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PREFACE 

Markers are probably one of the mast 
popular sketchlng mech. They are ver· 
sallle. expresslve. colorful, ando above all. 
easy to use Yet. because of Ihe'f ablhty 
lo adapt lo a wlde range of drawmg techo 
mques, markers are stlll used pnmanly as 
a substllute for other tradlllonal sketchmg 
media. far example. Ihe ~ne ·polnt marker 
can be used to duplicate the performance 
of an ink peno Llkewlse. the rambow 
selectlon of Fla., pens is used hke an 
ordlnary color-peneil sel . Markers are 
popular because of the.r ease In handling 
and simphclly. ra ther than for their 
urlIqueness. construction, and range of 
nib sizes and mks. This. unfortunately. 
does nOI encourage the development of 
drawing techniques speclflcalty for mark· 
ers. If thls pattern perSlsts. markers may 
always hold a second-flddle posillan 10 

pen and pencil. wtllch have an anclent 
and respectable herilage. 

Th,s book emphasli!es Ihe unusual ver· 
satillly of thls remarkable drawmg mstru· 
ment and demonstrates lIs unlque ablhty 
to combme ItS own quahty harmonlously 
wi th many other media such as water· 
color, pen , penCII . and Ink. I1 IS my mtenl 
lo encourage the use and increase Ihe 
awareness of the marker as a superior 
sketchlng 1001 wlth umque quahtles thal 
can only be expressed thoroughly 
through the art of skelchlng 
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Title: Urban Spat.al Study 
Orl,ln •• • Izel 8 )( 11 Inches 
Mecli"m : markers on wtllte tracing paper 
Tec;hniq"e: qUlCk sketch 
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INTRODUCTION 

A Sketch 

A sketch, by dennl\.on, 1$ a rough drawlng 
lhat represents the chlef features of an 
object or scene To be more precise. a 
sketch should accompllsh the followmg 

capture the essence of an .mage 
grve a slmpllfled verslon of a complex 
scene 
provlde an abstrae! graphlc descnptlon 
of reahly 
create a graphlc expresslon wlth Ihe 
mlnlmurn amount of hnes. tones. and 
textures 
seIVe as a qUlck reproductlon process 

Title t Washmgton. O e 
Original sl.te l 9 jo( 13 ,oches 
M.dlum l block Eberhard Faber (pomted-nlb) 
on Aquabee fe1t -(,p-marl<er paper 
Technlqu. : qutek. semlbroad strokes 



Degree o, Abstraction 

A sketch IS a form of graph!c shorthand. 
The pnmary objectlve IS to record the 
Image qUlckly wlth a vanety of ltnes and 
tones . Desplle liS simple. semlabstract 
appearance , the theme (subJect maner) 
of a sketch mUSI be recogntzable The 
relallve proportlon and scale of all majar 
components must be accurately por· 
trayed. 

, abstraet mterpretatlon 
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b realrty 
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Title: Boats 
Original . iza : 9)( 13 ,"ches 
Medium: Pilo! ralor poml on bnstol board 
Technique : combmatlon 01 Ime and 

hne lexture 
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Title: Des,gn Study 
Original size: 11 x 17 
M edium: ¡hm fe lt·tlp markers on 
wfllte traclng paper 
Tec:hnique: hne drawmg 

• 
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Title: Housing Study 
Original .Ize: 11 II 20 Inches 
Mediuml felHlp markers and pencd 
on whi te tracmg paper 
Technique: hne and tone sketch 
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EQUIPMENT 

The style and quality of markers are con. 
slantly improving. Henry e Pitl , in his 
book Sketchmg with the Felt -tip Pen 
(1959), referred lo the felHip pen as "the 
new 1001" Al Ihal time il was a new in­
venlion and was certainly a novelty lo art­
isls. The marker has since evolved inlo 
one of Ihe mosl popular drawing media, 

replacing peno pencil. and olher color / 
media. II is widely used for a number of 
good reasons : il is simple lo work with; it 
dries fasl and il usually does not smudge; 
il comes in numerous pre-mixed colors 
and a variely of tip designs; ils nib is often 
soft and penetrating; and , aboye all. the 
marker is conven ienl. 

The marker also has ils drawbacks. 11 
is nol an inexpensive medium. It also has 

a relal ively short shelf life. The penet ra t­
ing effecl of most markers requires spe­
cia l papero and bleeding is eXlremely 
difficult to predict and control. The con­
ven ience of premixed color eliminales the 
creative possibililies of color mixing. Over 
all, il s ease in handling is welcomed by 
mosl sludenls , who Ihink 01 il as a laly 
man's 1001. 

The marker should be looked upon as 

a unique medium. II is neilher pen nor 
penci! and should no! be used as such. It 

has a unique tip Ihal responds lo pres­
sure, surlace condilions, and Au id char­
aclerislics. These features make markers 
excel lent sketching lools. Therefore an 
intimate underSland ing of their characler-
istics is vilallo successful sketching. 
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Title: T all Ship 
Original siza : 11 x 17 Inches 
Medium: felt -t lp markers on whlte 
tracing paper 
Teehnique: line drawlng. te)(tural shading 



FRAMING 

The four comers of Ihe paper create dy­
namlC Interes! and lead the eye away 
fmm the sheet Thls slluallQ(l should be 
corrected by reshaplng Ihe sheet WJlh 
stoppers (Figure al , such as trees. 
bushes. rocks . human figures. or a comer 
01 a bUilding (Figure b), Thelr Job 15 lo 
form an edge perpendicular 10 the dlago­
nalln arder lO preven! the eye from mov­
In9 away from the poml of Interesl . They 
also funCllon as the foreground subJect 
and should be rendered wlth bold and 
heavy strokes Stoppers should atways 
establlsh a slron9 lonal contras! W11h the 
rest of the plcture. The paslllon and type 
af stopper used should be stuclted careo 
fu lly on thumbnall sketches (Figure eJ, 

, reasons for fram'ng 

b typeS 01 frarnlng 

e frammg exerClses 

• ',¡,oes '·'8 ..... nq 

e fram ng C1erc ses 



Paper 

The characler of a skelch relles a grea! 
deal upon· the surface on whlch 1I is 
drawn. Pay close atlenllon lo the Iype of 
paper you use and understand lis charo 
actensl lcs as you get acqualnled wllh 
your markers. There are many cholces , 
and you should dlscover your favontes by 
a process of Inal and error In general. 
avold papers tha! can be penetrated and 
thal bleed easlly, unless you deslre a spe· 
clal effect. The beglnner should try Aqua· 
bee felHlp·marker papero wtuch has a 
waxy coatlng on the reverse slde. or 
Aquabee maglc "'Isualizer. Ad ... anced and 
daring sketchers can try watercolor 
paper, traclng papero rice paper, or even 
whlle dlnner napkins. Your creati ... ily and 
imagination are your only limit s. and ap· 
propriateness is a matler of lasle. 

Some popular ... ariel ies of paper are 
the following: 

Bnstol board 15 smooth , thlck·bonded, 
wllh a high gloss. and is excellent for 
flne·line drawlng. 

• 

Blueprinl paper 15 50ft. absorbent. and 
loose In hber: bleedlng and penetrallOn 
are difhcult lo control. 
Rice paper has a coarse texlure. IS 

hlghly absorbent. and exhlblls an unpre· 
dtctable bleedlng pattern. 1I has an ex· 
plosive effecl when wet. There IS a ... asl 
range in quahty. 
Walercolor paper, which has a coarse. 
rough surface. wllI wear out hne·nib 
markers . II has an excellent surface for 
tone and mlxed media , but 1I IS nol 
sUlted for line drawlng . 

wide·tlp 
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Titlel H H RlCt'lardson's Rallroad Sta\lon. 
Easten, Massachusetts 
Original slze= 9)( 12 inches 
Medlum: Eberhard Faber (pomted-n,b) 
en bnstol board 
Teehnlquel Ime drawmg 
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Title : sarne as page 19 
Original siz .. : same 
Medium: Eberhard Faber (potnted.mb> 
on watercolor- paper 
Technique: Ime draWlog 
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Title: same as page 19 

Original .iza: same 
Madium: Eberhard Faber (pomted-nlb) 
on nce paper 
Technlque: Ime draWln9 

" 



BASIC TECHNIQUE, LlNE 

A hne 1$ a stralght or curved connecllon 
between two polnts. 1I defines a spallal 
edge tha! separates a mass from a 
space 1I dehneates delail and renders the 
effects of a hght source. 1I bnngs out the 
three·dlmenslonal quallty of an obJecL 
Line can be expressed in many ways: 
accordlng lo wldth. length. denslty. enen­
tallan. and appearance . Marker hne pro­
duces texture and tone easlly due to mb 
variahons. line quahty 1$ an evaluatlon 
of hne funcllon, type, movement. and 
expresslon . A line drawn wlth a marker is 
Inherently and charaClenstlcal1y dlfferent 
from one drawn wlth a pend_ A marker 
fine 1$ controlled by Ihe slze and condltlon 
of the nlb and the type and quantlty of the 
,nk storage. The art of worklllg wlth mark. 

er$ is also umque because of the mb con­
struction and size variation. for example . 
ink Row In a new marker IS qUite consis­
tent ; In arder lo lighten the tone. you 
must sWitch lo a hghter-color or a semi­
dry marker. Variatlon of hand pre5sure 15 
not apphed lo control tone. but rather to 
controlllne width and movement. 

'4 
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Ilne profJle 

tone O'llgh contras!> 

texture .ne ane! texture 

tone (Wl tn grays) 



Types of Lines 

There are many types of !lnes: 

hnes drawn with even pressure, pulled 
from left lo nght <fine pomO <Figure a 
on page 16) 
Imes drawn in a senes of short pauses 
al random inlervals. wlth the marker re­
maining on Ihe paper (fme pomO 
Ilnes drawn in a senes of short pauses 
al random inlervals. wlth the marker re· 
moved from the paper <fme polnl) 
short slrokes 
lines drawn with a pomled·nlb marker. 
varying Ihe pressure on the polnt <FIg­
ure b on page 16) 
lines drawn wi th a polnted·nlb marker. 
Iwisling and varying Ihe pressure 
casual, short nondireclional Slrokes 
<fine poinl) 
casual short strokes drawn Wlth a 
pointed-nib marker 
hnes drawn with a seml-dry polnted-nib 
marker 
wlde·lip-marker strokes 
senes of short , casual ares 
senes of small, flat loops 
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, ,. hne drawn Wlthout val)'lng ~essure on the poml b hoe d1awn by varymg pressure 00 the poml 



Title: Egyptlan Children 
Original SiZ8: 8'/, x 11 inches 
Medium: Eberhard Faber (pomted·nlbJ 
on bond 
Technique: line 

17 
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Title : Egypllan Men 
Original size , 8'h )( 11 Inches 
Medium: Eberhard Faber (pomted·n,bl 
on bond 
Tec:hnique: ~ne 
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Wide-Nib-Marker Lines 

The Wlde-mb marker IS a umque dr8W\ng 

tool because of lIS bread 'I-r lo '/.-mch 
fel! (llb_ A s a tone medium. 11 1$ Ideal for 
hlllng In areas between hnes As a hne 
medlum. the bread strokes can qUlckly 
defme an area and therefore slmphfy the 
sketch. Semltransparent ¡uxtaposltlomng 
of bread strokes InJects new li fe and char­
acler Into a draWlng by glVlng 1I contras! 
and mal lon. The apphcatlon of the wlde­
nlb marker lo sketchlng 15 similar lo the 
use of pastels and oll-palntlng brushes 
all have a premeasured appllcator 1I 15 

thlS charactenstlc tha! makes markers 
unlque, Aather than slmply using them lo 
hll in areas . a task tha! can be done wlth 
many other color media. thls characteris­
he should be creatlvely explo lted . 

one stroke <define lhe sl\ape) 

a "ne draWlng 
(Wlde·n,b marXer) 

two strokes (define the spatoaJ edges) hve Of more strokes eh lJ In Wlth tature) 

, g 



Title : Mosque In Cal ro. Egypt 
Original s ize: 9 x 12 incOes 
Med ium: Pi lo! razor poInt on bnstol board 
Teehnique: bne texture 

20 

T itle : Palace at HellOpOLs Egypt 
Origina l siza : 9 x 12 ,nc:I'es 
Med ium: Pllot razor potM on bostol board 
Teehnique : bne texture 
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Tlde: Street Study 
Original size : 8)\ 11 Incl'\eS 

M edlum = felt ·tlp mark.ers and penell 
on whlte tracll"\Q paper 
Tec:hnique: Ime and tone drawmg 

Title : Downtown 
Original size: 14 )( 30 II"lches 
Medium: felH rp ma~ers on yel low 
trac lng pape!"" 
Technique: Ione drawmg 

2' 
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BASIC TECHNIQUE, TEXTURE 

Texture conSlsts of semlabstract graphlc 
symbols tha! slgnlfy the surface or mate­

nal of Ihe drawn obJect The tonal effec! 
of texture also helps lo enhance the sen­
sallan of depth In two-dlmenslonal repre­

sentatlon . 
There are tWQ baSlc types of texture 

hnes and daIs (screensl. The meanlng 

and effect of these textures depend upon 
the Interpretal lon of Slze , overall denslly, 
hne onentation . spaClng, and overall tonal 
effec!. 

line texture can be dlvlded Inlo parallel 
and nonparallel (better known as " sqUlg-
9les" or .. scribbles " ) patterns. Parallel 
hnes (including cross-hatchlngl are ahen 
used lo express vertical or honzontal 
planes tha! have a smooth surface. The 
spac ing between Imes and the Ime wldth 
should be kept conSlstent throughou t a 
rendered plane. It IS an abstract expres­
sion. and the art lst should not be too con­
cerned wl th the literal meanlng of the 
material. Nonparal lel lines are a bundle of 
loase threads. The line wldth and the 
spaclng are often vaned In arder to 
achleve a deslred denSl1y and tonal el ­
fect. These lines are Ideal symbols to 
deplct vegetatlon and for undula\lng sur­
faces. 
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Types of Texture 
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layout sketch done Wllh a pentel 

texlure (scnbbles) drawn Wlth a flne-po,"1 marker layout sketch done Wlth a pentel 

24 



layout sketch done wlth a pentel 

layout sketch done wlth a pentel tedure (scnbbles) drawn wlth a polnted-nlb marller 
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Tille = Bu"kshlre Spa Study I 
Orlglnal . ize: 18)( 24 Inches 
M edlum: color markers and felt-tlp 
markers on whlle traclng paper 
Techniquel color markers over felHlp 

hne sketch 
21 
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Title: B,rksh,re Spa Study 11 
Orig inal aize : lB x 24 Inches 
M ed ium: color markers and felHlp 
markers 00 whlte tracmg paper 
Technique : color markers over felHlp 
Ime sketch 

28 
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BASIC TECHNIQUE, TONE 

Tonal value can be ad'ueved elther 
through textural denslty al' varymg line 
W1dths lt 15 used In moS! skelches to In­
crease the feehng of depth and 10 bnng 
out the three-dlmenslonal quallty of the 
vanous components Generally speaklng . 
the sun side should be bnghter (Iess 
dense) than the shaded slde. The shadow 
pattern 15 cften rendered In black, dar\< 
gray. DI' dense. thlck hnes Tonal contras! 
15 Importan! In reochng deplh. so a sub­
stantlal whlte area should be preplanned 
and reserved In arder lo achleve thls spe­
clal effect. 
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Line. Texture and Tone 

photograph 01 a street 

3. 

Ilne Interpretauon 
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tone InterpretattOn I (htgh cootrast) 
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I 
tone Interpretabon 11 (gray tones) 
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Gray Markers 

A gray marl<.er IS Ideal for the creallon of 
tone. However, the result IS often unpre­
dlclable and Ihe effects are InconslSlent. 
The warm·gray and cool-gray ranges are 
excellent tone media. There is nol much 
percelvable dlfference belween two con­
secullve grays : for better and sharper dlf­
ferentlatlon . Iry skipplng al leasl one 
shade . Warm·gray IS betler for blendlng 
Wl th other colors. CooI·gray has a metal­
lic appearance and tends lO stand out. 

2 

coo! grays 

2 

warm grays 

2 

coo! grays 

3 

4 

4 

tone created by a serrudry Wlde-tlp marker 

4 5 6 7 8 9 black 

6 8 
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Title : BUilding in Bostan 
Original size: 24 x 30 Incnes 
Medium: block marker on brown 
butcher paper 
Technique: cap}' from sJode. btack marker 
used lO produce the t'llgh·conttast look use 
of hne lo dehne spatlal edges 15 m,nnTla' 

1 
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Tille l Egyplian Donkey Cart 
Original alz.: 9)t 12 loches 
Medium ; black and gray markers 00 
bOstol board 
Tec:hnique : hne drawmg and broad 
marker strokes 

34 
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Title t Quechee Lake. Vermon! 
Original 8i:re: g)( 12 lOches 
Medlum: grey and black markers on 
bl'is tol board 
Teehnlque: ¡me drawmg hlled m ...... Ih 
gray markers 

"" 
Titl.: HOlJse In A1exandna . Egypt 

Original size: 8'12 )( 11 lOches 

Medium: Pilo! razor polnt on bnstol board. 
shad>ng 10 gray marker 
Tec::hnique : ¡me and tone draw1I'lg 

35 
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Titl.: buIlding facade (detBIIJ 
Orig inal S i1 8 : 8 'h x 11 mches 
M edium: color marllers on bn$tol board 
Technique : use hghter colors 10 cover large 
areas. detalls p+cked up by thlnner strokes: 
shadows done wllh gray and #6 applled al 
the very laS! minute 



- -
Tltl. : Austlfl HaI . Harvard UnNerS'ty 
OriQinalsize : 8'h )( \ \ Inches 
Medium , black and gray maft<.ers on felt-

t!p-man..er pape! 
Technique: oolhnlng done W'lth PIIoI 

hne-po.nt 

:: : 

31 



Selection of Color Markers 

Color cholces of maf"kers are ever In· 
creaslng . It 15 indeed dlfflcult to slart a 
useful collecMn because of Ihe many 
vanatlons of styles and colors and be· 
cause of ¡he cosl factor. Vou should 
choose colors accordlng to baSIC need 
ralher Ihan on impulse. Look for colors 
thal blend well with each other inslead of 
settlng up a kaleidoscoplc selectlon . Llmlt 
your selecllon lo not more than flfteen or 
twenty markers. Vou can aJways add lo 
your collectlon as you progress . To en· 
sure intelhgent and practica! cholces. 
there are three maJor cntena for consld· 
eration. The first IS color. There are three 
separate bul closely related functions of 
color: 

Prime colors (base colorsl are used to 
cover a large area . such as vegetation. 
archlteclure. water. or sky. They should 
be soft and warm and should be able to 
blend well with all Ihe adJacenl co!ors. 
Supportlng colors enhance prime col· 

3. 

ors. They are used for textural bUildup, 
shadlng, and edge sharpenlng. 
Accent colOfs are for hlghhghtlng They 
are usualty bnght. attractrve and contra· 
dlctory. They are often usee! for cars. 
slgns . clolhlng . and Ihe like. The loca· 
Mn of these colors should be carefully 
selected ; don't overdo them. Slnce the 
area of coverage 15 relallvely small. 
polnted·nlb markers are more sUltable 
than wlde·nlb markers . 

The second cntenon for marker selec· 
tlon IS functlon , Markers come In dlfferent 
mb sizes and matenaJs. A soft felt tlp pro· 
duces a bread and even stroke whlle a 
hard nylon tlp produces a thin and conSIS' 
ten! streak. The broad and soft nib mark· 
ers are ideal for fllhng In large areas . whlle 

narrow tips are sUlted for hne and lexture 
drawing, unes define spatial edges and 
danfy obJ8Cts In space. It suggests vol· 
ume and clannes depth. The declSlon 
here hes In the subJect maller and Ihe 
type of artlSllC expression that the artlst 

... - -

.. - _ ..... 

-- -

seeks lo communlcate through hls/ her 
sketch . 

The las! selectlon cntenan Involves 
convenlence. Thls category has less di' 
rect Impact on the quallty of the sketch 
but nonetheless affects the sketchlng 
acto Here are sorne conSlderatlons: the 
deslgn of the cap and the ease of recap· 
ping the marker property. Ihe shape of 
the cartndge lO prevenl Ihe marker from 
rolhng off an Inchned surface: the shape. 
slzes. and welghl of ¡he markers and the 
ease of canymg them 10 the fleld: Ihe duo 
rablhty of Ihe nlb to stay sharp: smell. 
fume. and safety concerns . and perhaps 
cost and affordablhty. Many of these fac· 
tors are so tnvlal and personal thal they 
are matlers of individual preference. 

In conclusion. the choice of markers 
should never become a burden Ihat may 
take the fun away from Ihls creatl\le activo 
Ity called sketchlng. To enJOY sketching. 
the choice of whal klnds of marker lo buy 
should be flexible and spontaneous. 



DEMONSTRATION I 

Title: Waterfron t Village Concept Sketch 

Layout the compoSlllon Wllh bold and fluid 
strokes. sketch In the mdlVldual elemen!. 
refme and stralghten all spatlsl edges WJth 

repeated lmes. Identlfy ¡he dlrecllon of 1'9hl 
source, and be9,n 10 h.ghhght the sun·shade 
contras! by darkening the shaded sidas. You 
may nave lo repeat ¡hls process several 
times an<! on several layers of tracmg paper 

, 

39 

;, 



Copy the refined verSlon on goOO quahty 
tracmg paper. AvOld becomlng tense by 
mamtammg Ihe flutdllY of line Slrokes. FIIi m 
delails as necessary and apply appropriate 
coIors Wlth markers Colors ¡hal cover large 
areas such as ground. water. trees. or sky 
should go flrs t Layer a darker shade of the 
same color 10 achleve a three·dlmenSlonal 
eHect: htghllght building roofs and Importan! 
spatlal edges to bnng out the feelmg of 
depth_ 

40 
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Tltle: Village Square 
Original.lze: 12)( 20 Inches 
M edium: color markers on wnlte 
traclng paper 
Tec:hnique : color markers on 
felt-tlp sketch 

41 
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SPECIAL TECHNIQUES 

Mixing Color. 

One of the mas! IntngUlng technlques In 

marker sketchlng 15 called mlxlng. or 
blendlng. 11 takes advantage of the 
transparenl oature of markers by blend­
ing dlfferent colors ene on lop of the 
other to create new color5 and lo pro­
duce new effects. Far example. mlxing 
and blending different shades of green on 
a tree canopy produces a more realistic 
appearance . Ukewise. lighter spots 00 

dark blue water lend lo capture Ihe spar­
kles and reAective nature of the waler 's 
surface. Plain marker slrokes can look 
fla! and dul l when applied evenly, bul mix­
ing and blending will bring out the three­
dimensional quality of the sketch. 

However. this process can be risky. 
wlth often unpredictable results ¡ha! are 
dlfficul t lo control. The risk hes in the un­
predlctabihty. Slnce mixing IS often done 
halfway Into the sketching process. ero 
rors of Ihls kind are irreverSible and can 
)eopardize the entire sketch . The only and 
most effective way 10 leam this technique 
IS by trial and error. through whlch one 
can learn predlctable pattems and results 
by tesllng and ml)ung different colors. 
Keep In mind that dlfferent brands of 
markers and dlfferent types of papers 
also produce different resul ts. 

To mix colors . you should be familiar 
wl th the color wheel and the nalure of 
color. for example. red mixed wilh yellow 
produces orange. and blue mixed with 
yellow produces green. However. due to 
the chemical contenl and the rate al 
whlch the marker dries on a particular 
surface . yellow on red may be differenl 
from red on yellow. Agam. one must pre· 

lest to become famihar wlth Ihis klnd of 
reaclion. In addltlon . Ihe markers used In 
mixing wi ll no longer retaln their original 
color due lo contammal lon on thelr fell 
tips. They should be Slored separalely 
and labelled for easy IdentlncallOn. 

To create the " bteedlng" effecl of 
watercolor. systemallcatly place selectlVe 
colors on top of the onglnallayer lo dllute 
the onglnal color while It IS dl)'lng. f or a 
more dynamlc result. the wet on wet 
techmque IS vel)' effectlve. To achleve 
maxlmum results. layer lighter colors on 
top of darker ones. Though nol absolute. 
the reversal of this process often teads 
lo a dark . muddy effect. 

To achieve a satisfaCIOI)' mixing resu lt. 
a slow·drying drawing surface is required . 
White Iracing paper is an excellent me· 
dium for tes!-mixing markers. It does nol 
absorb qUlckly and il dries relatively 
slowly. The colors remain brilliant and 
true. Another excellent medium is photo­
graphic paper. The special coating is an 
ideal surface for mlxlng and blending . and 
colors are erasable. However. this spe· 
cial plastic coallng lends to lighten the 
overall color effect. Another drawback 
with photographlc paper IS costo II IS very 
expensive ! One should try to avold any 
kind of banded papers made from nbres. 
Thls mcludes watercolor papero bnstol 
papero and any paper slocks that have a 
high absorptlon ra teo 

Use lighter flUld-such as Bestlne- to 
erase markers. or a regular whlte eraser 
on photographic papero T o erase a large 
area. a few drops of rubber cement sol­
vent on a dinner napkin pick up and dean 
a large area. Bear in mind Iha! the type 
of paper and the coaMg on the drawlng 
surface diclates Ihe effectlveness of 
erasmg. 

/ 1 ~_ 

Title: Archileclural Sludy 
Original size: 12 x 8 1nches 
Medium: markers and colored pencils 
Technique: mlxmg 01 markers 

-', 

47 j 



r 

48 

Title: Houslng Study 

Original size: 14 ¡t; 18 ¡nches 

Mediurn: marners on photographlc paper 
Technique: quick sketch 

Title : Watem-ont Market 

Original size: 12 x 18 ¡nches 

Medium: color markers on whlte 
tracing paper 

Technique: color markers on felt-tlp 
line sketch: sorne mlJung and color 

pencils on sky 
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Title: Fountaln Study 
Original si&e: 12)( 12 menes 
Medium: fell-t,p marker and colored pencil 
en whote traclng paper 
Te ehniqu. , qUlck sketch. Wlth hghter fluid 
drops to creale ,he effect 01 snowfalL 

• 

4 9 



Title l Archltectural Study 
Original shte: 18 )130 Inches 
Medium: fe!Hlp markers. coloree! penc.! 
on whl te Iraclng paper 
Technique: sketch and pholographlC 

monlage 

. 0 

---------
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Markers a nd Pencils 

The beauty of a sketch done wlth color 
marker hes In the brilliancy and transpar· 
ency of colors The bold marker strokes 
and Ihe bread coverage all become parts 
of the unlque " marker style." However. 
thls k.nd of coverage tends to produce a 

Title , Architectural Study 
Original si:l:e t 18)( 30 mches 
Medium: felt-tlp markers. colored pencil 
on whlte traclng paper 
Technlque, sketch and photographlc 
fnOntage 

relatlvely flal appearance and lacks fine 
grain and textural effect Color pencils 
compensate for thls deflclency. The 
strokes from color penClls and their delib­
erate dlrecllons become the counterpolnl 
lo the flal marker streaks PenCIIs add 
sparkle and flzz lO the sketch . The overall 
effect 15 refreshmg and relieves boredom. 



r 

Titl.: Archl tectural Study 
Originalsize : 18 x 30 mches 
Medium: felt-t lp markers. colored penell 

on whlte traclng paper 
Technique: sketch and photograptllc 
mootage 
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M a rkers a nd Wate rcolor 

Although Ihe effecl of marker skelchlng 
is qUlle Similar lo Ihal of watercolor. Ihe 
t'110 media are aCluaUy qUite dlfferent In 

nature and appllcatlon. Markers stnve for 
Instant effect. The colors are premlxed 
and come ready to use. The result IS 
bnght. laud. and perhaps pungent bolh lo 
the eyes and the nose On the other 
hand. watercolor must be mlxed; II takes 
time lo achleve Ihe deslred effect; It 
is hght. qUlet, and reserved. However. 
desplte the dlfferences In slyle and per­
sonahty between these two media. 
watercolor and markers can complement 
and support each other. Markers are 
used routinely lo supplement walercolor 
and lO increase ¡he Intensity of li s color 
effecL Fine·line markers are often used 
Instead of ink pen lo create the hne-draw­
ing base for watercolor applicallon. 

Title; Houslng Study 

Original sb:e ; 14 JI 18 inches 
Medlum; color markers on 
pholographic paper 

Techniquel quick Une drawlng on Iracing 
paper before COP}'lng photographlcally; mlXlOg 
01 markers 

1 
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Title : Waterlroot Market 
Original.ize: 14)! 18lnches 
Me dlum: color markers on photographlc 

pope' 
Techniqu.: qUid .. hne drawmg 01, tracmg 
paper before copymg photographlCally muung 
of markers as well as color pencil 00 sky .. 



> 
Use of Gray Markers 

diagonal strokes over vert ical strokes create 
uneven shadow panem 

parallel strokes <roof and wal ll 

gray marker lor base color. spallal edges 
outhned by fine-Ilne marker 

\ 

spatlal edges OI.lthned and sharp­
ened by ~ne·hne marker, wal l 
detall also shown 

rool and wall detalls revealed. darker gray 

used 10 casI shadow 
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Title, Church in Altos de Chavon. 
The Domlnlcan Republoc 
Original . iza : 8'12 x 11 Inches 

Medium: color markers on brlstol board 
Technique: use broad color strokes 10 
defme masses; thln black oullmes done 
al Ihe las! minute 
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Title: Archileclural Sludy 
Original slze : 30)( 36 Inches 

Medium: colO!'" mar\o(ers and fell -I,p mal'ilers 
on whlte traclng paper 

Technique: quock sketch. colOl"" markers 
OVE!\'" felHlp Ime sketch 



SKETCHING 

Sketchlng 1$ an artisllc act. There are two 

types of sketchlng: lite drawlng. <i.e " you 
sketch whal you see) or recall sketchlng 
(I,e., sketchlng from memory). Sketchmg 
15 a very compllcaled mteractlve process 
between the eyes and ¡he hands , In the 
course of transforming real Images InlO 
symbols, one 90e5 through three dlstlnct 
slages: ob¡ect identificatlon. shape sim· 
phficaliOn. and finally Image recordlng. 
Keep In mlnd tha! this 15 an overslmpMled 

anatysls of the sketchlng process. Whsl 
really goes on In your mlnd and how you 
graphlcally express an Image are complex 
and beyond our underslandlng . Sketch· 
ing 15 a gradual learning process. You 
mus! leam how lo draw befare you can 
sketch . 1I 15 like learning how lo walk be· 
fore you can runo Belng able 10 draw pre­
cisely, carefully, and realis l lcally IS a 
necessary discipline before altempling 

Titl.: Urban Space Study 
Origina l sb:.: 8 x 11 mclles 
Medl",m: markers on whlte traclng paper 
Techniq"'.: qUlCk sketch 

.8 

the more difficult task of graphic short­
hand. Llfe drawmg, Iherefore, is a prereq­
uisile sklll thal enables you lo leam how 
lo draw preclsely 

Llfe drawlng seis up the fundamen!als 
of skelchlng II IS an exerclse for your 
eyes, hands , and Ihe enl lre Ilnkage sys· 
temo Llfe drawlng nOI only le!s you sludy 
Ihe object wllh your eyes, I! somel lmes 
Involves laklng real measurement of Ihe 
dlmensions and angles, or recordlng the 
materials and textures wl!h pholographs. 
These roullnes habllually force your eyes 
10 keenly record the Image ando Ihere­
fore, remember 1I The fac! Iha! you re­
member the Image 15 crucial lo ske!chlng 
from recollecliOn or memory. Often you 
canno! recall Images because you don '! 
have Ihem in your visual data bank. The 
idea tha! we can· t draw often derives 
from Ihe lack of anythlng to recal!. II is 
no! a sklll 

b 

see 

sketch 

a 

a sketching process 
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SEEING 

Slnce sketchlng records visual expen­
ence. ¡he art of seelng and the things we 
see are Indeed Ihe crucial factors In 

sketchlng . 
Learmng lo see 15 ¡he mas! importan! 

step in learmng about life drawlng. Slnce 
the sketchlng process records visual ex· 
penence . the art of seelng and the Ihlngs 
we see are mdeed cruCial factors 

Mas! of OUf visual expenences have lo 
do Wllh a percelved message People 
endow the objects they see Wllh a certam 
meamng. whlch 15 factual and utllltarlan 
For example. observers may Identlfy a 
door as a door tha! leads lo a restaurant. 
a house, as a courthouse. Seemg In 

sketchlng should precede such faels 
First of all, you should be aware of ¡he 
Juxtaposllloning of obJecls. Ihe changlng 
of colors , the venahan In conlour and 
hght quahty, and the Ilvehness of hnes and 
edges. Before Interprellng the meanlng 
of the thmgs you see. flrst appreciate the 
proportlon, scale. texlure. and compoSI­
Ilon of the entlre Image ThlS 15 called 
aesthetic seelng. or formal percephon 

\ 
I 

~ 
WHAT 

HOW 

1 
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The Art o, Seeing 

KeVln Lynch. in hls book Image of the 
City (MIT Press, 1961 >. described edges. 
landmarks. nodes. and paths as the pnme 
VIsual attraehons of the elty. Seelng in 
sketehing ,s qUite similar. The three major 
eategories In formal perceptlon are_ 

o Skyllne-look for the mass. landmarks. 
nodes, and figure/ground relatlonshlp 
(Figure a). 
Llghtlshade eontrast-identlfy the light 
source. as it helps to pietonélhze the 
shape of the maSSeS (Figure b) 
Llnes, pélths. and edges-Ihese help to 
identlfy perspectlve and locélle refer· 
enee planes and van,sh,ng points 
(Figure e). 

photograph of a Clty 

50 
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• proflle. flgure/ground relatlonshlp 

b hght/shade contrast shape Identlficabon 

line. edge. and perspectNe 
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Tittel Studies 
Origina l . b e : 20 ¡o; 28 ,"ches 
MMlum l (hin felt -tip marllers on 
watercolof paper 
Technlq .... , line skelching 

I , r \ 
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SEEING METHODS 

• • 
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Here are several suggestlons for aes­
thel lc observatlon: 

Dlfferentlale the flgure /ground relatlon­
shlp and understand Ihe proportlon be­
Iween mass and space (Figure al 
Idenl lfy Ihe promlnent mass and Its 
coverage InSlde the plclure frame 
(Figure bl. 
Identlfy the perspectlve type and loeate 
the honzon line. proJectlon rays. and 
reference planes (Figure cl 
Classlfy Ihe visual neld Inlo foreground , 
mlddleground. and background. (Fig ­
ure dl . 
Identlfy the Ilght source and sketch out 
the tonal contrast of the maJor planes 
(Figure e). 
Identlfy the shape of masses by follow­
IOg the formatlve ¡mes (honzontal. ver­
tical. and diagonal) (Figure O. 

e 

e 
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One-point Pe rspective 

One of the most Important aspects 01 
seelng IS understandlng the perspectlve 
type and structure of the scene. They are 
Ihe foundatlon of all measurement. and 
Ihey determine the proportlon and sca!e 
of the sketch . Correc! perspecllve IS the 
skeleton of a good sketch . Perspectlve 
does nol yleld a duplicate of the per­
celved Image. but II comes closesl lo. or 
best explalns . our perceplua! expenence. 

Normally, when we face an obJect 
(e.g., Figure a), our line of vlSlon IS per­
pendicular lO the frontal or portal plane. 
In Figure a the frontal plane IS a hypothet­
ica l plane, and the portal plane IS the rear 
wall and stalned-glass wlndow. The rel­
erence planes (lIoor, wall. columns. elc.l 
and projectlon Imes are para llel 10 Ihe 
cenler of vlSlon. Due lo the nature 01 one­
poln! perspectlve, Ihese lines tend to 
look as if Ihey are converglng al a distanl 
poln! lacated on the honzon (eye level) 
(Figure b) . 

a 

\ 
portal plane 

reference plane _ _ 

b 
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Perceptual Interpretation 

According to Erwln Panofsky eStudies in 
Icon%gy. HumanlstlC Themes In the 
Art of the Renslssance. Icon Edlllons. 
1972). there are two maJor ways of Inter­
pretlng perceptual expenence. In terms of 
elther formal or faclual meanmg. 

Formal percephon IS a conglomerate of 
certaln patlerns of color. line. and volume 
thal consl llutes an Image It caplures the 
sllhouelte of Ihe Image and carnes no 
Specl!iC meamng or message. Thls expe­
rience takes place dunng Ihe flrsl Instan! 
of an entlre perceptual sequence Ills fol· 
lowed Immedlalely by factual perceptlon. 
dunng whlch the vlewer beglns lo under· 
stand the experience. Factual perception 
Involves ident lfylng certaln vIsible objects 
known from prevlOus expenence. as well 
as relationships belween these objects 
and cues wlthln Ihe image. Its meamng IS 
often unique lo a glven cul ture. 
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Formal perceptlon can be subdlVlded 
¡nlo four parts : mass. line . shape. and 
tone . Mass refers lo the figure / ground 
relationship . It separates the object 
(mass) !rom the space (groundl , It cate­
goncally groups obJects thal share similar 
features wlthout dlfferentlallng matenals. 
detslls. and Intervenlng spatlsl edges 
(Figure bl Llne concems the predomi­
nan! orienlahon(s) of the maJor structures 
(Figure el. Shape expresses the charac­
ter 01 each obJect within the picture trame 
(Figure el) , whlle tone idenl lfles the I09lcal 
hghl source and creates the sensatlon 01 

depth (Figure el 

• 
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Composition of 
Identifiable Units 

The secondary level 01 visual interpreta­
tlon Involves subject matter and meanlng_ 
These are Identlhable components 01 the 
Image and are located In all three levels 
01 our visual field foreground . mlddle­
ground. and bélckground. The posltlon 01 
the viewer determines the degree of 
compleXlty of the Image and Ihe eKtent 
of jUKlaposltlonlng h also determines the 
size of the plcture and controls the per-
spectlVe. It IS Important to learn how lo 
see these componenls as Individual umts 
as well as a 10lahly The ablhly 10 dlssect 
a scene vlsually 8nd pul II back logether 

In a slmphfled fashlon IS the key lo the 

technlque of sketchlng 
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Two·point Perspective 

T wo,polnt perspecllves dlffer from one· 
polnt perspectlves In the dlsappearanee 
of the fronlal plane. The Ylewer has a bet· 
ter vantage polnt and can see more of 
and undersland better the strueture of 
the Image. However. due to the setup 
of the perspective and the faels that the 
rate of seale change and slze dlmlnlshlng 
15 greater, the drawing has a greater po­
tenllal of dlstortlon 

eye level 

v r 

• !! • 
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Three-point Perspective 

Three-pOlnt perspective IS a combmatlon 
of one- and two,polnt perspectlVes. It IS a 
spmoff of a one·pomt perspectlve be· 
cause of the honzontal extenSlon of the 
frontal plane <Figure al. The drawing WIU 
be extremely dlstorted unless the frontal 
plane IS bent . Thls creates a curved PIC' 
ture plane <frontal plane), which functions 
as a flsheye or wlde·angle lens (FIgure b), 
The purpose IS to wlden and broaden the 
coverage. enhancing our normal percep­
tual expenence and mlnlmlzlng dlstortlon 

- -

\ 
\ 
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Natural Seenery 

When drawmg natural scenery, Ihe fron­
tal plane 15 aften nonexlsten! . because 
Identlnable reference planes establtshed 
by bUllt elements are nol present Under 
such Clrcumstances. one should nOI rely 
on Ihe reference planes lo estabhsh the 
benchmark for measurement and scale 
lhe bes! way 10 sketch In thls Slluallon 15 

10 outhne Ihe edges of Ihe three maJor 
VIsual flelds (, e , those between fore­
ground. mlddleground. and background) 
These edges should be botd and heavy. 
emphaslzlng only Ihe maJor preflle and 
outhne of Ihe mass and never Ihe detalled 
serrallon of Individual elements. 

f~eground 

background 

rntddleground 

6. 



Special Perspectiva 

Blrd·s·eye vlews are among the most fre­
quenlJy used perspectlves for speclal ef­
fecls In sketchlng The behaVlor of the 
honzontal parallel hnes IS the same as In 
ordlnary perspectwes_ However. the ver· 
Ilcal parallel Imes can be drawn elther 
parallel or cOflverglng lo a pomt below 
(Figure al ar aboYe (Figure b) {he honzon 
Ime _ Thls shlh of parallehsm exaggerales 
the scale and extends the sense of 
helght. Thls technlque IS ahen used 10 
sketch tall obJects such as hlghnses or 
monuments. 
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Title t studio demonstratlon 
Orlg lna l .lze l 11 x 17 ,"ches 
M edluml color ma~ers on watercolo1" paper 
Technlque: outhnlng of spatlsl edges Wlth 
black pentel after the mas ses were rendered 

and hlled on broad color 
71 



Title: Hotel 
Original . ize: 12 l( 20 Inches 
Medium; marllers and color penCI! on 
yellow trac,ng paper 
Teehnique: ¡me draWlng 

72 



DE 

picture Plane 

Sketchlng records a three·dlmenslonal 
scene onta aMo-dimenSional surface . 
Befare the Image 15 dr8wn. 1\ muS! be 
temporarily captured on a hypothetlcal 
plane called ,he picture Ira me. Thl5 fune­
tlon 15 very Similar to thal 01 the camera. 
In whlch the Image 15 recorded on fi lm In 
less than a secand o The plcture trame 15 

used to determine the slze 01 the sketch 
and the amount 01 the cQverage. It 
frames Ihose obJects lha! you wanl 10 
sketch and blocks out the undeslrable 
ones (Figure a), The openlng 01 Ihe plC­
lure frame should be proportlonal 10 the 
paper used Empty shde mounts are very 
con ven len! 10015 for framlng purposes. 
Slmply hald the mounl In !ron! 01 you and 
move 1I back and forth 10 determine how 
mueh you wanl to sketch If the frame 15 
daser lO !he obJect. !he amounl 01 co .... -
erage 15 reduced and !he 51ze 01 the ob­
jecl 15 Increased On Ihe olher hand. II 
Ihe Irame IS doser 10 yOu . the amount 01 

co .... erage Increases and the slze of ob· 
jects becomes smaJJer (Figure bl Mos! 
expenenced artlsts bypass Ihls step. not 
because they thlnk It unnecessary . but 
because the'f eyes can aulomatlcally do 
the cropplng wlthln the plclure frame _ 

, ways 10 sel up piClure plane 

--
\ 

b poSlllOn of the picture plane and o,newmg d,stance 
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COMPOSITION 

Location of the Horizon 

The hanzon 15 Ihe eye level of Ihe art lst 

(vlewer) lhe locallon of Ihe honzon on 

Ihe sheet wllI ultlmately determme Ihe 10-
callon of Ihe pnnclpal elements . 1I wllI 
also divide Ihe sheet mIO two honzonlal 
bands thal may or may nOI complement 
eaeh olher. Thl5 honzoolal dlvlSlon of Ihe 
sheet 15 extremely Importan! In Ihe com­
paSll lon of a sketch . 

One should aVQld placlng Ihe hon:wn 
across Ihe center of Ihe page. 1I divides 
Ihe sheel lnlo tWQ equal partlons and pro­
duces a slatlc and bonng .mage. Far Ihe 
mas! effectlve compaSll lon . place Ihe ha­
nzon al ellher a three-quarter or a one­
quarter paslllon . A low honzon (Figure al 
has more sky space and tends to empha­
slze Ihe vertlcahty of ob¡ecls A h¡gh ho­
nzon (Figure bl 15 Ideal for btrd 's-eye or 
obhque views. Due 10 the vlewmg angle, 
the depth dlmenSlon does not foreshor· 
ten as qUlckly as does a low hOrizon, 
so most foreground delalls mus! be 
Included. 

Titl. : Des'gn Study 
Orig ina l slze: , 1 )\ 24 lnehes 
Me d ium , markers and color pencll en 
yellow tracln9 paper 
Teehniqu.: secttOn sketch. color penclls 
over fett-tlp sketch 
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Positioning o, the Mass 

Arrange the elements In such a manner 
as to lead the vlewer ¡nto the plcture. Al· 
ways pOSltlon the dominan! mass away 

from the center of the page In arder lo 
create a sense of fa lse Instabillty. Thls 
tends lo control the eye movement of the 
vlewer and glves the feehng tha! the sub­
ject is hvely and no! bound by the edges 
of the plcture. The frame should be 
looked upon as a temporal mechanlsm 
used reluctantly lO capture and suspend 
a movlng scene far a spllt secand, The 
mas! successful sketch is one that. al· 
though bound by the sheet. looks as If 1I 

is gOlng 10 break loose_ 

- -~-
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Balance 

Avold symmetrical balance. Shlft the 
vlewlng position or change the sheet for­
mal to create the feehng of occult or 
asymmelrical balance . whlch IS dynamlc 
and Inleresling. II employs the juxtaposl" 
tioning of mass and space lo creale a 
perceived bul nOI obvious balance The 
mass/space relalionshlp IS often contra­
dlclory in lexture. color. and shape. but 
the areas should be kept relatlvely sImI­
lar. Occult balance has a bu dI-In system 
and tension and should nol be mlsunder­
stood as random posltlonlng. 

balance belween mass and space 
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axial balance 

symmetncallayout 

occult balance 

asymmetncallayout 
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SELECTION OF PERSPECTIVE 

One-point Perspective 

One-polnl perspectlve glves equal expo­
sure lO both sldes of the lateral dlmen· 
510n (Figure a) Shlfhng the center of 
VISlon creates an uneven exposure (Fig­

ure b) . Thls 15 ohen done to aVQld a sym­

metncal compaSll lon for subJects lo 
w~lIch symmetry would no! be appropn­
ate . far example , one slde of a Slreet 
may be more Importan! than the olher 

One·polnt perspeChve 15 stralghtfor­
ward. and 15 simple and easy to under· 
stand. Such a compaSlllon encourages 
the use of hne (streets. trees . etc) 10 
lead mio the subJect 1I has a 51ron9 
sense of dlrectlon. and 1I provldes an ex-
cellen! settlng for the expresstOn of rep-
e l ltIQn and mythm. 

One-polnt perspectlve is Ideal for 
sketchmg streel scenes and Intenors 

I 
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Two·point Perspective 

Two-point perspectrve goes beyond the 
frontal dlmenslon, Involvmg the slde and 
back as well It IS the preferred melhod 
for expresSlng a complex subJect The 
fact that the sketch IS nonfrontal creates 
a sharper tonal contras! between planes 
It IS an ideal settl ng for the generatlon of 
tenSlon between subJects and thus stlm­
ulates eye movement and enllvens statlc 
statements. Avold closeup vlews In two­
polnt perspectlve . as Ihey can be hlghly 
dlstorted and may result In a lack of con · 
hnulty 

7. 

frontal nonfronlal 



LlGHT EFFECTS 

light effects bnng out the tonal contrasl 
between planes and thus Intenslfy the 
feehng 01 depth. They are also used to 
separate and classlfy the dlfferenl layers 
01 visual ~elds fer example. a house wlth 
a whlte roof Wllllook sharper 1I 1I 1$ placed 
In fron! 01 a dark background. Llghl el· 
fects are also used to define comers and 
spatlal edges and to sel a mood 

There are two klnds 01 reahshc hght 
sources, both wlth a deflnlle dlrechon. 
Natural hght onglnates from one Single 
source-the sun-and the hght beams 
are parallel. Artificial hght has a radl8Mg 
paltern and can emanate 'rom more than 
one $ource. In sketchlng. a chiaroscuro 
style can al so be used. Thl$ 15 a plctonal 
representallon 01 hght. rather than a real· 
IstlC Interpretatlon 01 the source and lIS 
behavior. \t is used 10 aehieve a eertain 
mood and atmosphere and ylelds an el­
lecllve and abstrae! expresslon of hght If 
done eorrectly 

80 

• 

use 01 texlure to dlfferenuate the planes Irees In background help define the shape 01 the rool 

use of zlp-a-tone as background tone use 01 gray as background lo bnng out lhe contrasl 



IlgMt source Irom leh. gray background . 
shaded side 01 bUlldmg black. empMaSIS on 
the bllllding 

background black. roo! wMlte. strong 
contrast. stnkmg and strong mood 

foreground tree black. tlouse and background 
IIgMI. eJlBggeraled d,stance in between 

IIght source not consisten\. emphasls on the 
sculptural effect 01 the building creates 
speclal effect 

81 



Light Intensity 

... 

-

Llght IntenSlty IS graphlcally represented 
by dlfferenl colors or dlfferent values of 
one color lis quallty vanes on all surfaces 
and sometlmes even on Ihe same sur· 
face. dependlng upon the poSlllon and 
angle of Ihe vlewer The spot Wllh maxI· 
mum reflecl lon usually appears lo be 
IIghler and bnghter A long. conllnuous 
surface can exhlbll a vanely of InlenSllles. 
due lo mlerference from other obJects 
and Ihe texture of Ihe surface from wtllch 
Ihe IIght IS reflecled Three·dmlenslonal 
forms should be obvlous from the ways 
In whlch hghl and shadow fall upon Ihem. 
Shadow should be used 10 dlfect eye 
movemenl. The pal h of Ilghl and shadow 
should be carned 'rom border 10 border. 
Use Sl rong baSIC shapes 10 defme the 
shadow paUern. Don'l altempl 10 caplure 
a reallsl lc pattern-thls IS the Job of a 
camera. A skelch IS nOI a pholographl 

~. 

.2 

• 

darll tree canopy ane! shrubs In the 
foregraund create a perfe<:1 settmg for 

VleWers to Iook InlO 

bold and darl< honzonla' nes In the fore· 
graund tene! to lead lhe eye movemenl. 

creallng contras!lng pattems Wlth Ihe vertical 
texture on the wall 

-
strong contrast 01 lollage sU9gests the 
raundness 01 the tree canopy 



Expression o, Light Effect 

contrast In tone emphaslzes the connectlOl'l 
between ,he Muse and the rool 

renders deta.ls and the reHectlOl'l 01 hght 

snadow 01 tree promoles dutgonal eye move­
ment across the page and leads vtewers 10 
lhe lheme (kouse) 

bnngs out the sculplural eHect 01 lhe product 

• 
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A SUCCESSFUL SKETCH 

A good sketch is hke a breath of fresh airo 
looking al 11 should be an enhghtenlng 
expenence The subJect maller should be 
Interestlng. ¡he compoSlllon should be 
appropriate and pleasu,g. and vlewers 
musl be able lo see themselves in the 
plclure ralher !han funchonmg merely as 
onlookers The line should be forcerul and 
should flow In a meaningful way. The 
st rokes of ¡he marker and the color5 you 
use should evoke a sense of rela)(atlon 
and freedom . 

Sketch beyond Ihe four borders of ¡he 
sheet. Allow ¡he hnes to flow and extend 
beyond ¡he page. The maSI unconstruc· 
tlve hablt In sketchlng 15 10 confme your­
self wi thin a fixed border, Marker 
movement should be fas! and precise. 
Avold hesitatlon . which can cause bleed· 
In9 and uneven lioe widlh . Let Ihe marker 
rotate freely at your fi ngert ip , Acqwre a 
goOO sense of scale. proportion . and per­
spectlve. and other skllls will come aulo· 
matlcally wl l h practlce. 

Tlt le : Kowloon. Hong Kong 
Origina l . ize : 8'11)( \ linches 
Medium : Pllot fme·hne and watercolor 
marker 0f1 walercolor paper 
Technlque: Ime drawing and wash .. 
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Titl.: Toroolo Island Park 
Original sh[e l 8V2 x 11 lOches 
Medium: color marker on bnstol board 
Technique: fine braoches ..... ere outlmed 

with browo ul tra-fine nib 85 



DEMONSTRATION 111 

color mar\c.er on Aquabee felt -ttp mar\c.er paper 

~ 

I 
I 
I 

1/ ) 

\ 

l / 

a study the perspectlve: identlfy ¡he 
honzoo and all the reference planes; pay 
attentlOfl 10 the change In elevation and the 
shlft 01 vamshmg pomt from the honzon 10 

¡he top 01 Ihe steps; lay out Wlth penell ane! a 

thln marker 

•• 

I 

~\ 

b sketch ¡he general outhne Wlth a PIlo! 
raz()('J)OInt marker: capture the maJO( 

elements nrsl. no deta.ls 
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e app~ the hrst coat 01 color: use hghter 
colof's lor base. apply Wlth broad strokes; 
moye quickly over the paper: and don'! worry 
about gOlng Oller the predrawn edges 

; 

, " l' 

1\ 

; \-
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n l I ,- , 

1 , 

}-

d bui\d up the three-dlmenslonal quahty 

by applylnQ da~er values and grays 
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e add accenl colors lo people. SlQns and 
decoratrve omamenlS add gf!l)'S and black 10 
Ihe shaded slC!es; add shadows 

88 

sharpen lhe spal181 edges and detads 
Wlth a fine-potn! marker redelirung edges 
may be necessary due 10 marker bleedll1g 



Title: 0Id Calro. Egypt 
Original .Ize: 14 )( 17 IrocheS 
Medium: Eberhard Faber mar'kers on 

nce paper, watercoior 
Technique: use black marker 10 outlme 
lhe sketch. wash Wllh black and gray hl9h­
lighl the figure wllh bnghl color 

.9 



Tille : Egyptian Farm Hous~ , Calro 
Original size: 11 )( 17 mches 
Medium : Eberhard Faber on rice paper. 
~acks and ollve green walercolor 
T.ehnique: sketch wl th markers; use broad 
brush strokes lo fiU In the spaces: highlight 
the trees w ith light olive green 

90 



DEMONSTRATION IV 

Eberhard potnted-nlb on nce paper 

~ 
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a outline the scene wlth qUlck strokes: 
know exactly the Iocatons of reference 

planes 
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b heló the marl<.er broadside lo obtam 
thlcker hne wld th: li ft the marker off the paper 
Immedlately after every stroke 

J 

,t 
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-----

e wash the sky and shaded areas wi th 
ligh! gray ink: leave p~nes faclng the sun 

wnlte: let dry 

92 
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d sharpen spalla! edges Wlth the polnted· 
fllb mar'Ker: then Ifs done: handa oH: don'! 

overdo il 

r 
1 
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DEMONSTRATION V 

fine.llne marker. watercolor on watercolor pélpef 

a Ot.J thne the scene with a Pilo! razor· 

poin! marker; avoid details 

b apply watercolor: lighter colors atways 
90 first : gradually apply darker values after 
precedlng coa! is dned: be palien! 
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c app~ darker Iones to bnng out the 
shadows and depth 

d sharpen detalls wlth a hne-pomt 
marker: add accent color (marker) for 

h.ghhghtlng 
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Title: Tal Po Harbor. New Territones. 

Hong Kong 
Original size : 11 x 9 inches 
Medium: Pilot fine -line marker. watercolor 

on watercolor paper 
Technique: watercolor wash on hne 

drawlng 
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Title, studlo demonstratlon 
Original siz8 : 11 )( 17 Inches 
Medium: color marker on walercolor paper 
Technique: Eberhard Faber polnted-n¡b 
marker used lo outline Importan! spallal 

edges 

9. 
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Title: Tal Po V iUage New l e!l1to
nes

. 

Hong Kong 
Original .¡J.e: 9 Jl , \ IflC

hes 

Mediu"' : PI\o\ nne-hne mar'tl.e
r 

80d 
watercolor ()fl waterco\Of pa;>er 
Teehnique l watercolor wash on \loe 

drawif'lg. heavy black.!lrte drawfl "....th 

E\:Ie(hard Fabef p<)Inled mb 
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Tit le : Downlown 
Original s ize : 11 x 9 Inches 
Medium : color marller on walercolor paper 
Technique: broad marller slrokes 

.8 

Title: House In SausahlO 
Origina l .ize: 11 )( 14 loches 
Medium : color marller on watercolor paper 
Technique : bwad marller strokes 



Title: Queechee lake. Vermont 
Original size : 9)( 11 Inches 

Medium: black and gray marker on 
bnstol board 
Technique: broad strokes 
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Titlel Church m Galma. IIhnols 
Original size: 11 )O; 14 Inches 
M ediuml color marker on Aquabee 

fe1 t.up.marker paper 
Technique: bread strokes 

100 



Title : Church in Madlson. W lsconsin 
Original.ize: 11 l\ 14 In.c;hes 
M.dium : color marker on Aquabee 

felHlp-marker paper 
Tec:hnique: bread strokes 

----s 
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Title: Ra,lroad Statlon. EasIOfl. 
Massachusetts 
Original .lz8= 11 )\ 14 mches 

Medium: color marker on Aquabee 

felt-tlp-marker paper 
Technique: brood strokes 
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