, hands, and brains. \Ve will never aiTivc at 
art through photography. 
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As the field stands today, our opportunity is 

limited. The chances of sell.ing a cove1· ,u-e indeed 
slim. The reasons as thev stand are: , 

l. Few 1nagazines can depend upon the unso· 
licitc<l submission of material. 

2. The artists used are generally working close 
to the 1nagazine, some by contract. 

3. \Vith the necessity of complete speculation, 

the use of photography, and the continued use 
of a few artis ts, the average artist is discour
aged. 



COVERS AND JACKETS 
, 4. The desire to couple the cover with the con

tents of the issue, 
· 5. The-relative disinterest of the magazines in 

the production of good American art, 

About a 11 you can do to sell a cover is to send 
in an idea in sketch form, or truce a chance with a 
finished painting. You will probably get it back 

· J}ut I am thoroughly conv;nced that 1nore and 
.more rut will be purchased for covers, as fast _as 
the good becomes available, and that some day 

· photography will be frowned upon as the chenp
. est of art. At present it would be a bit foolhardy 
to specialize in covers alone. If, you are a good 
artist in other fields, there is nothing to stop you, 
when you get a good idea, from working it out as 

,a side issue and taking a chance on it. But if you 
·are new to the field, depending upon au income 
from covers might result in very slim pickings, 
·If you can get a steady arrangement with the 
smaller magazines, it might be quite worth while. 

TH•: BOOK JACKET 

Here is a field v .. ;de open. The book jacket is a 
challenge to the ingenuity and cleverness of the 
;artist and therefore is interesting and exciting to 
d~-To keep it simple and effective is not so easy, 
·Puhlishers like rather short titles, They do not 
always get them. Title and title space on the 
. jacket is of first importance, more important than 
1the illustrative space ( if any is left) . But illustra
tion has a place on the jacket, and can contribute 
largely to the attention and interest in the jacket 
-and the ultimate sale of the book. As a general 
rule, jackets n1ust he printed fairly cheaply so 
:that flat color in postery effects is desirable. If the 
:iacket can be done in two or three printings, that 
is in its favor, for a few pennies saved in publish
ing a single unit may run into sizable a1nounts in 

'.the run of tho,1sands of ,'Opies, 
In function the book jacket is much like the 

display, In fact, it does display the product at the 
point of sale. As usual, simplicity is the keynote. 
.Punch-crisp sharp treatment, with few values 
and colors-is the soundest approach. To get a 
clear idea of the function of the book jacket will 
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help immensely in the conception of your jacket 
design. It is questionable whether even the best 
jacket can sell a poor book, or wh~ther a good 
book might not sell in spite of the jacket. How
ever, it is somewhat like putting a good product 
in a good pnckage. TI1ere will be many instances 
where it attracts one to the product and therefore 
makes a sale. Let us set down the essentials and 
f,mctions of the book jacket: 

I. It must be quickly seen, and the title read. 
2. Title is more important than anything else . 
3, Expensive color plates should he avoided if 

possible. 
4. Flat postery treatment is most desin1ble. 
5. It must ,carry for some distance. 

a. Since yellow canies farther than any 
other color, it is good for jackets. 

b. Re-d is powerful, especially \\'ith black 
and ·white. 

c. Aln1ost any jacket needs at least one 
primary color. 

6. The jacl et should be as exciting as possible, 
a. It sbo11ld awaken curiosity. 
b. It should stin1ulate interest. 
c. It should promise entertainment or in

formation. 
7. All pOssible contrast of color aud value should 

be ,,tilized to gain attention . 
8. Sometimes a printing can be saved by using a 

colored stock. 
9. Here is good opportunity for the attention 

devices spoken of in Part I. 
10. Small figures are not effective on book jackets. 

Half figures and large heads are good. 
11. Expressed action is good. Anything for atten

tion. 
12. tvfake a rough of your idea, \,Vrap it around a 

book and set the book among others with the 
brightest possible competition. This is the 
best way to judge. 

13. Submit sample jackets to publishers. If inter
ested, they will contact you, Getting in with 
several publishers will bring you ,consider
able income, 
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SOME JACKET ARRANGEMENTS 
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STORY ILLUSTRATION 

ILLUST!IATOltS whose work appears in the leading 
magazines are a rather small group. It is only fair 
to the reader to advise him tl1at he 1uust develop 
considerable ability to get into that group. I do 
not wish to imply that story illustration is the top 
of the ladder, thougli it must be admitted it is 
near it. Nor is it the highest-paid of the illustrati ve 
fields. Since there are but a few maga·zines of 
national circulation, and since each can use but a 
comparatively few artists, the group represented 
1nust necessarily be small. I should say that your 
chances of becoming a well-known story illus
trator are about equal to your chances of beco1n
ing a well-known author or actor. But the chance 
is always there, and somebody does it all the til't'le. 
New names a.re <,'Onstantly appearing, and old 
naines drop out. At any rate the magazines are 
constantly searching for new ability, and if you 
have what they want you will get in. 

!\-lost illustrators come up the hard way. For 
the most part they have pro\'ed their ability in 
other fields before they get their first story. ;\,fany 
have come from the fields of advertising illustra
tion, since the two are so closely related. l\1any 
·work in both fields. It is m.ore often that illus
trators come up from lesser importance than 
do\,11 from the fields of fine art to illustrate. Yet 
some illustrators arc taking their places in the 
fields of fine a rt, a nd are capable of producing 
pictures worthy of fine art exhibitions. So there 
are no rules except that you1: work must be prac
tical for what is needed. 

The chances are that you ,viii not make the big 
magazines in one quick stride. But even if you 
never make thern, it does not necessarily discount 
your ability. E very field de1nands the best of 
ability, and if your chance is not here, it can very 
well be there. 1Few of us know at the start where 
our particular talents may lie. The 1nain thing is to 
try to be good, and never stop trying. 

You may question why the magazines do not 
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pay as n1uch as advertisers. The answer is that to 
the nrngazine illustration is more in the nan1re of 
production cost, while to the advertiser it ls' 
investment. Frankly, the magazine's real incornf 
is from the sale of advertising space. The maga-. 
zine in the largest sense becomes a ,nediuin foi 
adver tisers. \v1iat is done in the magazine itself , 
is to create the largest possible ci:culation, th.ere;.1 

by g iving value to the space sold. If the magazin~ 
fails as a magazine it also fails as an aclvertisin ? 
medium. 

The advertiser, 011 the other hmlcl, is promotin~ 
sales of a product, and the best art work he ca1}: 
buy is to his ad vantage. Therefore , since therear '. 
more advertisers th.~n magazines, he must com{ 
pete with others fox the artist's ti1ne, which natu-; 
rally sends the prices up. In this sense the artistsk 
compete with one another to get into the maga/ 
zine section, while the advertisers compete with· 

one another to get the artist. If and when th?· 
magai ines must co1npete for the artist also, then; 
his price will move up. It is the old law of supplyJ 
and d,imand. . 

Now, yoi1 1nay qi1estion why the artist, if paid:· 
less for magazine illustration, so1nel'irnes chooses · 
to work for the magazine in prefe-rence to advcr-.·. 
tising. The answer is twofold. First, he will be ' 

' ( 

smart not to have all his eggs in one basket. The 
magazine illustration adds prestige in other fields,. 
and also there is that little matter of pride of 
accon1plishme11t e1itering in. The good artist can· : 
not n1easure either his ability or in terest in terms : 
of dollars. All jobs will be his best at any price. 

Illustration is a challenge that tJ,e artist who is 
not afraid of work likes. So inuch n1ore is left to 
hiln, and he accepts the responsibJiUty with acer
tain pride. Perhaps, since his naine is allowed to 
appear ( though pitiably small}, he feels that the 
public may·be a whit more conscious of his efforts 
to please them. Perhaps he senses a bit of glory 
in his efforts. 



\'v'HAT DO THE MAGAZINES WAN·r? 

Illustration unquestionably takes more of your 
time, even at a lesser fee. Unlike the advertising 
· commission, you must, for the most part, do your 
,own planning_. thinking. and execution, About all 
you get fron1 the magazine is tl1e manuscript, or 
in some cases u rathe,· fantastic rough, or a very 
~imple layout sho"';ng little more than the space 
allotted. At best you cannot count upon the assist· 
ance that you get from the average advertising 
agency in the way of <:onception. fvfany maga
zines request the layout or rough from you, which 
,bows the importance of being able to create foi· 
yourself; and t11ey request not one situation but 
'several, to choose from, Some allow you to pick 
situations for illustrations, some ask you to take a 
given situation. But tl1ey usually want some idea 
in advance as to ,vhat you intend to do. All this 
involves time and effort, and much of it is des
tine~ for the wastebasket · 

But since so much is left to you, I suppose that 
is why you work so hard at it The opportunity for 

To try to tell you exactly "'hat the magazines 
want would be little short of mind reading. But 
there are gcner-al specifications which apply most 
of the tirne. and these can be listed . 

L A beautiful heroine, plus a 1nanly hero. 
2, Good characterization all the way through. 
3, Strong dramatic interest. 
4. Exciting and unusual arrangement 

(impact). 
5. Strong accent on mode or fashion, good 

taste. in accessories. 
6. Tnti,resting technique h11t thoro11ghly ml

derstandable. 
7. Variety in medium and individ1mlity of 

style. 
8. Illustrations that sell the story, 
9. inventiveness of conception, 

10. Striking color but in good taste, 
Let us approach each of these separately and 

discuss them, 

lf-expresslon Is fnflnltely greater, Yon make ·rH£ B£AC'1'1l'vL cmL o•· TH£ ~<ACA:t.lN'ES 

·your composition, you select your characters, and Make no mistake about it, she is of first impo1·-
. •ou tell the story, You make your own research for ta nee, This means a careful study of head con-
data and material, you assemble it, and n,ake the stniction, It means learning the planes and values 
most of it. If, when it is all done, it is good, you in the head under different lighting. It means to 
may take full credit. pince the features in the head correctly, as well as 

It may be interesting to know that many art drawing then, attractively, The treatment of the 
directors of magazines have served their appren- hair is very i1nportant, both as :o mode of hair 
ticeship in other fields . The magazines in co1npe- dr<-'Ss and technically, I-lair should be painted not 
tition have given more nnd more attention to lay- as so many thousand hairs, but as to the forms into 
;out and physical appearance. One of the great ,\'hich the hair falls, with just as much thought a.~ 
aims is \'ariety. or "change of pace," evident as to plane and value as you would put into tl1e forms 
one thumbs through, to alleviate monotony and of the face. 

keep tl1c n1aterial ever fresh and inviting, The You will hardly ever find the perfect model for 
general layout of each issue is handled ,vithin the any heroine. ~1 uch idealization will be yours, You 

agazine, and you do not see it until published. will be called upon to do heads close up, and also 
, Your picture may be cropped, cut out, or changed half aud full-length figures. You ,vill have to study 

as the nrt director sees fit It 1nay be enlarged, the current fashion magazines to keep her dressed 
vith just the main interest of your picture used; it properly to suit any occasion. She should be 1nore 
may be changed from full color to so1nP.thing else. than pr.,tty-she sho11ld he hoth wdl-hr.,,J and 
In fact, you will never kno,v ,vhnt may happen. striking. So you will experin1ent with e~'Pression 

! metimcs you are delighted. Sometimes you are and gesture. You will probably develop a type 
greatly disappointed. But you eventually learn very much your own, try as you may to make your 

1 .to take it in yoi:r stride-or else blow up and quit, heroines individual and different. If you came up 
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PUTTING THE FUNDAMENTALS TO WORK 

through the advertising school, you will have 
been developing pretty-girl types al.ong the way. 
\Vhen you are successful with the beautiful girl 
in advertising, you have gone a long way toward 
success in storv illustration. , 

TRE HERO 

First of all, he must never be effeminate. That 
again 111eans head study, especially the anato,ny 
of the male head. Regular fellows, lean and mus
cular, win out. Clean-cut square jaws, full. lips, 
heavy eyebrows, prominence of bone at the 
brows, well-defined cheekbones, leanness be
tween cheekbone and nostril, rather deep-set 
eyes, make up the ideal type. Yours ,viii va.ry from 
1nine, but neither of us will ever make him fat or 
round-faoed or characterless. \Vheu he makes 
love, never let his pose he of the flowery matinee
idol kind. He may even be a bit awkward, but he 
crushes her with a good deal of determination. 
Dress him stylishly and neatly, but no patent
leather hair oil. Thesn1ootb-sbaven face goes best, 
but give his jaws enough tone so that he appears 
to have a beard, even if smoothly shaven. l{is ex
pression is important. If he sits down, don't put 
his knees together, and if he stands, don't put his 
hand on his hip tmless with clos<.'(l fist. One bit of 
e1Ie1ninacy and the cause is Jost. Study the heroes 
of other. illustrators, but best look around tu1til 
you find that rugged but cultured type and use 
h~ . 

GOOD CIIARACIEIUZATION 

Once in a while you will find a character nearly 
perfect, but 111ost of the time you will bave to add 
your bit. Apply yow: conception of the proper 
type to the best model you can find. At l<:ast have 
the values and planes of a head to work from, and 
build the character into the model. 

camera tests as they do in the movies. Try to inter- ; 
pret the following moods; 

fear Hate Suspicion 
Anxiety Anger Selfishness 
Surprise Coy1'ess Della nee 
Adoration D0t1bt Scli-pity 
Rope Interrogation Envy 
Joy Impending Love 
Bewildc1ment disaster Greed 
Frustration Hilarity Conceit 
Jealousy Intoxication 

Figure out some situations. Decide ou the moo~ 
called for. Try to get the model ·to live the part, 
If the model is totally unresponsive and canno 

. act, get another. It's too important to do without~ 
The last tl1i11g you want to do is to create "dead: 
pan" characters. 1 

Just now the magazi.ues are leaning very muc~ 
to "close-ups," \\rith 'the pose and facial expres: 
sions telling most of the sto1·y. The dramatic. intet 
est should he as concentrated as possible. If a paf 
of a 6gw:e will tell the story just as we.II, cut .ii 
do,vn to that. But continue to practice with th~ 
larger scene, setting figu.res convincingly into 
environments of all kinds, for fashions in illust:ra-

. tion are coostaotly changing. 
~I uch can be done with lighting to enhance t!~ 

dramatic. If you have a stro11g emotional situ,i! 
Hon. find ways and tne:ms to concentrate the rea-t 
er's atteoti.on on the iluportant character." ll'fu.cp 
can also be done by layout or arrangement. B] 
using a vignette, con1licti.ug interest can be elitW 
inated and dramatic force given the pose. '111e 
main character or head can be given the gi:eatir, 
contrast of background, can even be cut oµ~ 
against white paper. Siudy the dramatic when
ever you Jlnd it. Study real joy, real sorrow, ailµ 
various moods as they hnppen in real life. .j 

The best way to ·practice is to make small pencil 
STRONG DR A.MA nc INTERE~, visual.i.zations of stories you read that have Kot 

Study your story. Act it out yourself. Plan it in been illustrated. If you get so1nethi11g that loolis 
little nianikin roughs. Even if you cannot act, you promising it might be worth while to workj t 
can express yourseU through the model. In order up into a sample illustration. But make surt t 
to practice dramatic interpretation, get out your is an illustration a,1d not just a ~ingle figure doing 
camera and your favorite model and make some nothing. ' 
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EXC!TING AND UNUSUAL ARRANGEMENT 
It is really mo,·e important that· the story illus

trator consider the whole page arrangement th,111 
that the advertising illustrator do so. In fact. the 
story illtistrator will have considerably more to 
do with it. In planning yow· 1niniature ronghs, 
always deal wilh the whole page OJ· the spread 

1 
of two pages, as the case may be. Blocks of grey 

, text should be indicated. Some illustTators paste 
f actual text into a rough to get tl,e effect of type I set nxound the proposed ill\lstration. I know n 

prominent iU\lstrator who paints his rough in 
opaque oil 1·ight over a page of text matter torn 
out of a magazine, to get the desired effect. Tbe 
placement of title, blurb, cntchline, text, and 
white space ,houl<l all be faid out. Thnt the art 
director may not follow it does not matter. lt is 
your business to design a good-looking page. 

To make a poge different, exciting,and lUlusual 
is by 110 means easy. llut the man who can ach ieve 
this, plus good drawing and t-olor, is the ,nan most 
sought after. This is one of tlle q~alities that 
makes Al Par.ker outstanding as an illustrator. 
Very often the wlutes of the paper can be pulled 
into the subject An unusual viewpoint may help. 
The selection of accessories is vita I. The ~-potting 
of unusual color, the unexpected in pose and ges
ture, the originality in te lling t11e story, al.I play a 

·part. ~lake every possible experiment you can 
think of. uimp~ct'' is vitality, and vitality is sim

··plicity with force. The character ex'Pressed is i111-
·.portant. You may be sure that i.f your subject i5 

complicated, indirect, dutte,·ed, and anibiguous, 
'.it cannot he very exciHng. lf the characters are 
•ordinary, witl1out anything unusual·in looks, pose, 
:or costume, 110 one ,vill be terribly excited. It may 
·seem that everything has been done. hut such 
.'nvention comes from the subject plus the ingenu
iity in telling the story. N.o two stories are exactly 
alike, nor two situations or characters . For an Al 
,Parker, there is always a way that is di.lierent. 

You have linear arrangement, tonal a.rrange
,ment, color, and tbe story. They can be juggled 
,about forever. Anything 1hat is to be new, .differ
•.ent, and exciting must grow out of tllese; that is 

why they have been made the basis of this book. 
Out of tonal arrangement can come many sur

prises. Suppose we do a whole page all very light, 
then {wham!) a little saucy dark hat in the middle 
of it. ?vlaybe the whole thing is grey in feel.log, 
1hen ont pops a concentrated spot of black and 
white placed together. \Vonderful things can 
evolve out of a black gown or coat, thrown against 
brilliant color. Values· can be full of impact and 
surprises; in fact, that is where impact for the 
most part comes from, especially when tied up 
with color. Your inventiveness nearly always 
comes out of the subject and its interpretation, 
rather than from stock layout tricks. Tbe stock 
tricks usually a,·e the props of the ilnita toxs. 

271 

ACCJ:'.1'"T ON l'ASH!Ol' 

In sefocting styles for illustrative purposes, an 
unportant consideration is their relation to value 
and mass. That a dress is stylish is hardly enough. 
It may be a good style, but not a good value or 
color for your subject. Your preliminary composi
tion and patten, arrange1nent is more important 
than the dress. Do you want a simple tone, or a 
busy tone? Do you want it light, micklle tone, or 
dark? \Viii you brenk it up in light and shadow or 
keep it almost fiat, with a front or back lighting? 
\Vould stripes or a llgured pattern go well, or not? 
That is tb~ way to pick a costume. If you want a 
figw·e soft in its environment, then you would 
pick a value for the dress close to wbat is planned 
for the background. If the figure is to stand out 
forcibly, then a good contrast would be yoITT se
lectio1l. The dress will appear twenty ti.Illes as 
attractive if planned to fit tl,e whole scheme. Just 
because it came out of a late fashion magazine, Of 

just because it looks good on the model. is not 
enough. But keep the fashion magazines on your 
subscription list. Few of us :tl'e good enough to 
invent styles. 

Practice drawing costumes fron, fashion maga
zines, just in soft pencil on layout paper, trying 
especially to catch the drape and smartness. This 
wnI be easier for won1en than for men. 



STYLE AND TECHNlQLIE IN STORY ILLUSTRATION 
Since the magazines are thoroughly conscio11s 

of fashion, it is an important basis for cril'icism of 
)'Our work. Use the simplest terms of the prevail
ing modes, ho~vevcr, rather than the extremes. 
Trimness and neatness will ouhveigh the highly 
ornate. Avoid if possible the "too fussy" in style 
which is present in some form every sci,ison. It is 
usually found in the overornarncntal, extreme 
tightness ·i,1 conspicuo11s places, too many ruffs 
and ruffies, Oonnccs, loud pattern, and so forth. 
J\1any models le,.111 to extremes. If three-inch heels 
are won,, they ·wear four-inch. If skirts ,ire short, 
theirs are shorter. Jf hair-do's are high, they go 
higher; if hats are wide, they can hardly get in. 
the door. The nrtist can easily be taken in if he 
does not know. The only way he can know is to 
£nd out by the maga:i;i nes and style exhibitions. 
In good magazines and shops you will also find 
information about accessories. Everything avail
able to one illust-rator is available to another. The 
difference lies i:n the greater pains one will go to 
in the way of research and information. 

Hats will always be a problem. The illustrator 
will do best by getting advice, for. who can pos
sibly keep up with them? I avoid the i1se of a hat 
at all, wherever possible, since they are subject 
to such a great variety of taste. 

I believe hair styles should be cletermiuecl not 
entire!)' by the mode of the moment, but also by 
the personality of the character. A young sweet 
thing looks younger and sweeter in a loose soft 
hail'dress. A sophisticated person looks 1nore 

sophisl'icated in a severe and upswept hairdre.~s. 
It is therefore n matter of judgment, and the 

n1odcl should be willing to adjust her hair dress to 
requirements at all times. 

nique is always in a man's favor, yet it can be so 

flat and smooth as to be oppressive, lacking char
acter and the feeling of medium manipulation 
which should always be present. If you cannot 
tell what it was done with, you can be f,lirly cer
tain that it is not very good. Tricks of technique 
sho11lcl never become more important to you than 
good honest craftsmanship. I remember a student 
who eame to 1ne glowing with enthusiasm. He 
thought he had fotind the key to orig inality. \.Yhen 
I asked hin1 what the great discovery was, he con
fided that he had invented a "basket weave" tech
nique. Leaving hitn to his own resources was the 
kindest thing to do. Unfortunate!)' his drawing, 
values, and eolor were all bad, and witho11t these 
his "basket weave" had no chance. The best way 
to get technique is to worry about everything else. 

\
31\Rf.ET\' ·~ ~.r•:nru~r ,\NI) J~l)J\l~O\JALrrY 

1~ s·r\'L.t~ 

Your medium ,viii ha vc~ mud1 to do with effects. 
Each med ium has its own peculiarities under 
your individual ma11ipulntion. Every medium 

holds possibilities for your own original applica
tivn of it. Try nevt)r to work in Ol)e medium all 
the ti.me. Use pencil nnd crayon for studies if not 
for finals. \Vhen practicing, try the same subject 
in different mediwns. In this way you find the 

one most expressive. 
}.•lagazines are always interested in new tTeat

mcnts of me<lilun so long as they ar<: practical for 
reprod\1ction and effective on the page. There are 
untJied possibilities of medium <.'Or:nbinations, so 

the artist should be continually experimenting 
with new effects. It is very easy to get into a rut 
with too much similarity of treatme nt. \Ve are not 
going to change arou11d much unles:s we do some· 

Tf:CtrNlQVJ: thing about it, and we can't experi,nent too much 

Teclu1ique is youJs. In general, the on!)' time with bona fide jobs. The experime1\t can be done 
technique will be complained about will be when separately, then shown as a possibility. You may 
it is too "fussy,''' or when a muddiness of value is get a chance to use it. 

produced. Bad tcchoique is ordinari.ly the result If you can't afford models for sud 1 experi.men-
of poor grounding in fundamentals, for almost tation, work from some of the excellent material 
any application of mediu.111 will look good whe11 in the fashion niagazine. \Vork for effects rather 
the fundamentals are right. Simplicity of tech- than faithfulness to copy. 

272 

l 
.I 
I 
I 

:1 

l 
i 

1 



ILLUSTRATIONS THAT SELL THE STORY 
How often the illus!Tator henrs people say, "If 

·. I like the pictures, I read the story!" That i~ the 
· keynote of the illustmtor's job, to sell the story 
just as he ,vould any product. You ca11 do it flrst 
iby gaining: attention, secondly by awakening curi
. osity, thirdly by tl1e promise of entertainment or 
: interest in the material you are illustrating. Thus 
. part of it is vi~·\ial and part <)motional or mental. 
· That is wh.y illush·ation must be approached from 
more tlian the technical angle. All factors must 
work together to function properly. It is tl,is fact 

. thnt thins down the ranks of good illustrators. 
: ~.fany ca1' draw and paint weU. but since the 
~motional qualities must be so thoroughly a part 
of practic.'\l application, and tlle imagination must 

. be set free, the demand upon the artist is great. 
·I do not tRiink it would be unusual for the good 
·illustrator to be a fairly good actor, to be ahle to 
write a good yarn, or to ex'Press himself in Ol'her 

, creative w.ays. Because, after all, story illustration 
is more completely the individual interpretation 
and expression of ~he man than is the case in n.ny 
other illustrative !ield. 

The 111ag11zine cannot tell you how to make an 
illusrration that will sell the story. They can only 
sense your ability to do it. No one can tell you. 

• But if the story is interesting ( and sometimes even 
when not), there is bound to be an approach of 

some kind tl1at has never been used in exacl'ly the 
·· same 111anner. Even if a few h11ndred "clinches" 
have been used as illustrations, the hvo clinching 

. are ne,•er exactly alike, nor do they clin<:h in <".xact· 
· ly the same way, uncle,· the same ci1·cumstnnces. 
Nor do they have to be put on the page in the 
s.,me manner. Sornetlung can always be added. 

If the subject is trite or a bit hnckneye<l, there 
is always ,design, spotting and color, types and 
,accessories. Movies have been ending ,vith 
· clinches since the day they began, yet these are 
never completely tiresome if approached with 
finesse and intu ition. Any subject under the sun 
. can he approached interestingly; it all depends on 
how much interest the artist biD,self has in it. A 
pict\lre ca,1 .ilways be ~ade that ,viii sell the 
story. 
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Jnventiven@ss and concept'ion will ahvays come 
ahead of execution. It ",;11 forever be iimpossible 
to tell an inventor how to invent. But If he senses 
a need and purpose first, this will help carry him 
to nn idea. I think a lack of inventiveness may 
coma more from a lack of the ability to analyze 
than from a dearth of ideas. Sometimes uiven
tiveness in illusb·ation does 11ot come fro1n de
tailed description wiiliin the story at alL The illus
trator analy(.es ,vbat might have ta.ken place in 
the situation in real !He that was not made appar
ent by the author. The author probably tells us 

"he kissed her full on the lips.u and lets it go at 
that. The illustrator deci.des whetl1er he lifts her 
face up to bim, whether her head is ti)lped back 
or laid on his shoulder, whether she wears a 
smar/ little hat or a beret, and whose face is to 
be pnrtly hidden. 

If they ",clinch" at a railroad station, perhaps 
the autllor did not mention theiJ' baggage, nor the 
fact that a bag is toppling over or falling in mid
niJ'. The author may not have described the grin· 
ning gateman. That is invention-plausible analy
sis of the situation to make you.r conception inter
esting and original. Originality is not dealing witl1 

facts nlone, but building things reasooable out of 
the facts. Evtlry story can haven story within n 
story. Your illustration is the story you tell about 
the story. 

S11U:Kli<C COLOR ANO GOOD TAS1'E 

All the things discussed in our Part Three deal
ing with color may find expression in story illus
tration. Tonal color schemes have a g1·eat place. 
Related col-Or can be snappy and do wonders for 
a page. But the magazines do not want color for 
tlle sake of gaudiness. Remember, tl1c magazine 
is sold closed up. The colo1· does not have to reach 
across a ten· or filly-foot space-only from the lap 
to the eyes. Screaming color is woefully out of 
place. You would \herefore approach a magazine 
illustration differently froni a bill poster, calendar, 
01· display. Brilliancy is all right, but brilliancy 
supported by charming co1npaoions of tone and 
color. 



I· story. 
color. 
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QUESTIONNAIRE FOR STARTING AN ILLUSTRATlON 
Since good illustration is good analysis, the 

following questions may develop ao approach, 
and help you towru-d something effe,ctive: 

What is the nature of my subject? 
Has it a mood? Is it powerful, average, or weak? 
Should it be color? If so, should it be bright, or 

somber and grey? 
Is it indoors, outdoors, day or night? \\'hat kind 

of light? 
Can anything be done with the Hghting? 

Bright, diffused, dark, shadowy? 
For action, what would you do under the same 

circomstances? 
Can the story be told in 1nore than one way? 

What a.re the choices? 
Can you tell anything that the manuscript 

omits? 
\Vhat can. you do to enl1ance each character? 
Has the setting character? Can you add some? 
\¥hat have been tl1e action and circmnstances 

leading up to the moment illustrated'? · 
\\'hat possibilities of emotional contrasl~ are 

there? 
Is the situation dependent upon facial expres

sions? 
Vv.bich figure is most unportant? Can this iJn-

portance l>e concentrated? · 
\Vl1ich of the accessories are most important? 
Can you eliminate things of unimportance? 
Is it possible to express a feeli.ug of linear or 

mass movement in your composition, even though 
these i.n themselves a.re static? 

Does yo\u· subject lend itself to pattern? How 
can you anange it? 

\Vhat i:s the dominant thought of your picture? 
Cau you give it one? 

Can the thought be dramatized? 
Can you employ geometrical shapes, line, or 

informal subdivision here? 
Can you create a focal point with line, with 

contrast, witll direction of gaze, color, or in any 
other way? 

\Vhat aboot the poses and gesh.lres:? Can you 
add anytl1ing of your own? 

take, considering hi~ character, mode of life, cul
ture, background, habits, emotions? 

What about costume? ls there a ,chance for 
anything that would help you to a strildng effect? 
Can the costumes be made a part of an interesting 
composition? 

Can you embellish the characters by tbe envi
ronment, or do they stand up without placing . 
them against a background? 

Can you add to the drama by the.backgrom1d
usi.n.g accessories, neatness, clutter, richness, bare
ness, or anything else? 

Into what category would you put tl1is situa-
tion? 

Old, new, cheap, smart, tawdry, unwhol.e· 
some, clean, orderly, unt1sual, average, cost· 
ly, healthy, dirty, vile, wboleso1ne, modern, 
Victorian, antiquated, good taste, bad taste, , 
rural, urban, clear, foggy, dank, m'l.1sty, fresh, : 
bright. 

U it falls into one or more of the foregoing, how i 
can you Incorporate those qualities lmto it? i 

Now cau you make some small roughs of what l 
has come to mind? ' ' 

1Vter laying out your rough, would it be better j 

if reversed on the page? · ~ 
Have you reread the man,L~cript and note4 all i 

' the facts? J 
' \Vill your composition have to be cropped to ) 

flt the page, leavi11g room.for title, text, and blurb? 1 
Will the gutter cut through things of impor-~ 

lance, sucll as faces? j'' 
Have you tried out more than one tonal plan? · 
Can it be in 1nore than one color scheme? 
Can the subjects be stripped of anytlung witl1-

out horting the drama, the <-'Ompositian? 
JI someone else had had this assignment, do . 

you think he would have done it jtL~t as you h!lve · 
planued it:? ls there no other way? · 

Iiave you really plam1ed this inde:penclently?' 
flow many examples of others are you following? 
Cotlld you just as well put them away and start 
over? 

Is the artist you are imitating really capable of 
· \Vhat pose would the character be likely to better thinking than you are? 
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I ,. WORKING OUT A TYPICAL STORY ILLUSTRATION 

, At this point it ,nay prove of value to you if we 
[ take an actual situation and illustrate it. For tlw 

[sake of simplicity, although there are several char

t acfcrs in our storv, we will bui.ld a pichire about 

). the heroine only: assuming that a large close-lip 
' of the girl will hav<! greater hnpact than would a 

,whole sctti11g with several figures. You will recall 
[1 have said that in modern illustration, simplicity 

; is the keynote; our first prohlc,n of this kind will 

: be handled with ,norc regard for the J>age effect 
i· than for the complete illustrating of the hlcident. 

: \Ve shall assume that the following paragraph is 

; the one chosen to be illustrated. 

: She had the allure of ancient Egypt, ~II the mys· 
i lerv of the Pvramids, the sensuousness of a sultry 
' . ' 1 summer night on the Nile. She belonged to no era, 

~

she was ageless as the Sphinx. Her full lips were as 
scarlet as the gown tl1at bordered her white bosom. 

. Dark eyes like hers had looked upon the Pharaohs. 
The black lines of her brows seemed to reach out 
n~.arly to t<Juch, at her temp.lcs, the wealth of ebony
black hair th.st crowned her head. She sat, one shoul
der drooping. a cigarette poised in lier dcnder fin• 
gers. She spoke slowly, cvc,,ly, ddibcrate:y. "Is there 

r no love beyond marriage?" 

I Now. if the above paragraph docs not stir som~

· thing in yo1tr imagination. stick to advertising. I 
. see a very sensuo11s, provocative creature, not nec-

essarily Eg:1)tian but of a type that bespeaks the 

spirit of Egypt. \.Ve need not put her in a boat on 
the Nile, nor even ring in the· Pyramids or the 

stars. \Ve should not make her just a b()bby-socks 

modern high school girl with black hair, but a 
. type, au unusual one if possible, that will catch 

the reader with a sort of Oriental beauty. A scar-
let low-cut dress is going to look good on a page. 

Her ebony-black hair and white skill add two 
important values to the four-value schc1ne. \Ve 

can add a light tone, and more d,1rks and lights to 

go with the others. The four-simple-value plan is 

most important to us even bcf<Jrc ,ve start out, 

because it will be the basis of ot•r patten,, and of 
the rninianu·e roughs in which we atte1npt to 

arrange the masses. 

Our paragraph is quite specific about details, 
~ve,• to th<:: pose. ·rhere arc pc1·hn.ps o thousand 

i11tc11>retations possible. I hope that yours will be 
quite different from n1ine. 

I see the gil'l, before I begin, with het head 

slightly drooped but looking straight at the reader 

( one of the rare occasions). bc:cause we,vant that 
allure to reach the reader. alrnost as if he were 

the character talking to her. Should we show a 
man, she would be unconscious of the presence: of 
anyone else. Sens11ous eyes. however, are twice as 

sensuous turned upon you as upon someone else. 

Let us capitalize upon that fact. 
Now, the dress was onlr specific,ally reel, not any 

specific ,naterial. That helps. for it leaves us to 

our own taste so lon.g as our ilh,str;Hion shows a 

low-cut dress. If the ,vritcr had said velvet, for 

example, ,ve 1night have had to go to no end of 
l.l'ouble :;ccuring a d.ress of that mate rial. For rest 

assured, if we are <.-oncentrating on a single 

close-up figure, whatever she " 'ears must not he 

faked, since the writer has given her dress con

siderable importance. 
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As to her hair style, when we read of a "wealth 

of hair," we do not think of it as close to the head. 
!lather it w,)uld be full, loose. and soft about the 

faee. 
On the next page I will proceed to rough out 

in miniature some poses and patterns. I would like 

to have y<>ll do the san1e, diverging as 1nuch as 
you possibly can from the way I have ,vorkecl it 

out. Juggle the four values about. But ,·cn1e111ber, 

the reel dress is <iqual to a dark grey in the black
ancl-white scale. Her hair must be vcrv black; the • 
skin, v,hite. Take a soft pencil and a tissue layout 
pad. Kt:cp tl,t: fi, ,st sketchc, small. Think, think, 

think at the very start, and once you get going, 

the rest will fall in line. 
If you prcfc,· a new subject, select a paragraph 

from some stOl)' and rough out your version of it. 

The only way to learn to illustrate is to start 110w 

to c.all upon )'O\lr o,vn imagination and inventive

ness. Stor}' illustration was never learned over

night. 
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MINIATURE ROUGHS FOR THE ILLUSTRATION 

? ocoo , -,-~ 

·""'.'i'- .'· 

\ -P 

f" ,. 

' 1'1 

., ;.i&,::j 
~ ., -~1',#1.,. . ..:c· t' • ¥ ,.""· ' 
1-1i;- ' .I ¥&,.\.;ti, 1:+-



l ..LJ. 

276 



DEVELOPING THE ACTUAL-SIZE ROUCH 

The preceding page of miniature i-oughs has A word should he added here stressing the im-
bcen done mainly to get at a satisfactory place- portancc of a model file as well as a file of general 
ment of the figure and a spotting of the general data that is likely to be needed. As an illustrator 
mass .. ,s. T have made the choice indicated mainly yon never know what is likely to come up. or the 

· because of the movement in the design, with all type of story that will be ,given you to illustrate. I 
. lines carrying the eye to the head. The white have found it worth while to take "tests" of 1nod-
bosom and shoulders are supported by a dark els as would be done in motion pictures. Try them 

· shaclow, and the bright red dress will come next out for dramatic ability and expnission. Have 
to white. Back of the head will come a low tone some typical heads, full-length, and costttmed 
and dark shadow, b<>th of which should e11lmnce poses on 61c. Your fili, shciuld be as complete as 
the very light and very dark value which will be possible, with men, yonng men, women, young 
in the head itself. women, and childrell. It is expensive to call in a 

The problen1 now is to make up an actual-size model and find out after she gets there that her 
rough which would be submitted to the magazine shoulders are too bony for the evening dress, that 
editor. This could be done in pencil, charcoal, or she is knock-kneed in a bathi.ng suit, or that she is 
t-olored crayons. \.Vhen the magazine is thor- short and thick-thighed, which the head photo on 
oughly familiar with your work, elaborate roughs file would not i11clicate. The photographs models 
are not ns necessary ns during your first assign- 1eavc on file have. usually been ret<)1.u:·h(:'d , so,ne~· 

ments. Sometimes two or three roughs are asked times almost beyond recognition. You should 
for. often of different sinmtions. Normally, these know wbat she looks like in front of your camera, 
roughs should be done. io color, but for purposes when you arc working with your individual 
of this hook, this rough can be illustrated jtist as apparatus. 
well in black and whit<!. For the most part, models are disappointing in 

If tbe situal'ion, as ir, this case, has already been or1e way or another. It seems th:tt no model was 
chosen, then it is advisable to call in your model ever meant to be perfect, with both a fuw figure 
even for the rough, for you will then .he able to and a fine head. If they a~e beautiful they may be 
follow up in the final with much the same cha.r- unable to act. You may b,: almost certain that you 
acter, dress, and so forth. It is also advantageous yo1irself will have to contribute much in the way 
to thus familiarize yourself with the type you are of imagination to any photographic pose. \Vhere 
going to paiut; the rough acts as a preliminary the model is most necessary is for the contrilm· 
study for yourself as well as for the magazine tion of character, "soincthing for the light to fall 
editor. Yo\1 can <lither make the rough direct from upon," as one artist put it. Models give you an 
tlie 1noclcl or get your camera out and take some i11dication of fonn in light, and C'Olor, telling you 
poses. You may find new suggestions when set- where tl\e planes are, :u1d the relationship of val-
ting up the subj,ic:t before yon that will be better \tes. I do not believe any artist is scJ good that he 
tliau any of your first vizualizations. It matters can dispense with models. 
little how you arrive at what you are going to do, Your data file should contain, mainly, the mate-
so long as you ,,v,:ntually make up your mind that ri:11 to be ttsed in backgrounds and settings, since 
it is the best approach y·JU can think of. But once you cannot copy actual pos,is of people. Try to 
you start the final picture, evel'yth.ing should be keep up on interior decoration, modern furniture, 
well decided, so that th<on, will be no changing of current fashions and accessories. But there is also 

j horses in midstream. A color sketch for your own the life of the past, the small towr, and form life, 
I satisfaction is well worth the time it takes, and for O\ttdoor material, horses and other animals, l'OS-

.1 this I shall make one. even though we do not tumes of variO\lS periods. stores and shops, night 
reproduce it. clubs, sports, and al1nost every phase of life. 
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PHOTO OF THE MODEL 
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STUDY FROM THE PHOTO 
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THE FINAL INTERPRETATION 

1 have reproduced the photograph posed ac- uality. The physical appearance of the contents 
cording to 1ny selection in miniature rough. This will be closely allied with the personal likes and 
young lady was selected mainly because she dislikes of the art director. There arc art directors 
appealed to me as being an unusual type. I ain who seem to have very decided preferences as to 
deliberately seeking to get away from the stancl- both artists and types of illustration. One 1nay like 
ardized cover girl type, or the so-called photo- the"closc-up"typcofpictureshowinglargeheads 
genie 1nodcl. Her slanted eyes and brows, the and expression. Another may prefer the "full 
fullness of her mouth, together with the smooth p.icture type," showing the characters in a setting. 
neck and shoulders, seemed to coincide wi.th the Any art director strives to produce a variety ol 
author's description. The charcoal study of the approach throughout the maga:iine. Tl1is is often 
photograph was done mainly to sec if I could the reason for the cropping of a full-size painting; 
bring out these qualities without literally copying for he may not wish to have two similarly treated 
the photograph. \:Vere thi.s a de6nite com,nission, s11hjects close together. There arc those art direc-
1 would send the charcoal drawing to the editor, tors "110 Jean toward certain mediums, perhaps 
accompanied by comments about what I had in preferring water color to oil; or crayon, charcoal 
mind as to the illustration, the color, and anything dry brush, and si.milar mediums to the so-calleil 
else that might make my intentions perfectly heavy. mediums. It is a good plan at tl1e start to 
clear. familiarize yourself as much as possible with the 

The art director would in turn submit th.is to types of illustrations most g<merally used by each 
the other officials of the magazine a.od return it magazine. lf you have any new or inventive ap-
to me with their comments as to the possibilities. proach in mind, it is better to submit something 
Th.is might save a great deal of lost motion. If the along this line at an early stage rather than 
magazine were not in sympathy with my ap- attempt to surprise the magazine with an unex, 
proach, or had any objections, this would be made peeled technique on a final assignment. 
deal' before the start of the final work. If the char- All in all, the whole procedure should be one 
coal study is approved, the illustrator can pro- of closest co-operation. The art director is just as 
cecd v.~th confidence that all is well. This proce- cager as you are to give his magazine distinction 
dure is most practical for aU concerned. Each by any means possible, but he must know his 
issue of the magazine has a definite closing date ground from start to finish as far as your ability 
by ,vhich time all work must be satisfactorily is concerned. This is why a certain amount of your 
completed. The average monthly magazine's clos- time should be set aside for experiment and stud)'., 
ing date is three months in advance of publica- so that you can keep your ability and approach 
tion. The illustrator should try to have his work flexible and dynamic. You can keep him informed 
completed ten days before the deadline. It is very of any new ideas you have, and tlus may often 
bad to force the magazi.ne to use your work, be- pave the way to new opportunities if the maga-
cnuse of the shortage of time, when it is unsatis- zine is willing to experiment with you. 
factory. For the most part, criticis1ns from. the Since the final interpretation of our subject is 
magazine are wan-anted and would not be forth- in color, it is necessary to place the picture amoqg 
coming unless deemed absolutely necessary. The other color plates in this book. '.['he reproductfon 
last thing an art director wants to do is to delay of the painting will be found on page 291, entitled 
publication. He will therefore nppreci.ate early A Sample Illustration. I suggest that the reader 
delivery upon your part, which will give him an review the paragraph which we have taken as our 
opportunity of making changes without causing problem, and then decide whether, in his judg-
delays. nient, I have caught the dramatic and emotional 

You will find that each magazine has an individ- qualities suggested. 
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HEAD STUDIES FOR ILLUSTRATIONS 
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GETTING INTO STORY ILLUSTRATION 

This volwne would ha rdly be cornplete without ion, other people's opJnion, and one ,uust labor 
a discussion of how you can get into story illusb·a· almost in spite of it. Opinions are sorneth.u1g that 
tion and what preparation you must have. To dis- we get more of with less effort than anytJ,ing in 

cu,s it f,~mkly is not mennt to be discouraging nor lhe world. If anything else is given as freely as 
disillusioning, but to lay before you some of the opinions, especially negative ones, I cannot imag-
undisputed requirements. Seldom does an illus· ine what it can be. Yet we must to n lnrge extent 
t:rato,· of rnagaiines get there without art training. abide by what odiers think of our work. They can 
, v hether the training is in schools or by dint of make or break us. 
his own hard effort, the training is a necessary IllustrJtion will always be subject to pubuc 
adjunct to his native talent. opinion. But opinions need oot cause us to break 

It is likely that most of you, as young artists, faith with t,·uth as we see it. And opinion on the 
even as skilled and . trained artists, cherish this whole is not only apt to be fair, thank Heaven, but 
ambition. I wish to go on record as stating tbat most of the tune it proves itseU right. Publicopin-
the opportwJity is always there. ,-vbetber you can ion is far more i.o ae<.-ord with present-day illus-
make it a reality depends on many "if's." tration than with modern art. I have every reason 

First of all, you will n.eed to be skilled in l.ife to believe it will stay that way, for both illustra-
drawing aod anatomy, perspective, composition, tion and public opinion spring from the same 
and color. But you will also need that rare sense source, the reaction to life itself. 
of the appropriate, and! the ability to tell a story Therefore it is 01y plea that illustration be kept 
pictorially. Illustration may be thought of as rational, in keeping with good taste and the better : 
belonging to two classes: the idealistic, for one, things of Ufe. Io helpu1g you to chose a path to ·1 
and tl1e i.uterpreta tion a.nd characteri7~~tion of life ill usb·ation, I would beg of you to keep your two 
as it is, for the other. Illustration in the highest feet firmly grounded in reason and trutl1 as it 

sense is not a matter of drawing pl'etty gil·ls and appears to you. There are so mai1y blind alleys, 
pin.k hair ribbons. The Second \Vorld \Var has whetting our curiosity and glo,viug with specula-
brought forth much that is new and forceful fo the tions that prove to lead to nowhere, that I feel you 
way of illustration. Illustration is holding the mir- should give much consideration before tossing out 
ror up to life, and the best of it can-ies the strong- the dictates of your own personality and ability . . 
est message of life itself. ~1uch of our present-day I contend that art is not iJnitation nor duplica-
illustration cannot but appear insipid as corn- tion of realism, but an expression of the i,1dividual, 
pared with the work of Howard Pyle. He h~ left based on truth. Such a definition is neither narrow 
a rc~'Ord of early Aineric.-ana that excels all others. nor conliniog. It is as wicle open as the blue skies. 
That spirit should go on. It will go on in some of I have stated that you cannot be a finished illus-
you, who perhaps are still in your teens, but who trator in one jump. The mai.n reason is that you 
have overpowering ambition and strength of pur· cannot take in life in one glance, one day, or one 
pose. But it will not cou1e by dreaining. Evf'.ry year. It is for better to seek your development 
day will have to contribute a small part to your through the channels that point to your goal than 
ultimate goal. to try to rr,ake one leap to the goal. All como1ercial 

Art is an exacting mistress. Her rewards are · a,·t is illust,·ation, and all of it gives you equal 
great, but they are for a chosen few. Yet art is opporhulity to progress. l3e content for awhile 
one of the few vocations where success lies ,vholly with the little jobs, k"l101ving that it ls all ' ttaining 
in the effort and character of the individual- for the big job later on. ,.vhen you l,ave a chance 
granted fu-st of all, of course, that he has talent. to draw a face, a character, a .figure, try to think 
There are no strings to pull, no favors to be of it as illustrating one of the best sto,·ies in the 
granted. Art is thoroughly subject to public opu1- be.~t magazines; do it that well. Do i t ns though 
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GETTING INTO STORY 1Ll..USTRA TION 
your whole future depended upon it. Actually, 
your whole future could easily depend upon it, for 
this very sample might interest another person 
with a bigger opportunity to offer, and that might 
bring another, an<l so on. You never know what 
a good job may do for you; but a slighted one, a 
lazy one, a disinterested one, leaves an impression 
hard to shake off. 

When your ,vork in other fields becomes notice
able, the chances arc that somebody will 6nd you. 
There are artists' agents constantly on the look
out for talent, just as there are movie scouts. If 
your daily work is not providing you with avenues 
pointing toward your goal, there is nothing to do 
but make your o,vn opportunity. Take a story 
and illustrate it. Show your work to others. I£ they 
respond favorably, maybe Mary Jones the maga
zin~ subscriber might like it. I would not submit 
illustrations to the top magazines until you have 
developed a background of experience and arc 
making a success in other Gelds. Selld your work 
to reputable agents 6rst; they can advise you 
intelligently, and even submit your work to the 
magazines if it seems promising. Such ,vork may 
be sent periodically. You will probably get in 

· faster through a good agent than by trying to go 
: directly to the magazine. llowcver, iI something 
: unusually good is sent to a magazine, they will 
; contact you quickly enough if they like it. 
f But you may be sure they are all getting a 

deluge of 1nediocre work submitted by every un
quali6cd Tom, Dick, and Harry, and only once 
in a very great while does an unheard-of novice 
break directly into the magazines. There is no 
ritual to be performed; anything can happen. But 
a logical step-by-step procedure to your goal is 
the hest bet in tl1e long run. 

I have tried my utmost in this volume to give 
you a working basis and suggest the things you 
will need. But you will naturally make your own 

interpretation of the fundamentals here. The 
main object has been to make you think and to 
do for yourself, to believe in yourself. There is 

only one other course open and that is lo go out 
and imitate the other fellow. It is granted that 
such a course might bring in some return, but it 
seems to me that if you are good enough to get 
there by imitation, you are certainly good enough 
to get there on your own. The imitator is not going 
to outlast by very long the imitated. Suppose there 
are also live thousand others imitating the san1e 
man you are. Suppose by the time you are ready 
your idol has already been imitated to death, the 
whole vogue has passed, and someone new is 
there in your idol's place. After your idol is out, 
what chance have yon? 

Young people imitate thoughtlessly. They like 
to be led. rather than take responsibility based on 
their own perceptions. beliefs, and decisions. But 
the young people who forge ahead are those who 
take the reins and do their own driving. They 
must realize this is their world, not ours in which 
they are always to be told what to do. \Ve would 
much rather have tl1em do ii, giving what assist
ance we can, than to do it for them. It is not imi

tating when you work with lille, tone, and color, 
and produce fom1. It is not imitating to work from 
a photo yon have conceived and posed. Nor is it 
imitating when you are practicing. It is imitating 
when you tack a successful job by another artist 
on your drawing hoard and copy it for profes
sional use. It is imitating when you try to sell 
something you have not in any way created. 
There is a vast difference. 
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If you are really ready for the magazines, you 
will not have to worry. You will get in. \.Vorry just 
about getting ready, so you can then worry about 
staying in when you get there. But worry can be 
lots of fun,. when it's over something we love to 
do anyway! 
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EXPERIMENT AND STUDY 
Tnr::11E is no greater impetus to a successful careei- ing, both indoors and out. It's a shame to shut it 
in creative illustration than experiment and out to sl.eep. If Sunday is your golf day, then play 
study. Ll the earHer years of ach,al professional only eighteen holes and work Sunday aftcnioon 
practice, I would recommend a continuance of or every other Sunday. U Sunday is your church 
school study in the night classes. You will llncl that day, then no artist will suffer by devdoping his 
after having some practical experience in the field soul. \'York Saturday afternoon. It's up to you and 
you will learn twice as fast. You are more enHght- the lvl issus when you will study, and ff she is not 
ened as to what you want, and perhaps your weak enthusiastic, try painting her and the kids. It does 
poi11ts have begun to show up. But whether an art not ,natter how you work it out, but it is impor- , 
school is av,tilahle or not, you can set up an organ- tant that you do work .it out. 
ized routine of further study for yourself. A good Set up subjects for still life. They are not boring 
vvay is for a group of con1mercial artists to set ,,p at all when you really b<,gin to see tone and color 
a class by themselves, calling in models and cl.raw- desigo. !l.·take outdoor sketclles while the young-
ing and painting them. If such a class cannot be sters wade and 1\-totber reads a magazine. Put 
organized, then set up a space at bom.e where you your sketch box in tlie car and go ot,t. and try it. 
can work evcmjngs, Saturday afternoons, or Sun- Pllinting from Hfe is refreshing after a harrowing 
days. T clo not mean tliat you sl1ould not take time week on the job. It st'imulates you to good color 
out for relaxation, hut the faster you get over the and freshness in your work You will find that 
ground in developing yourself, the sooner you shadows are light and airy, that the bl,,e of the , 
are going to get there. There is a course of study sky really gets into them. You get away from the., 
for each iudividual, and sometim.es he can lay reds, bro\\11s, and oranges that we all seem to use ; 
out such a course for hiniself better than so1neone ,vlum faking. Seldo1n do ,ve find :m artist who·; 
else can prescribe it for him. Jakes in delicate greys and cool colors. L1 fact,. j 

There is one thing not to do, and that is simply these soft toues and colors rarely enter the mind 
to drift along with the daily routine, n1aking no of the artist un til he has come to know the beauty. 
extra effort. You will soon 611d yourself middle- of them. In the studio, color i.s thought of in terms'· 
aged, having done nothing more than routine of tubes and pots; when you look for the same,, 
jobs, and being little farther a.long than you were colors .in nature they do not seem to be there. ~ 
years ago. The extra effort is the difference be- Nature looks quite ch,JI at 6rst, but when you set ' 
tw~en the great rnass of 1nedioc1·e artists and the down her tonal and greyed colors you are sur- ! 
comparatively small group of very good ones. prised to llod that they are mucll more beautiful ·. 

11 will take a great deal of concentration and than the contents of the pots and tubes. .. ( 
determination to get over. tbe first hump. If you So many of us never take the trouble to realli, 
do not really know anatomy, that is a good place get acquainted with old 1\-lother Nature, and then' 
to start. It can be done at home in a fe-.v evenings we wonder why our progress is so slow. She is tho-
a week. Perspective is another thing that you one real source, and the more you neglect her, thd 
might as well get at and lean1. It will not take farther you stray from home. }\Jost of us do nof 
long. Practicing composition is something you take the trouhle to go sketching, feeling that\ 
need not go to school for . . Practicing pen and ink, where we live there is nothing in the way of a sub-,, 
crayon, and charcoal can all be done in leisure ject. That can ha.rdly be true. Even a back alleyt 
time. Color should he practiced in the daytime, of a slum can be wonderful 1uaterial if seen with' 
in good light. No light is nicer than Sunday 1nom- an artist's eyes. 
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FINDING SUBJECTS FOR EXPERIMENT AND STUDY 
River towns, mill towns, old towns, even prairie This is something no art school can give you, and 

towns, always pr.esent material. There is bleak it's closer to real art than anything you can get. 
drama as ,veil as exciting drama, and it is all If that front lawn needs mowing, get up early 
part of the American scene. Those funny rococo and <lo it, but don't let it rob you of your chance 
houses are great subjects. Art does not have to b<? to study. Anyway, it is not <?nough reason for not 
"pretty." Pretty art has troubled this country too studying. Keep a sketch pad and a sharpened soft 
long already. Artists are seeing for the first time pencil in your pecket. Get used to noting things 
America as it is, and some wonderful things are quickly and setting them down. That is where 
being done. pictorial ideas come from. The merest notation 

I do not mean that we deliberately set out to may later become the basis of a great picture-

paint the grotesque and ugly. The point is that you never know. 
aU things have form, tone, and color and it is It seems strange that most of us need to be sold 
quite amazing ,vhat that fonn .ind color might on the world we live in. We do not know how 
look like in paint. I think that having the ultra good it is until we are in danger of losing it. The 

: and super of everything thro"~l at us so long has average artist is living in such a wealth of material 
: rather blinded us to the beauty of the common- that he cannot see it. He 'is too close. Ma ii\ Street 
'. place. I t makes us think that everythlng must be may not mean 1nuch to you, hut it does to the 

polished and shiny and new. Beauty is more apt Saturday Ece11i11g Post if it is seen with sympa· 
: to lie ill character. Just the old barns on a Cann thetic aud understanding eyes. The world wants 
! have character. vision and interpretation of the life it lives, and 
I Values, tone color, design! All have charm, our life is just as vital to us as the life of the 

whether they occur in Peoria or on Fifth Avenue. French court and nobility, or the life depicted by· 
That little patch of garden back of Joe ~1elch's Gainsborough, was to painters of those eras. Poor 
old house takes on tren1cndous meaning in New Velasquez, living in sunny Spain with all its color. 
York. Americans are becoming more and more its windit1gstreets, its blue Mediterranean, had to 

I aware of the significance of our national back- stay in the house and paint noble1nen. He died 
ground~that we are all a single people with di.f- young. probably needing fresh air. He must have 
ferent addresses. squ.irmed at tunes and been ghastly sick of it. But 

There is no valid reason why you cannot study he left us masterpieces. 
on your own, beneSt by it, and enjoy it. Set up Subjects are in the mind of the artist, the quick 
tl1at bullch of cut flowers. See i.f you can paint it eye, and the interested hand. Were there a great 
loosely and artistically. Sketch fwmy !vlrs. Hig- . canvas called -sunday Afternoon in the Park," 
gins, who you always thought was quite a sketch painted in .iny small town in the ' eighties, people 
anyway. tvfnke a pencil study of that gnarled old would swarm to see it today. I t ,11ould make any 
tree you have admired down on Sa,vyer Avenue magazine if well done. Think of the quaint cos-
where tlie cars t\1rn. Take a look at the children tunies, the life of our grandfathers made vivid 
next door in terms of planes, color, and personal- today! The same thing will be true in the year 
ity. They are probably as real kids as any ever 2000 "·"·• which is really not very far off. People 
painted. Horses, dogs, cats, old folks, snow, barns, will be just as interested tl1en. The American life 
interiors, buildings, mines, lumber yards, canals, of today and what is left of yesterday will soon 
docks, bridges, boats, vegetables, fruits, bric-a- disappear. Catch it while you can. We are com-
brac, country roads, wooded hills, skies, the old ing very dc6ni.tely into a ne,v era. So work hard, 
swimming bole. There are subjects galore if you young artist, with your eyes open. 
will recognize them and try them out. This is all If you have no subjects to paint, you are going 
material for learning and material for the future. about blindfolded or totally unconscious. 
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YOUR PENCIL CAN KEEP BUSY 
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NOTHIIN(i If QUITE fO PLEAIANT A.fTO fPENO Al'l EVENING" WITH 4 PENCIL. 
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PRACTICE HEADS ALL YOU CAN 

JTA.Q, A fl<ETC H 13001<:: • ~ "' . ,.. ' 

NOW OF PRACTICE Hf:AciJ.4 
ORAW ror,,11;; FROl"I LI Fe', . 

OTHERJ FROM CLIPPIN<i'f'. · 

NOTHINO CAN HELPYOU 

"1 OllE. PRAW ONE. L> DAY, 

FI L L YOUR eoo1< . 

PR.O.W ALL "T YPEJ 

C:HARACTER.r. T~IE.'l' ARE 

ALL AeouT YOU , WILLIN(i TO Pore. 
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STUDY OF AN OLD MAN 
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A SAMPLE ILLLIS- rRA'J'JON 



SKETCHING 
II is i111purta11\ that the artist fix lln11ly i11 hi~ 

Jnind the basic difference of altitude in a sketch 
as compared with final work. Logically consid
ered, a sketch is a search for information that will 
he transposed later on to the final th'ng. It is the 
"n:1iling dcm:n" of ess<.~ntials that you dccn1 impor
tant. F.v<'ry skct<:'h should have a definite some

thing that you are going after. A sketch presup
poses action, mass arrangernent, light, shado\'1, 
and color, without intricate detail. If you are 
s€'arching for potent detail, you woJld think of 

sueh preliminary work as a study. 
A sketch may he for design or arra11geme11t 

alone, and the dccison as to a cokr approach. 
Such a sketch i~ a "color composition." 

Tn commercial work there is what i, known as a 
"comprehe11sive sketch." Such a sketch might be 
quite finished. Usually it is the actur.l size of the 

intended reproduction ( except in the case of dis
plays and posters). The purpose here, of course, 
is to give the client a fairly accurate :dea of ""hat 
you intend to do with the subject, its <-'Olor ar
ra11gement and geueral effect. Snd1 a sketch is 
usually done fro1n the n1atcrial that w:>uld he used 
in the final work, and its pnrpose is to clear np 
any difficulties or ohjcctions that otherwise might 
c,ury over into the final \Vork. 

!\,fake up your mind as to the intent and pur

pose of the sketch. IIere is the real joy of sketch
ing. In a sense you cast off the 1neticnlous labor 
for an uninhibited expression of the thing in 1ni11d. 

tlit, 111i11d'~ eyt:" is a bit wore picturtssque as a 

phrase than it is in actuality. \Ve do net truly see 
the thing until we have 1nastered the problems 
atta<:hcd to it. 

So rnany effects of life and nature are fleeting. 
So we 1nake "notes." The carncra has helped to 
catch m,my of the changeable aspects of life. But 
the camera cannot suppfant the vivid mental im
pressiol\ one needs to produce a good picture. Hy 
actually coming to grips \vith the subje('t, you are 
drawing upon your taste and selection, and you 
art• filled with an inward exciten1ent over what 

the suhjed contains. The whole co1:ceplion is 
rnon~ apt to he creative and original liy starting 
with your own first interpretation rather than 
with a phc,to. 

The time element in sketching is important. 
Nature changes so fast wc have not ti1nc to be
come absorbed in little things. Th:1t is why so 
many fail completely in the ability to make a 
sketch from life. But suppose the drawing is a bit 
out? A ske!ch is not a de1nonstration o( the things 

yon can do with time. I3ig shapes, big tones, big 
relationships are what you are after. If you vvant 
to carry away the detail, take along your camera; 
that is what it is for. But the detail will not 1nake 
the final work any hctt<~r as a picture. The tonal 
c:olor and mass will he better than an,thiug vour . ~' 
camera can capture. 

The ability lo make a good and even fast sketch 
will 1nake a better artist of you in the end. Sketch-

\,Vn l<now n1orn ahont an artist frorn hi,; ,;kntdw,; ing ,;hould not be neglected nor nndorestin,ated. 

than from his finished work. That is the rcaso11 The main value lies in the freshness au<l spon-
skctc:hes are often n1orc interesting and hcantifnl. tancity it will eventually give you. 

being of sin1pler statcrnent and far more cxprcs- Sketching should be done in almost every mc-
sivc. Aftc1· having 1nade such an analysis and diun1, nncler every kind of circumstances, and of 
staternei:t, the final work is much 1nore apt to all kinds of subjects. lf you would illustrate, you 
carry the emotions of the artist into it. will prepare yourself to dra,v anything_and cvcry-

ln the biggest sense, sketching is an experiment thing. That is not so difficult as it ~ouncls, for 
with the plctorJal material, searching out the usa- everything is simply line, luue, a111.l uil<Jr. Fo1111 

hie facts and assembling them for efect. You are is always expressed in plain light, halftone, and 

1neeling and getting acquainted ,vi!h your sub- shadow. 
ject. The n1ental conception of a subject is always Your sk~td1ing outfit can bring you 1nore real 

abstract. \Ve cannot know what the visual dfect pleasure than any other part of your equipment, 
will he t:ntil we set it down. "Seeing a picture in especially if you sketch with a purpose. 
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FIGLIRE PAINTING 
I would like to discuss frankly the importance 

of figure painting to the average craftsman in 

illustration. All too often a student leaves the art 
school having had hut a meager start at it, and, 
anxious to get iuto rcmm;erativc llclds, discounts 
the real value of it as applied to everyday work. 
True enough, tlH~ paid-for picture is seldom a 
uude, aud it rnay he hard to undcr.5tand what real 
eo1111ection it could have with other work. Since 
iu most instances it would be actually unlawful to 
paint a nude figure into an advertisement, why 
bother with llgure study? It is with difficulty that 

the avr.ragc young wife can appreciate its real im

portance to her artist husband's career. I hope 
she will take mv word for it here that it is vcrv , , 
important. But far more important is her hus
band's genuine and ho11e;t attitude toward it. It 
is, frankly, a delicate situation which ~hould be 
met frankly and opeuly. 

Figure painting in the beginning should he 

do11e in class in association with other painters. 
This, mainly for the reason that one learns fastE'r 
in co-operation with others. If possible the study 
should be under a good iustructor. I really foe! 
that the night class is hest at the start, siuce the 
artificial light more dearly dcfin<'s the form, pro
ducing definite light and shadow. Daylight is 
most subtle aud quite <liflicuh. However, it is 
most beautifnl. 

There is a difference between lifo drawing and 

painting. In drawing we are dealing with line and 
tone in a black medium. In painting there is sel
dom a real black on all of the flesh. It means that 
the artist must raise hi5 val11t:s Lrcr11cm.luuslv. Ue-, 

and value. After painting flc~h, he finds that he 
approaches all things in a new light, or with new 
vision. 

The next great value of it i~ the correlation of 
drawing, tone, value, all(l cobr, all of which are 
present in the figure. \Ve can paint one apple too 
red, and it does not matter. But a forehead or 
cheek too red-aud only slightly too red- can he 
very had. Almost any other thing can be too much, 
a sky too blue, ~ass too green., a dress too yellow, 

a shadow too warm or too cool. Ilnt not flesh. 
Good flesh tones must he tru-J in tone value and 
color, or they do not have the quality of flesh. 
Commercial artists who have spent little time at 

serious figure painting have a commo11 habit of 
painting flesh on the "hot'' side, wit!, red, yellow, 

and white, in light or shadow. It makes much of 
the cheap-lookiug art work wt\ sec. 

If you cau truly develop your sense of val11P. 
and color, coupled with the subtlety of plane and 
constn,ction that is evident in the nude, you cai, 

tackle almost anything else with considerable 
assurance of getting these c11:alities. A <,~)mbina
tiou of figure and still life painting, first one and 
then the other, ovc1· and over again, offers you the 
best possible chance to develop the hest qualities 
of painting. Because you draw well is 110 real 

assurance that you can also pai11t, for the simple; 
reason of values aud relatiouships. The onlv w,iv , , 
you ca11 get them is to paint, and p;iint with a 
great deal of conscientious study. The reason for 
working in ,1 group is that values, good or had, are 

more apparent in the other fellow's work than 011 
the model. 'i ou learn from his errors as well as 

cause he has heen used to setting down black aud from his adva11eement over you. 
white tones in drawing, the student's first paint- Go also to the art galleries and museums and 
ings are usually overly dark, heavy, with opaque- study the way flesh tones arc handled. It will help 
ness in the shadows. The planes in the light are you sec them for yourself. 

ri1ostly ovcnnodclcd, often too bro",1. Here is Learning to paint flesh well is not easy, aud it 
one of the most important qualities he cau add does not happen overnight. ft is not surprisi11g 
to his daily or routine work from the experience that, of all things, flesh is the rnost diffic11lt to 
of Iigure painting. Flesh '.ones and modeling are paint, for, of all thi11gs, flesh :s perhaps the most 
the most subtle and delicate of all form. They are beautiful. May we not be thankful that it, n1thcr 

much like the modeling of clouds in light. It tlrnu the hides and fnrs of the lower animals, was 
forces one to get up into a fresh high key in color give11 to 11st I ,ct us appreciate it and respect it. 
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CLOSING CHAT 

h· 1s with a feeling of regret that I come to the wen~ tactfully pointed out. Art buyers as a rule are 
closing pages of this effort. It is something like not artists, and it is up to the ,utist to sell his 
the parting of father and son. \Ve have been close knowledge and good taste wherever possible. 
companions, this book and T, over a period of You can give tlie buyer what he wants, and still 
many months. I can scarcely leave it-and you- he giving him what he should have. You would 
without touching upon a fow of the more personal not sell ·a man a h:1d anything just because he did 
things that are bound to make up your life as not know it was bad. 
an artist and illustrator. 1f yon fiud that you seem to antagoni'l.e: your 

f'irst of all, may I impress upon you the impor- clients repeatedly, it is better to get a reprcsenta-
tauce of developing the ability to make decisions. tivc, or work through :111 agent who knows how 
Hardly a day goes by that you do not have to to deal with :ut buyers. 1\rtists arc not always 
tlt.;t.:j,},~ :-.t>lJlt:tl 1i£1g. ~1akl11g ,lt:ci~ic,c1~ j:, ll1t-: lligl1- gt>utl ~;,1le:::,111t:~rJ. B;,tt.1 ::;;,1lc:::,r1t..lJJs1ti() l:\111 ~la11tl i11 

road to creativeness. Every hit of art that yon do the way of your progl'ess. If you fail, it should be 
is a collection of little decisions. From the single because of your work, not hecause of lack of 
plan of approach to a single subject, to the whole salesmanship. 1f art work is good, somebody can 
plan of app,.oach to your ultimate goal, and the always sell it. 
carrying through of that plan, all is decision. It The essence of good salesmanship on the part 
is obvious that the artist must be agreeable and of the artist is the evidence of real enthusiasm 
co-operative iu order to succeed, but there is over the job. If you like to work for a man, tell 
such a thing as beiug a little too mm,h of a "yes'' him so. But never critic:ize the ideas of a buyer. 
rnau. Yon can easily get so used to following direc- That buyer m:1y end np as the art director of the 
tions and instructions that you cease to exercise agency or magazine that later on you might want 
your best faculties. There are m.any proper and most to sell. Again, every man is entitled to his 
legitimate ways of projecting your persouality ideas; the foet that you do not always agree, does 
into the things yon do, while ·still continuing to not necessarily make the idea unsound. 
meet the demands of your assignment. By real It is so easy, aftc1· a prokmged struggle, for the 
analysis, you will find the average assignment first successes of a young artist to "go to his head." 
wide opeu lo creativeuess. l should say that if Often this can be a great and unsuspected detri-
you have a job that never allows a decision or meut to success. I have yet to sec the artist who i~ 
opiuiou 011 your part, get out of it, for you can infallible. The way up is long and slow, hut the 
only move upward by ;1dding somethi1lg of your trip down can be like: greased lightning. T have 
individuality to any job. always contended that the man who is big on the 

Perhaps it is just as bad to want to do evGry- out~ide must he equally big inside. People are 
thing in vour w:1v and yours alone. There mav be sensitiv<1 the world over. ;\lo one is bi!! cnon!!h to 

.I .I ., ., <,;' ..J 

very sound and practical reasons for c:<~rtain in- belittle the other fellow. It cuts deep, and the 
structions which happeu to "go against the grain" wound is ];isling. 111 my day I have seen many of 
with you artistically. Often it is the other way the little fellows overtake aud pass the big ones, 
round, since the instructions may have heeu pre- making the "big shots" cat their words. There is 
pared hy those who really have no sense: of the an old saying in Hollywood, "Be nice to people 
artistic, au<l who would he agreeable to change on the way np, for you may meet the same people 
if the practical reasons from the artist's viewpoint on the ,vay do".,1." 
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CLOSING CHAT 

I spoke of making decisions. There are many 
kinds. On the negative side there are lazy ones, 
intolerant ones,. procrastinating ones, impatient 
ones, indifferent (me.~, inadequate ones, and im

pulsive ones. Then thGre arc those that contribute 
so much. There are those blessed with humility, 
determination, thoughtfulness, intelligence, and 

perseverance. There can be the decision each day 
to make that day coutit in sorne way toward your 
big goal. Art lakes so much time that waste of 

precious time is c:osll y. Y 011 rnust uot jnst try to 
fiu<l time for study, you must somehow make it. 
Aud, iu art, study can never stop. You will find 
sketches galore in the studio of the good m,rn, 

with the paint quite fresh. The mediocre artist's 
sketches arc old and dusty. I have seen so many 

middle-aged artists still hoping. whose samples 
are frayed at the edges, aud tlnnnh-markcd with 
time. Sometimes it h,1s heen a rnatt1~r of vcars , 
siucc they sat clown and actually dicl something 
to give: their hopes any promise. They are plod
ding their lives away at something they hate, and 
doing nothing (ibout it. These arc the men who 
nc.ivGr seem to have h,1d a chance. The truth is. 
thc:y never seized a chance. 

There is (I rlifforcncc in wm-king ''at" a thiug, 
or working "for" it. \Ve can really study. or we 
C(lll p11tter. The "for" should be dcl\uite before 

you sit down. You arc working for a hett1~r knowl
edge of anatou1y, perspective, values, or some 
definite objective. You ar·e training your eye for 

proportion, or to see the lost and found of edges, 

you are developing your vision and tcchniqui:: for 
more looseness and expression. lf you do not seek, 
how c:an you possibly find'~ If you feel that you 
are makiug many etTors, that is good. That you 
can sense them. is so much better than if vou , 
could uot. 

lt is most uatural to seek advice on import:u1t· 
quc~tions. But do not get the habit of going to 
otll(srs for voui· decisions. So manv artists have , , 
written to me fo,· decisions that neither I uor any

Olle else could possibly make for tll(.!rn. "Shall l 
lake up art?" "\'Vonk! I be a better illustrator or 
poster artist?" "Should I work in oil or water 
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color?" "Should I quit a steady job to draw and 
paiut?" One chap actually wrote, "Sliall I get a 
cli,•orce and have the freedom to follow up my 
art?" :t..1auy ask if they arc too old to IJegin, what 

cities to work in, where do you get work, and how 
mnch do you get? 

\1ay I say that most advice is conservative. 
~f ost people do not want to shoulder the respon
sibility of another's choice, success, or failure. 

Askiog for· advice sel<lorn brings the advice you 
want. Too often advice is negative. :s/c)hody wants 

to make your decision, aut! nobody ever will. 
I cannot recommeuc..l one art school over ,rn

olher, for several reasons. One is tk1t it is impos
sible to he f.uniliar with the courses :md i nstruc
tors of ev<~rv s<:hool. It is manv vcars since I , , , 
att1~nclecl anv art school, and si11ce then each mav , , 

have changed (md probably has a completely new 

personnel. To recomrnGnd a school I would have 
to be familiar with yotu· work, sympathetic with 

your particular ambitions, and probably knowi11g 
sornc>thing of your personality, character. perse
verance, aud ac..laptability. lt is too 1nud1 to ask, 
aud 1 <lo uot feel <p1alif\cd to auswcr. 

Seek tlie S(;hool which shows evidc11ce of the 

thiugs you would like to do. A school cauuot make 
yon a good stndeut, bnt you ca11 he a .~ootl stmkut 
in anv school. School is main Iv the O[lpOrtnnitv for 

.I • ' ,I 

you to work things out for yourself under the best 
of conditions, with s1x1cc, m<)dcls, :ind instruc
tion .~11pplicd. But you will still h,1vc to do your 
joh. It may be a bit harsh, hut ll'U(', that the avE·1·

age school is m11ch heller than the average ~\11-
denl, and it would he heller if the s,chool co11ld 
pick the stndmit, rather th,ut the student the 
school. Some schools require cntnmc,e ex,uuina

tions, :md if so, you need not worry ahont the 
.~chool. 

I wish it were pos.~iblc to list places to sdl yonr 
work. B11t your experience will probably be some

thing like mine. After winning an art sd1ool schol
arship with a flgure painting, my first job was lo 
paint a kctdtup hottlc. J found then: was a lot 

more to painting a ketchup bottle .for advertis· 
ing tha1! I ever dreamed. Then one day I painted 



CLOSING CHAT 

a Santa Claus. An art director saw it, told so1ne
oiw who was looking for talent about it. It got rr1e 
a tryo11t in a studio. That led to other work, which 
t>pened up f11rther opportunities. Th:1t is about 
the way it works out. You cannot be good in art 
in this country very long before so1neone begins 
lo take notice. ;\ncl von can se1! to it that vour , . 
\vork is noticed, by sending it abont. 

If you intend writing me, as so many have done, 
I n1ust apologize here for not being ahle to answer 
1nore than a fraction of VOIII" letters. \1y routine , . 
,vork de1nancls n1ost of my time, and I do not hc-
lieve in fonn letters or secretarial answers. J have 
fri,,.l to ~ft,,-,r you lo 1 hf' hP.st of 1ny ahility in this 
hook, and, though I lre1nenclously appreciate per
sonal <xmtaet with niy readers, 1 flncl it in1possible 
to make personal answers to their queries. For 
this reaso11 I have set 11p Answers to Queries in the 
back of this book. Perhaps you can find your 
answer there, or at least it may indicate whGre 
the decision 1nusl be your own. I shall, however, 
appreciate letters, especially those that do not 
n>quest advice in pm·sonal 1nattcrs, ,vhich in the 
long run will be better if ,vorkcd out by yourself. 

The most impo1·tant thought T wish to lcaw; 
with you, aside from making hig and little every
day decis ions, is the great ,vorthiness of our craft. 
If you succeed in it, the ,vorld holds high respect 
for your acco1np lishment. There seems to be a 
eer!ain reverence for good art in all walks of life. 
Just because art is niade for industrial or conuner
cial use, there need be no slignia attached to it. 
The fine artist \vorks for a living also, and his pic
tures 1na y be reproduced and sold for profit. I can 
see little difference between painting a portrait 
for a fee and paintiug anything else for a fee. Such 
di!Ierence lies only in the skill of the artist, and 
there is nothing to limit skill in conunercial art. 
For this reasou co1nmercial art has bv far the , 
greatest future, since it is open to greater and 
greater ability; ,vhercas in the fields of fine art 
there has been such perfection as to leave a 
very nanow margin to be surpassed. I believe 
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this is the real reason for the trend of fine art today 
to diverge frorn the idealistic toward the spectac
ular, fro1n the tangihle to the abstract. This is the 
only door that sccn1s to he open. 

Let 11s remcm1bcr the inAuence exerted upon 
the average individual by pictures. Fro1n the cra
dle he learns lo love the1n. Pictures of 011c kind or 
another do 1nuch to shape the pattern of everyday 
life. Pictures suggest the clothes people wear, the 
interiors they live in, the things they buy. Pictures 
visualiZ(! the present, the past, and the future. Still 
more, art brings to life the nonexistent, enables 
the eye to see the product of the iinagination. Art 
c•;H) he-, fnc•t or ficticm , pr1·sc)nal nr irnpcrs()n~ 1, 
truth c.11· distortion, dvnamic or static, concrete or , 
abstract, funclmnenlal or Hamhoyant ... it's what 
vou 1nake it. \Vhere else iu the world is there l<!ss , 
lirnilaliou? 

Let us as artfats, then, feel that we have a trust. 
I ,et us be sincere, if for no other reasou than to 
give our craft eharacter. Let ns choose to repro
duce heanty rathm· than the sordid, if only to ele
vate the st:111d:1rds of beautv. If we seek an audi-, 
encc to our way of expression, let us 1nake the 
things we have to say worth while. \Vheu we have 
a choice, !el us build, uot tear down. If we are 
endowed with the vision to encompass beauty, let 
us he grateful, hut not selfish about it. To live and 
work only to please one's self, using art as a means 
of display for uncoutrolled ternpcra1nent ;md un
disciplined license, for divorcing oneself from the 
nonnal and ethical standards of life, to my n1iocl 
is wrong. Art belongs to life, and essentially to the 
com1non, everyday man. 

Art is essentially giving. Ability of high order is 
rare. The successful ,nay well rejoice that they 
fev,1, a1no11g the 1nany, h:1vc been given the eyes 
that sec, the hand to set down, the perception to 
grasp, and the heart to understand, the big truth. 
\Vliat we t:1kc. in, we can strive to give hack in 
greater perfection. It seems lo n1e that this would 
not he possible without patience, hnrnility. and 
respect for life and mankind. 
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ANSWERS TO QUERIES 

l. I would not advise the student just out of art school 
to set up an immediate free-lance studio. Gel a steady 
job, ii possible, in an art department or organization. You 
will need a period of practical application of your work. 
\Vork among other artists. One learns from another. 

2. Begin to wcnk It> a specified delivery elate as soon a.s 
possible. Do ,10t fol work dally along. Finish one thing 
before y<>11 $tart anc,ther. 

3. Ple:1se do not ask me to hunt up books for you. :1,l<Jst 
art books ca,1 be purchased by proper inquiry from a 
book dealer, who carries lists of publications and pub
lishers. You can go lo the library and have book., looked 
up for you. Art magazi11cs also usnally have a book 
service. 

4. Do not ask me what b<)oks to read . .Head all you can 
afford to buy. Start now to build ,1 library of your ow,1. 
Do not be satisfied with any one book to cover • su hject. 

5. Do not send me checks or money orcfors, .since the 
author has nothing to do witl1 lhe sale of his books. \'\'rite 
direct to the publisher. 

6. Please do uot ask me to supply you with info1ma
tion concerning art materials. Art supply dealers are 
listed in most art magazines. Ev('ry city has them. Spe
cific materials cau be located by inquiry of a good dealer. 

1. \Vhat school? You m11st decide. Art sch(Jols are ad
vertised in art magazines and listed u11dcr vocatio11al 
training elsewhere. Send for the prospectus. 

8. \V'hat course? You must clecicle. 

9. \·Vhat mediums? 'io\1 n1ust decide. Try them all. All 
are practical except pa.,tel. Even thi., can be used if fixed 
ancl .,hipped carefully. Use a pastel (,1ot charcoal) 
&xalive. 

J.O. \Vbat city to work in? You mu.,t decide. New York 
and Chicago are the largest art (-enters. Every city has 
possibilities. 

ll. You caunot copy pictures from the magazines and 
~ell them. All printed pich1res cany a copy.right. Espe
cially do not copy pictures of movie stars or other indi
viduals. You must have a release or written permission. 

12. Names of models appearing in my books cannot 
be gi,•en out, 

13. There is no specific price for model time. She may 
work at any price agreeable to both parties, unless other
wise specified by her agent or agency. Model fees shou lei 
he paid at orice, without waiting for publication. 

14. An art diploma is not needed in commercial and 
illustrative fields. 

and suhmittecl, whether accepted for final work or not. 
Sketches may he inclmled in the final price. Price for 
final work shoolcl be agreed upon before work is started. 

lit If )'Otlr sl<~to1'1 i:; giv<}n to another artist .. or oom· 
pletion of the final work, you shoul<l be paid for the 
sketch. This should he cleductecl from the fi11al price paid 
to the s~e<md artist and paid to yon. 

17. Request wriH<>n orders for your wmk, duly author
jzed I)}' a respc>nsil>le si,g1,att1rc. It js \Vitl•i11 your rig}1t. 

18. Changes or corrections of a 11:iture not in the orig
inal re,1ue.,t or understanding. and cha11ged through no 
fault of yours, should be paid for. Correctio11s macle to 
bring the work up lo a rec1uired or worthy standard 
should be :it the artist's expense. If changes or corrections 
al'C sj1npl)' a 111atter c,f <>pinic>n, sl•ch expense> if an)· cxtl'a> 
should he agreed upo,1 bdore ch,1nges are made. Do not 
bill a client for extra fees unless so agreed. Stick to your 
orig.inal price if you possibly cau, for this may have been 
<1uotecl 1,ls«where. 

J 9. Jf you have made a fi11isbed picture on order aud 
it is rejec:t"'l, it is fair to ask for an adjustment, i( not the 
ft1ll 1,rice, ~l:CL'()rdi11g t(> )'011r time ~tnd expense. lf }'C>11 are 
a well-known and ('Stablishcd artist', your clic11t is ex
pected to he familiar enough with your work to give you 
~ l)Ofl:\ fi,I,: g11ar~Tl t~R of p~yn1f't•t, ,,,tu=!tl1f)r ~(~f':Ppt~,I ifa 
tum by his client or not. Ordina1·ily the artist shou lei make 
:ttl)' re:ts<>11:Ll>le <.:or1cessi<,11s. Ile sl1<,ultl c<,1asider carE!f11ll)' 
whether the work trnly represents his best. If not, he 
should do it ow•,· at the original prke without extra foe. 
All artists h:1ve " few <lo-overs. If the clic:11t is reputable 
and fair, his future busi11css is worth the extra effoit, and 
he will not be witho\1t appteciation of your fairness. He 
cannc1t pay you twice for the snme job. If he will not give 
you the sero11d chance to rcd('em yourself, then he should 
pay a fair price for the expense aml effort you have gone 
to. If he wants you to do it Ov('r without changing orig
l11al inst1·t1ctio11s> yo,i sho1.1l(l clc, sc> at 11c, extra fee. But 
c1oi11g it 0\.'<~1· t<> fit n~w circ..'1.11r1sta1}CCS) throtl gl1 no fa11lt 
of your owu, .~hould be paid for at a price agreeable aud 
tt!ld('rslood previous to the final ex.,c·ution. 

2(), !\ever sue a client without having a previous bona 
fide or<lcr and an agreement as to price, also evidence 
that you have satisfactorily delivered cq«a\Jy impmtant 
work to other clients. Your work is likely to he passed on 
by a compct('llt jury, usl.1ally artists of 110t('. It is better to 

forget it ir you are certain the wo.rk has not bee,1, ancl 
will not he, used. Maybe it really is too had to accept. At 
a11y ratc1 if }'OU S:lle ancl v.:irt, )'Ott 1nay be sure ytltl are 
through, at least with that client. Few good artists have 
law soils over their work. ln the case of Jong or e•ten<led 
work, that is different. Jf part of th(' work was acceptable 

15. Either you or a purchaser ,nay set the price. and used, that should 1,e paid for. U a c,intrad was made, 
Sketches should be paid for if they have been ordered your client should be held liable. 
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ANSWERS TO QUERIES: 
21. Advertising illustration normally p•r a higher 

price than ,tory illustration. 

22. Do not sign au Indefinite or lifd<>ng agreement 
with nny rnprt.~ uttl.tive or agent or hrok~r of ».ny li n<L 
You moy be paying for the rest of your life on everything 
yon <lo, whether it i~ secnrt!tl by that uge.,nt or not. lt mnsf 
be spe<:i6ed !11at you pay a commission only on su,·h work 
as thn< agent bas sold for you, and for a limited period. 
1f all is sntisfactmy you can •·enew the age»t, while if it 
i.~ not you can go elsewhere. 

23. The ageul's commissioe1 should not exc-eed 25%, A 
lesser rate may be exp<,ctcd as you become well known, 
s ince it will he less dilli,11lt to sell you. 

24. A Rue art dealeis conu"Hission is anythiug you Hlu~ 

lually agree upon. Some go as high as 50%. 

25. You ainnot, without postal authority, send nude 
photos th ,.,ugh the mall. Any publi,horl nud.,, must pas< 
C<!n.•wr..hi,,., uoless unquestionably <:onsiderW AS at t sub .. 
jC<.:lS, 01· used in conjvnction w ith arl t~txt. 

26. All work submitted on speculation <hould be ac
eompnnfod hy re-turn postage or fees. No magtt.!.il\¢ ,..,.m 
h(' liahlc for return ot· loss. 

27. The author docs not select the illustrator. 

28. You cannot force anyone to pu.blish yo1ir work, 
even if paid {or. 

29. Pk·nsc do not n..dc me for utldre.-.:.~o; of :u1y ~iuc.J . 

30. Please do nor ask for original sketches a,1tl pai,lt
lngs, ,i nc.., I c,Hm<>t possibly me.ct the number of requests. 

31. Please do nor ask for autographs. \Vhile J. am 
ple:1sc>d, I honestly have not tin1e to repack and mail your 
books. For this accept my apologi~s autl siuccrc regret.s. 

32. I cam1ot possibly sell your work for you Oil com-
mission. uor huy picture~ nor can l hi,·c artists or r~pre• 
sent them. 
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SJ. Please clo not send mt y<>u r work for personal 
<.·ritici~m :lnd a.pprai,sa). I hav(' given you everything I can 
in the book, amt cannot ext•nd sud, S<·rvicc to my r"8d· 
er.~. though it is much lo my regret. 

34. Please do not ask for letters of iotroduction or rro-
01mn~n<f:ttion. lf your work is good you won't need them. 
I hesitate to dc1,rivo an artLst friend of titne, for that is 
what h., valt,es most. lf 1 would not do it, I cannot ask 
him to give you time. Some day you will understand. 

35. 1 wi:ih it were pos~ihJP. to give you personal in,er· 
viC\•/S, bul' I am in th<' sam,a Loat o.s my artist friend. 
\Vhen working to a filled scbedulr, there just is not time. 
The ,1rtist has sold his time ,md it helongs tu his clients. 
It ls not his to give. 

36. The t ime given to this book bns been given s t oon
side,·able expense and loss of other work. l can think ol 
nothing more th"t T co11l«I tell you personally. 1 urge you 
tc, g•t in that hoM of yours :tud row it with all your might. 
l)ou't ask for personal drdsious. You will fuxl it is better 
to make them your,;~lf arid St;~ them throu.f,th, 

;,i, \Vhatever your 11roblem, there has been the same 
problem over and over for everybody else. Some have 
licked it, so can you. 

38. I do not cond11ct any classes nor try to give indi· 
\'idual insll'uction. bccau~e J want to n:main active in 
the field ,L< long as I can. I could start a school, I suppose, 
bur l'd r.ther paint. \-Vhen I'm !X'.ady to qoit the l\eld, 
thc,u I hope to fed that I have earned my right to what 
lime- is leCt to work for the sheer pleasure of it. The fun 
will always btt in the doing, and l 'd much rath~r he a 
stu<lellt aJwuys. 

~ - I do appreciate letters, espceially those that do 
oot ask me to makt! dcdsiou.s. 

40. In closing, T wish to assur~ you that in art there is 
troly a reward waiting for all who have the courage it 
demands. 
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