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OPENING CHAT

DEAR READER: ‘

With the wonderful response given my earlier
efforts, I believe that through this volume I shall
be greeting many of you as old friends. The ac-
ceptance of my last book, Figure Drawing for All
It's Worth, has encouraged me to continue, for
there is still much worth-while knowledge in the
field of illustration, beyond the actual drawing of
figures, that can be set forth. It is one thing to

draw the figure well, but quite another to set that
| ﬁgure into a convincing environment, to make it
- tellastory, and to give it personality and dramatic
interest. In short, the figure means little as a good
drawing only. It must accomplish something—

sell a product, or give realism and character to a-

story; its personality must so impress the beholder
that he is moved to a definite response emotion-
ally.

My purpose is to present what, in my experi-
ence, have proved to be the fundamentals of illus-
tration. To the best of my belief, such funda-
mentals have not been-organized and set forth
before. So I have attempted to assemble this
much-needed information, trusting that my own
efforts in the active fields of illustration qualify
me to do so. I shall try to make clear the funda-
mentals that apply to the whole pictorial effort
rather than to specific draftsmanship of the figure
or other units. I shall assume that you can already
draw with considerable ability and have some

background of experience or training. In this

sense the book will not be built around the early
effort of the beginner, nor is it for those interested
only in drawing as a hobby. It will be for those
having a bona fide desire for a career in art and
the determination to give it all the concentration
and effort such a career calls for. Success in art is
by no means easy, or a matter of puttering at it in
odd moments. There is no “gift” or talent so great
-that it can dispense with the need for fundamental
knowledge, much diligent practice, and hard ef-
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tort. I do not contend that anyone can draw or
paint. I do contend that anyone who can draw or
paint can do it better with more knowledge to
work with,

Let us assuine, then, that you have ability you
wish to put into practical channels. You want to
know how tu set about it. You want to paint pic-
tures for magazine stories and advertising, for
billboards, window displays, calendars and cov-
ers. You want every possible chance for success,

Let us not be under any illusions. At the start I
must admit that there is no exact formula that
can assure success. But there are unquestion-
ably forms of procedure that can contribute a
great deal toward it. Such a formula might be
possible if the character, technical appreciation,
and emotional capacity of the individual were not
so much a part of the ultimate results. For that
reason, art cannot possibly be reduced to exact
formulas devoid of personality. Devoid of per-
sonality, creative art would have little reason for
existence. In fact, the individual expression is its
greatest value, the thing that forever lifts it above
picture-making achieved by mechanical means. T
shiall not presume to quarrel with the camera. But
I contend that even with all its mechanical per-
fection, the real value of photography is in the
individual perception of the cameraman and not
in technical excellence alone. If art were only per-
tection of precise detail, the camera would dis-
pense with the necd for artists. But until we have
a lens endowed with emotion and individual per-
ception, or having the power of discriminating
between the significant and the irrelevant, the
artist will always dominate the situation. The
camera must accept the good with the bad, take
it or leave it—must reproduce the complete un-
emotional and literal appearance of whatever is
placed before it.

May I impress upon cvery reader that illustra-
tion is life as you perceive and interpret it. That
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is your heritage as an artist and is the quality
which will be most sought for in your work. Try
never to lose it or subordinate it to the personality
of another. As far as you and your work are con-
cerned, life is line, tone, color, and design—plus
your feelings about it. These are some of the tools
with which we all work and which I shall try to
enable you to use. You will work with these tools
as you see {it, but my hope is that from this book
you may gain added knowledge of how to use
them.

Throughout my own early career I felt an ur-
gent need for just this kind of help. The need is
still evident, and I have taken the problem upon
myself. My ability as an author can be set aside as
of little importance. We have the common ground
of knowing that the things I shall attempt to talk
about are of tremendous importance to both of
us, to our mutual success—since I intend to re-
main as active as possible in the field. I wish you
to succeed as much as I wish to succeed myself,
for the sake of our craft, which is more important
than we are.

It illustration is expression, it becomes a trans-
position of thought. So it is thought transposed to
an illusion of reality. Suppose T speak of a man
with a face as hard as flint. A mental image is con-
jured up in your imagination. However, the image
is not yet sharp and clear. This quality of hardness,
a subconscious iterpretation you feel, must be
combined with realism. The result will not be a
copy of a photo nor of a living model. It is a
transposition of your individual conception to a
face. You work with your tools of line, tone, and
color to produce that quality. Devoid of feeling,
you could hardly paint that head.

Drawing for mere duplication has little point
to it. You may do it better with your camera.
Drawing as a means of expression is the justifica-
tion of art over photography. Art directors have
told me that they use photography only because
of the mediocrity of available artists. The demand
for good work far exceeds the supply. Therefore
commercial art has had to lap over into photog-
raphy as the next best bet. Rarely does an art di-
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rector prefer a photo to a well-executed painting.
The dificulty lies in getting the painting or draw-
ing that is good enough,

If we are to carry our craft forward, increasirig
the volume of good art to anything like the pro-
portionate use of photography or meeting the
indisputable demand, it will not be through
the imitation of photography, nor even through
greater technical ability. It will come through
the greater scope of the imagination on the part
of artists. Tt will come also through greater tech-
nical freedom leaning away from the merely pho-
tographic, and through greater individuality, To
try to compete with the camera on its own ground
is [utile. We-cannot match its precision of detail.
For straight values and local color { which we will
hear more of, later} there is little we can add.
But for real pictorial worth, the gates are wide
open,

You may be certain that the greatest pictorial
value lies in all the things the camera cannot do.
Let us turn our attention to design, looseness and
freedom of technical rendering, character, drama,
inventiveness of layout, the “lost and found” of
cdges, subordination of the inconsequential, and
accentuation of the important. Let us incorporate
the emotional qualities so sadly lacking in photo-
graphic illustration. Let our product be as differ-
ent from the photo as our individual handwriting
is from printed type. If we make the drawing, the
values, and the color sound and convincing, from
there on we need not compete. From that point
on there is nothing to stop us, and from that point
on the public actually prefers art to photography.
The drawing, values, and color are only the
stock-in-trade, the jumping-off place. That much
is cxpected and taken for granted. What we do
beyond these will determine how far we go in
illustration.

Drawing as drawing alone is not too difficult.
Drawing, for the most part, is setting down con-
tour in correct proportion and spacing. Spaces
can be measured, and there are simple ways and
means of measuring them. Any old line around a
contour may be correctly spaced. You can square
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off copy, measure by eye, or project it, and get
that kind of drawing. But real drawing is an inter-
_Pretaﬁﬂn, 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-
self 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
only chance to be original, to excel a thousand
others who also can use mechanical devices. Even
a poor drawing exhibiting inventiveness and some
originality is better than a hundred tracings or
projections.

IfIam gt}ing to give you information of value,
it must come from actual practice and from con-
tact with the actual field. Naturally I am limited
to my own viewpoint. But, since the fundamentals
that go into my own work are for the most part
the same as those used by others, we cannot be
too far from a common goal. So, T use examples
of my work here, not as something to be imitated,
but rather to demonstrate the basic elements that
I believe must go into all successful illustration.
By showing you the means of expression rather
“than the expression itself, T leave you free to ex-
press yourselves individually.

My approach will strip itself as far as possible
from the theory of imitation as a means of teach-
ing. For this reason the approach must vary con-
-siderably from the usual art text formula. We
shall have no examples of Old Masters, for,
frankly, what methods and procedures they used
are virtually unknown. You can see great pictures
everywhere; you probably have your files full of
them. Unless I could tell you how an Old Master
arrived at his great painting, I could add nothing
of value. I cannot presume to give you even an
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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 chance. 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 ot sharing my experience
with you for whatever value it has. You will thus
have the chance to select what is of usc to you,
and to discard that with which you do not agree.

The art of illustration must logically begin with
line. There is so much more to line than is con-
ceived by the layman that we must start out with
a broader understanding of it. Whether con-
sciously or not, line enters every phasc of pictorial
effort, and plays a most important part. Line is the
first approach to design, as well as the delineation
of contour, and ignorance of its true function can
be a great impediment to success. So our book
will start with line.

Tone comes next. Tone is the basis of the ren-
dering of form in its solid aspect. Tone is also the
basis of a three-dimensional effect of form in
space. A truthful representation of life cannot be
made without a clear understanding of tone. Line
and tone are interdependent, and this relation-
ship must be understood.

To line and tone is added color. Again the re-
lationship becomes inseparable, for true color
depends almost entirely upon good tonal or value
relationship. We may draw an illustration in line
only, and it stands complete pictorially. But the
minute we go beyond line as contour only, we
start to deal with light and shadow, or tone. We
are therefore plunged immediately into the com-
plex laws of nature, since only by light and
shadow, or tonality, is form apparent to us. The
step from tone to color is not nearly so great,
since the two are closely related.
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Granted that we can comprehend the basic
fundamentals of line, tone, and color, there is still
more to encompass. All 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 owers
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 delves 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 fields into
a variety of approaches, each tuned to its partic-
ular purpose. In each field there is an individual
basic approach which the successtul 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 “Form 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 maTTER what subject the artist uses or what
medium he works in, there is but one solid basis
of approach to a realistic interpretation of life—
to the representation of the natural appearance
of existing forms. I cannot lay claim to being the
first to perceive the truths which underlic this
approach. You will find them exemplificd in all
good art. They existed long belore me, and will
continue as long as there is light. I shall attempt
only to organize these truths so as to make them
workable for you in study and practice, in every-
thing you do. To the organization of these basic
truths I have given a name: the Form Principle.
This principle is the basis for everything which
will be discussed in this book; and it is my hope
that you will adopt it and use it for the rest of your
lives. Let us start out by dcfining the Form Prin-
ciple:

The Form Principle is the rendering of form as
to its aspect at any given moment with regard
to its lighting, its structure and texture, together
with its true relationship to its environment.

Now let us see what this means. Any pictorial
effect that will present a convincing illusion of
existing form must do so first by the rendering ot
light on that form. Without light, as far as we
are concerned, form ccascs to cxist. The first truth
of the Form Principle that we are concerned with
is:

It must be determined at once what kind of
tht we are wﬂrking with, for ity nature and quul—
ity and the direction from which it comes will
affect the entire appearance of the form.

It it is impossible to render form without light,
then it follows that the nature of the [orm becomes
visible because of light. A brilliant light produces
well-defined light, halftone, and shadow. A dif-
fused light, such as the light of the sky on a grey
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day, produces an effect of softness and subtle
gradation of light to dark. In the studio the same
relative effects are produced by artificial light for
definition and by the natural north daylight for
the soft gradation.

The direction or position of the light source,
then, determines what planes shall be in the light,
halftone, or shadow. Texture is more apparent in
a direct or bright light than in a diffused light. The—
planes of the form are also more apparent in bril-
liant light.

This brings us to the next truth:

The lightest areas of the form will be within
those planes lying most nearly at right angles to
the direction of the light. The halftone planes wwill
be those obliquely situated Lo the direction of the
light. The shadow planes will be those planes
lying in or beyond the direction of light so that
the light of the original source cannot reach them.
The cast shadows are the results of the light hav-
ing been intercepted, and the shape of such inter-
cepting form is projected to other planes. In dif-
fused light there is little or no cast shadow. In
brilliant light or direct light there is always cast
shadotw,

So you will see that the kind of light immedi-
ately has to do with the approach to your subject
and the ultimate effect. Having less definition, the
diffused or over-all light will be most difficult. For

“snap, take direct light. For softness and sim-
plicity, use sky light. Direct light produces con-
trast, sky light produces closeness of value.
Direct licht produces much more reflected
light, and this is most apparent within the shad-
ow. The amount of reflected light reaching the
shadow will determine its value. Everything upon
which the light folls becomes a secondary source
of reflected light and will lisht shadow planes in
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the same manner as the original source, being
brightest on the planes at right angles to such
reflected light.

Light can operate in only one manner. It hits
the top planes squarely and brightly, then slides
around the form as far as it can go. However, in
the shadow, the source being of less brilliancy,
reflected light can never be as light as the original
source. Therefore no area in the shadow can be as
light as the areas in the light.

More art falls apart for this reason than for any
other. Both light and shadow areas must be sim-
plified and painted in the fewest possible values.
The object is to make all the lighted areas hold
together as one group, as opposed to the shadow
areas as another group. If the values of the two
groups are not thus separated and held apart, the
subject is bound to lose solidity and form, no mat-
ter how well modeled and how well drawn. Much
of the reason for pictures’ falling apart is also
because simple light and shadow is not given a

chance. Such relationship is destroyed by insert-
ing several sources of light. Thus where halftone
and shadow should be to give the true character
of the form, it is lost by other lighting, and the
values become a hodgepodge of middle tones,
highlights, and accents. There cannot be a white
in the shadow area. There can hardly be a pure
black in the light area. A sate approach is to make
all the areas in the light a little lighter than you
think you see them, and all the areas in the shadow
a little darker. You will probably come out with a
better thing than the other way round.

All forms within your picture should appear to
be lighted by the same source and be lighted con-
sistently with one another.

This does not mean that light cannot travel in
different directions, such as the light around a
lamp, the light of two windows, reflected lights,
etc. But the light must be a true effect of light,
such as sunlight, sky light, moonlight, twilight,
~ artificial light, etc,, in its real effect and relation-
ship. There is only one way to get this right. Do it

Faked lighting breaks down every other good
quality. |

All things represented within a given light
bear a relationship of tone and value to one
another.

If this relationship is not maintained, then the
form cannot be true. Everything has its “local”
value, that is, its surface tone appears to be some- .
where in the scale from black to white, Bright
light can raise the value, and dim light can lower
it. But the light raises or lowers all other surround-
ing values correspondingly, so that the value of
the subject holds a constant relationship to other
values. It will remain, in any light, so much lighter
or darker than its neighbors. For instance, 2 man’s
shirt may be so much lighter than his suit. In
any light this relationship holds good. Therefore,
whether in deep shadow or bright light, we can-
not change the value difference between the two.
The object is to raise both or lower both but to
keep the approximate difference. The relation-
ship of things to one another will be the same
always, either in light or in shadow.

A single source of light is best for our purpose
and produces the best effect pictorially. This also
gives us reflected light. We can use a reflector
(usually a white board) to reflect the original
light with beautiful effect. This, when working on
the shadow side.

Relationship of values is more correct in natu-
ral light than in any other.

Sunlight and daylight are the perfect lights tor

~ true rendering of form. You simply cannot beat

by studying from life the true aspect, or take a

photo which will give it to you. It cannot be faked.
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them with all the trick lighting possible.

Overmodeling comes from incorrect values.

If, to make the form go round, we exaggerate
the values, we use up the rather limited range be-
tween black and white, so we do not have left
the proper and lower values for the shadow. The
picture becomes dull and lifeless, since we have
used values that do not belong to the light and
could not be in relationship. The opposite is true
when we put lights into the shadows that could
not be, destroying the big relationship between
the whole light and the whole shadow.



THE FORM PRINCIPLE

The big form makes the subject carry and ap-
pear solid, not the incidental surface 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 design makes the picture, not the subject
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 set-
eral experiments.

A landscape beautiful in early morning or eve-
ning light may be dull and uninteresting at 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 subjeets can he made artistic
by weaving patterns of light and shadow through
it.

Value relationships between objects produce
design.

For example, a dark object placed against a
light one, and both against a grey ficld, would be
design. Units may be placed against close values
or contrasting values, therehy 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, or
else linear arrangements.

You cannot avoid making your subject either
a tonal statement or a linear statement. You can
combine both, but 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.

Cet 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-
laced or woven into other areas in nature. If
the edge is kept hard all around, it cannot avoid
sticking to the picture 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 peculiaritics 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 darkest part of the shadow appears near-
est the light, between the halftone of the light and
the reflected light within the shadow.

This is called the “ridge” or “hump” by 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 il enters into cverything you will ever do, or
see, in Lhe field of illustration. We shall attempt
to clarify its various applications as we go along,
I suggest that you come back to these tunda-
mental truths often, for they are the answer to
most of your problems.

So we start with line!
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PART ONE

THERE ARE SEVEN PRIMARY FUNCTIONS QOF LINE

1. To convey its own intrinsic beauty. w

—

F'o divide or limit an area or space. AO QO HH
"0 delineate a thought or symbol. 2l Y —

. To define form by edge or contour. O @U@

e

vEN if it may seem a bit obvious, let us start
the book with the very beginning of artistic cx-
pression, that of line, There is truly much more to
line in the mind of the artist than in that of the lay-
man. To the latter, line is but a mark of a pencil
or a mere scratch of a pen. To the true artist, linc
can reach great hcights, require exhaustive skill,
and convey unlimited beauty. Line in its various
functions has contributed as much to human
progress as fire or steam. All linc should have

2
3
4
5. T'o catch and direct the eye over a given course, ———» (4
6
7

[0 create design or arrangement.
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e

I'o produce a grey or tonal gradation. _ HIHI\IHIIII

funetion and purpose. I want you to think of it in
that light. Everything from this day forward that
you do artistically will bear a relationship to line,
either good or bad. You can either make line an
asset to your work, or you can let its importance
slide by you. But it you choose to ignore the func-
tions ot linc, your work will make a bad statement
ol your ability. Line is bound to enter your work
for better or worse. You cannot escape it.
Let us see what can be done about it,



N

(ne Ltline .

CZEAT!VE ART BEGINS WITH CREATIVE
LINE., CREATIVE LINE CAN ONLY BETHE

LINE AS YOU JEE IT AND PREFER TD DRAWIT.
PROJECTING LITERAL CONTOQURYS BY ANY
ARTIFICIAL MEANS CAN ONLY RESFULT IN
STIFLING YOURMOJST VALUABLE ASSET—
INDIVIDUALITY. DRAW FROM COPY AS YoU
WOULD FROM LIEE ., HAVE ALWAYS THE
COURAGE. TO DRAW IT YOURJSELE,

\

THIS BQOK HAS BEEN DESIGNED TO CARRY FORWARD THE FUNDAMENTALYS JET FORTH IN
¥ )
‘FIGURE DRAWING FOR ALL ITS WORTH, IT MUST BE ASSUMED YOU HAVE AN UNDERJTANDLING
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LINE IS PROPORTION WITH IMAGINATION

CAN YOU CONSTRUCT A HEAD IN ANY POSE ? N

A PLAN OF HEAD CONJSTRUCTION HAS REEN
SJET FORTH IN FUN WITH A PENCI L.

|
I
IVISUAL SFURVEY PLAN AS
JET FORTH IN "TFIGURE -

l DRAWING FORALL ITS WORTH,

f
-

'
P
S
e
T
L
[ II

THIS SJHOWS, Hovw TOGET THE PROPO

<
RTIONJS

- OF THE PROPORTION AND CONSTRUCTION OF THE HUMAN FIGURE., IT ¥ MY PURPQJE NOWTO HELP
YOU DEVELOP THE FIGURE PICTORIALLY TO PRACTICAL GOALT AND TO A LIVELIHOOD. WORK !
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LINE PRODUCES FORMAIL. DESIGN
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DOTTED LAHES SHOW BASIC DIVISIOMNL THIL (5 THE KEY TO FORMOL SUB DIl w t 1 O BIAGOMALS WMAY BIFECT ANY RECTANGLES
FUBDWISION BY PIAGONALS VERTICALS AND HORIZONTALS PRODUCES UNLIMITED DEJSIGN. TRY LT

THIS PAGE | TO IMPRESS DFPON YOU THE BASIC

RELATIONJSHIP OF LINE TO DESIGN, DIVIDING

L] '
SPACE FQUALLY PRODUCES FORMAL DESIGN.

W "
IF A DIRAWING | BASED UPON UNDERLYING THEREFORE INFORMAL DEJSIGN IJ BY UNEGUAL

LINEAR DESIGN,IT WiLL PARTAKE OF I'TS UNITY DIVISION. COMPOJSITION LFONE OR. THE OTHER.
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LINE PRODUCES INFORMAL DESIGN
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OVERLAPPING LINE AND AREAS THE FIRST PRINCIPLE OF COMPOSITION
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THE PRINCIPLE OF OVERLAPPING AREAYS, FORMJS, AND CONTOURS 15 THE BASIS OF ALL PICTORIA L
CREATION.SINCE LINE I OUR FIRST MEANS OF DEFINING THEVE,THEN LINEAR ARRANGEMENT
BECOMEYS QUR, FIRST CONJSIDERATICN . THERE ARE MANY WAYJS TO GO ABQUT IT, JOLBT UWSJTART, .

Nature is one vast panorama of contours and
spaces. Everything is form, set into space. If we
were to cut a rectangular opening in a piece of
cardboard and leok through it, nature would
present us with a picture. Within the four limits
of the opening, the space would become divided
by spaces and contours. To that spacing and
arrangement of contours we will give everlasting
attention, for it is the basis of all pictorial ap-
proach. The novice snaps his camera carelessly at
nature, The artist seeks to arrange it. From the

artist’s approach, almost anything is picture mate-
rial, since it is design and arrangement that
makes p:ictﬁres, regardless of subject. Cut a card-
board so as to make a “picture finder.” An opening
of three by four inches is large enough. Look
through it. Jot down, in miniature compositions,
the linear arrangements you find. Your sense of
arrangement is the firstreal indication of your cre-
ativeness. Walk about the house or grounds with
a small sketch pad. Don’t go any farther until you
have done a dozen or two small roughs.
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EVERYTHING YOU DRAW IS RELATED TO AN EYE LEVEL

It is impossible to draw correctly and intelli-
gently without the consideration of a viewpoint
and an cye level. The viewpoint is what is known
as the station point in perspective. Howcver, that
is really the spot on the ground plane where you
are standing. Artistically, the viewpoint is the
center of the field of vision and is not to be
confused with the vanishing points. If we look
straight out at eye level, the viewpoint will be
exactly opposite a point located in the middle of
the horizon. The horizon is the eye level. Think
of a great fan-shaped sheet of glass starting at a
point just back of our two eyes and spreading out
at our eye level and reaching as far as we could
sce. This entire sheet of glass would be the picture
horizon. No picture can have more than one hori-
zon. It follows that all receding lines parallel to
the ground plane that rccede from points above
the horizon must slant downward pictorially and
end in the horizon. Then all lines below the hori-
zon, also parallel to the ground plane, must slant
upward to the horizon. Our viewpoint, then, de-
termines the horizon.

Since a picture may not, and seldom does, rep-
resent the whole field of vision, the horizon may
cross the picture plane, or be above the picture
or below it. Suppose you have a large photo of a
group of buildings. Without changing the hori-
zon or perspective lines, you might crop out any
small scction of the photo for your picture. Bat
no matter what part you take, the relationship to
the original eye level (or viewpoint of the cam-
era) is apparent. You or the camera look down
on everything below the picture horizon or up at
anything above it. All things will show only their
top surface when below the eye level or picture
horizon. We can look into things only when
the eye is above them. Round lines like a belt
around a waistline must curve up when below
the horizon, and down when above. But how
many times we see this truth disregarded! How
often do we see necks, shoulders, paying no
attention to an eye level, roofs slanting down or
up when the reverse should be the case! It must
be stated here that too large a percentage of art-
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ists go into the field of illustration and commercial
art woefully lacking in a knowledge of simple
perspective. It becomes apparent when the artist
has obviously worked from two clippings or
photos, each having a diflerent eye level. You may
be certain two clips will seldom be in agreement
with each other in this respect.

Perspective must be understood by the artist.
It applies to every bit of copy he uses. He can
start with one thing, for instance a phntb of a
piano. That will establish the herizon of his pic-
ture. Then everything else, including figures,
must be drawn to the same eye level. Ile must
redraw the perspective so that the vanishing
points will fall in the same horizon set by the
piano. Or, selecting a figure, he may adjust the
perspective of the piano to fit the figure. The best
way to do this is to make small sketches so that
wide vanishing points may be used. Use a large
tissue pad. Then square off the small sketch and
enlarge to the size you want.

To learn perspective means only a small invest-
ment at the bookstore, and only a few evenings
set aside to learn it once and for all. Why an art-
ist will jeopardize his whole output and a life-
time of effort by a lack of such knowledge is be-
yond me. For some reason, the man who does not
know perspective imagines it is much more diffi-
cult than it really is. It is just one of those things,
like the study of anatomy, which an artist may
keep putting off eternally and suffer for lack of,
every day. Perspective is a part of every form
under every condition and cannot be qvoided. It
affects your very next job and every one there-
after. If you are working from a single photo the
camera may do it for you. But if you change or
add one single unit to your photographic copy,
you will not be able to do it correctly unless you
understand this principle of eye level and view-
point. If you do not understand perspective, by
all means drop everything else and get it at once.
You will never draw until you do. ( There are so
many good texts on perspective that it would be
superfluous to give further space to it here.
Your bookstore can help you.)






OVERLAPPING LINE AND AREAS THE FIRST PRINCIPLE OF COMPOSITION
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Nature is one vast panorama of contours and
spaces. Everything is form, set into space. If we
were to cut a rectangular opening in a piece of
cardboard and leok through it, nature would
present us with a picture. Within the four limits
of the opening, the space would become divided
by spaces and contours. To that spacing and
arrangement of contours we will give everlasting
attention, for it is the basis of all pictorial ap-
proach. The novice snaps his camera carelessly at
nature, The artist seeks to arrange it. From the

artist’s approach, almost anything is picture mate-
rial, since it is design and arrangement that
makes p:ictﬁres, regardless of subject. Cut a card-
board so as to make a “picture finder.” An opening
of three by four inches is large enough. Look
through it. Jot down, in miniature compositions,
the linear arrangements you find. Your sense of
arrangement is the firstreal indication of your cre-
ativeness. Walk about the house or grounds with
a small sketch pad. Don’t go any farther until you
have done a dozen or two small roughs.
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COMPOSITION MAY BE BASED ON LETTERS AND SYMBOLS

OTHER LETTERJ ARE

AFGCGJQZ

SYMBOLS

Ve 2?20 79




ﬁ/] )
Hlpizin

|_

I . ! |

JJJJJ —_—

i

)

- " ——

The

) ' |I




THE “FULCRUM-LEVER” PRINCIPLE APPLIED TO COMPOSITION

RULE e
THE HEAVIERE THE MAJTYS
OR WEIGHT, THE NEZARFR
T THOU LD BE PILACED
TO THE MUDDIE JINE
OF YOUR PICTUIRE.

2

THE HEANY WEIGHT
Catl BE NEAREST

OR. THE JSHMALL ONE
NEAREST K

FLACE EACH WELGHT
JO THAT iT"“m-?PE,&HJ'
TO BE N BALANCE”

EQUAL WEIGHT.S

JHOULD APPEAR
o BE E@uMNL”

O

|
BUT THE BALANCING

To be pleasing, the material within a picture
needs halance, or should seem to be pleasantly
reposing within the picture limits. Balance is ob-

viously “off” when we feel that the limits would
seem better if moved over, or more space added
or cut away. This is the best guide we have, for

there are no infallible rules of composition. About
the only rule is that we give the greatest variety
of spaces possible, no two duplicating one another
in size or shape (except in strictly formal arrange-
ments, where all things are balanced equally on
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each side). If two forms are equal, let one over-
fap the other so as to change the contour. Variety
is the spice of composition. We make a small
weight balance a heavier one by placing it farther
away from the middle of the subject, or the ful-
crum, which is the middle point of balance. Bal-
ance in composition is a sense of equilibrium be-
tween the masses of light and dark, or of the area
and bulk of one thing balancing another. The
heavier the mass, the nearer the middle—the smali-
er the mass, the nearer the edge—is a good axiom.



A DEMONSTRATION OF INFORMAL SUBDIVISION

| HAD ONLY AN I DEA [N MIND OF SHOWING & LOT OF LITTIE = r[ s | oz
ENOMES PLAYING WITHA PEN, SOFAR, | HAD NO 1DEA OF HOW <, .:/...4 Citae 4
AWOULD ARRANGE THEM . | DIVIDED MY JPACE AS SHOWRN. i 3 |
THE ABSTRACT SHAPES THUS SUGGESTED THEQOMPOSITION. : i &

y B

FROM THE FIGURE.S e
"ROUGHED INTO THE g

\@\JHEM FURTHER .. s

o

EROM THIS PRELIMINARY WORK ,THE FINISHED FRONTISPIECE TO PART ONE WAS CREATED.
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INTRODUCING INEORMAL SUBDIVISION

AT VM TEERS ECTIOMN

QPRTIOM AL PERPENDICLLAR
(PD NGT FLACE AT MIPPLE OR QUARTER FOINTS

D RANY HORVZOMNTAL

£ TT DiRaow ANY

HOWY PRA

IMTERJECTION

W HiEwyy HOROZ TAL AT ANY HUERTERC TR

PERSEND IcLLART AT Ay

DAW M
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‘Thisisa 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. Tt is hest to avoid placing
the line at a point which would bec one-half, one-
third, or one-fourth of the whole space. Then
draw one diagonal of the whole space from diag-
Dnally 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

MOW DIRANY A JINGLE DIAGONAL
I AHRY RECTANGLE PROGUCED

LIKE THIIMQFHHIN
MOT THLY E

|
ADD MORE MNEW
PIAGONALS O

PER VEMTICULARS
AS YOU CHOOJ

AT Hevyy JEACEY
AR E.'FLJ':AT?LD.

BY THIS KiND
OF DIWISION

NO TWO JPACES
/

ARE DUPLT'i CATES,
REMEMBER
NOTTO DWIDE
ANY JPACE IIKE

- THu/

14

7

"BUILD IN YOUR. SUBJECT BY ADHERITRG AL
MUCH A5 POSFSIBLE 10 ‘l 1.HE JTRUCTURAL

LINES YOU HAVE CREATED - DONT GQIVE UP.

Ll N4
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space. Two diagonals crossing like an X would
divide the rectangle equally, which we do 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.



LISE FORMAL SUBDIVISION FOR SYMMETRICAL COMPOSITION
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CFORMAL DIVIVION APPLIES BEJT TOJUBJECTYS QF A DIGNIFIED OR RELIGIOUS NATURE
serenity:. Formal balance was almost the only

diguity of arrangement. Since the Creator’s basic approach in earlier times, and great corpositions
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
to the work of Michelangelo, Rubens, and

There are times when we wish to achieve great

human body, arrangement based on the same

plan takes on the same sort of dignity. Tt does not Raphacl.

mean that cach side must duplicate exactly, but Formal subdivision may also be used inlor-
there should be a feeling of complete equaliza- mally if one is adept enough. I have introduced
tion of the 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 benelit to others.
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'FIGURE COMPOSITIONS BASED" ON INFORMAL SUBDIVISION
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INFORMAL SUBDIVISION IS PURELY CREATNE NOT MECHANICAL
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-MM{E THUMBNAILJ. THE DNIIIONI HERE JUGUEJSTED THE SUBJECTS AND ARRANGEMENTS.

Sinec, when a space is divided in the manner  ing up ideus, layouts, small compositions. As the
shown in these pages, selection plays a great part,  ideas develop they can he carried out with mod-
and invention the rest, it cannot avoid being crea- els, clippings, and so forth. When the original
tive. That is ils strongest recommendation, in subdividing lines are erased, it is amazing how
comparison with forms of subdivision that start ~ well the compesition 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, and 1
* line when you use informal subdivision. It helps admit that even in my own work I am often so
to get you over the emptiness of blank paper be- “stymied” for a good arrangement that I turn to
fore you, without an idea in your head. That, I itin great relief. While all of the compositions of
- assure you, is the feeling most of us experience, the book are not so based, many of them are, and
and you probably already know what I mean. ¥ in my estimation the better ones. Auy 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, and I only
pretty soon the lines will start suggesting some- wish I had the space. Most artists develop an eye
:thiilg, 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 well on the way. Draw the dividing lines

jects would be. This method is invaluable in work- lightly so they can be easily erased.
39



PERSPECTIVE GUIDE LINES HELP YOU TO COMPOSITION
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A FAST WAY TO COMPOSITION,. MARK TAKE A POINT ON THE HORIZON, DRAW
QFF BVEN JPACES DOWN EBACH S IPDE . RADRIATING LEINES N ALL DII_E-EETIGHI
RUN LINES OUT TO YANISHING POINTS, FrROM IT, o0 CAN NOW BLILED ON THOSE
THRY PICTURE. YOU QAN MOW USE YOUR. LINES BY CHOICE | OF COURSE YOU NEED
E"-TE, FILLING JPACE A DESIRED. TO KNOW PERIPECTIVE TO DO (T,
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THE JAME APPLIES TO |MNTER | OR., ALSO ONE (POINT FOR INTEVLI O RS
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THE PERSPECTIVE LINEJS ARE MERELY GUIDE LINES TO HELPTHE BEvyE,
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L FICTURE. AREA

PLAN YOUR PICTURE |N MINIATURE THILS WAY, YOO CAN LATER JQUARE IT Or &
FOR ENLARGEMENT, J USE THIY PLAN A LOT TO GET RIGHT INTO A GINEN SJUBJECT,
THIS 15 A MOJT PRACTICAL PROCEDURE, NOW IF YOU DO NOT UNPERSTAND
PERS PECTIVE. ,YOUD BETTER STUDY IT,YOU CANNOT GET ANYWHERE WITHOUT T,
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EYE LEVEL, CAMERA LEVEL, AND HORIZON MEAN THE SAME

T N
A RN

“a

ZN T

— e

L O

=AY
e

=T
Nk

EYE LEVE L BELOW THE PICTURE

Perspective is the first 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 sul-
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 lincs, of course,
should be parallel to the ground plane, like two
floor boards, two ceiling lines, two parallel sides
of a table, or the top and bottom lines of a door
or windows. The point at which such lines meet
will fall in the horizon. Draw a horizontal line
straight across through such a point and that is
it, When you have your horizon, note where it
cuts across the ﬁgurc. Then it must so cut across
all other figures, at the waist, breast, head, or
wherever it comes. All added units must 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 are 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 properly, so that they will all seem to be
standing on the same foor.

Another advantage: if you know beforehand
ahout how high the horizon appears above the
floor in the intended copy, yon can then adjust
your camera to that height when taking picturcs
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 Hoor. 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





