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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
tell a story, 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 figurc
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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fort. 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 assume, then, that you have ability you
wish to put into pract‘ical channels. You want to
know how to 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. I
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-
fection of precisc dctail, the camera would dis-
pense with the need 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 HECEpt th& gﬂﬂd 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 every 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 difhiculty lies in getting the painting or draw-
ing that is good enough,

If we are to carry our craft forward, inereasing
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
edges, 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



OPENING CHAT

off copy, measure by eye, or project it, and get
that kind of drawing. But real drawing is an inter-
pretation, selection, and statement of a contour
with the greatest possible meaning. Sometimes
drawing is not the actual contour at all, but the
one that will express the grace, character, and
charm of the subject. Until the artist begins to
think in line, think of expressing in this way the
things he wants to say, he has not clevated 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.

If I am going 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 b}f 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 cxpression 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 mcthods 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. T shall leave out all past
pr&rfnrmauces of my own with the rest, for we are
not as interested in what I have done as in what
you are going to do, working with the same tools.
There is but one course open for me if I am to stay
on solid ground, that of sharing my experience
with you for whatever value it has. You will thus
have the chance to select what is of 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 phase 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.

Toue 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 flowers
beautifully, but it can by no stretch of the imag-
ination be called an illustration. Illustration must
encompass emotion, the life we live, the things
we do, and how we feel. So we shall devote a part
of the book to the “telling of the story.”

If we are to illustrate, we must create ideas.
Illustration 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.

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 successful artist must
know. To do an outdoor poster is one thing, and
a magazine ad another. All these points I hope to
make clear.

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

I have searched out to the best of my ability
the workable truths. I have organized these into
what I shall call the “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
OI]]_V 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
1o 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 ot
existing form must do so first by the rendering of
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
light we are working with, for its nature and qual-
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 will
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 falls becomes a secondary source
of reflected light and will light 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
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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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
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 mute-
rial, not every fold just hecause 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 sev-
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 subjcets can be 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, thereby getting subordina-
tion in the first instance and accentuation in the
second. The planning or composition of the sub-
ject is really dealing with the relationships of
the values of certain units as combined with or
opposed to others. This results in “pattern,” and
can be further combined with lighting.

All pictures are fundamentally either arrange-
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ments of lights, intervening tones, and darks, 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 fecling 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.

Fach 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 inportant, 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.
[ suggest that you come back to these funda-
mental truths often, for they are the answer to
most of your problems.

So we start with line!






PART ONE

THERE ARLE SEVEN PRIMARY FUNCTIONS OF LINE

i. To convey its own intrinsic beauty. w

N s kw1

veN if it may scem 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 bul a mark of a pencil
or a mere scratch of a pen. To the true artiét, line
can reach great hcights, require exhaustive 