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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
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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.
28



LINE PRODUCES INFORMAL DESIGN
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OVERLAPPING RADI |

I

OVERLAPPING ANGLEJS

OVERLAPPING JSPIRALYS OVERLAPPING RECTANGLES HORIZONTALS AND PERPENDICULARS
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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.



LUSING THE FIRST FUNCTION OF “LINE FOR ITSELF” FOR COMPOSITION
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COMPOSITION MAY BE BASED ON LETTERS AND SYMBOLS

OTHER LETTERJ ARE

AFGCGJQZ

SYMBOLS
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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

34

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.



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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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

aiT

‘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.



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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'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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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
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THE PERSPECTIVE LINEJS ARE MERELY GUIDE LINES TO HELPTHE BEvyE,

=

e

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
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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



FIND EYE LEVEL OF COPY AND MAKE FIGURES COINCIDE

perpendicular acts as a measuring line for up-
rights, Draw a line from the bottom of the meas-
uring lfine, through the chosen point on the
ground plane to the horizon. Then carry the line
back to the mecasuring line at whatever height
desired. Erect a perpendicular at the chosen
point, and the similar height is now carried back
to the place you want it. This is cxactly the same
principle as placing figures on the same ground
plane.

The accompanying sketches will serve to illus-
trate the various placements of the eyc level or
horizon {which is the same thing) and the rela-
tionship of one unit to another, To make it a little
clearer I have drawn the artist outside his picture,
representing you and your viewpoint. I have then
squared off the picture material. These will show
why the horizon may be at any height in a pic-
ture, and also that it is determined by the height
and point from which viewed.

- Thave taken a piano and some figures showing

bow they must be related. I have also tried to
demonstrate the variety of effect to be got out of
any subject by using different eye levels. This
opens up a world of opportunity for creativeness.
A subject rather ordinary at ordinary ecyc level
- may become quite startling when viewed from
ahove or from down low. . . . A high eye level is
- good when you want to break down into text
space. A ground-level viewpoint is good when
you want a horizontal base line.

Understanding perspective in the figure, you
can transpose figure copy to various eye levels,
“thus permitting you to usc copy which you other-
‘wise could not. So long as you have drawn your
figure differently and in your own way, no one
‘can object. This is not always casy. It is really
better to pay a model, pose her as you wish, and
-work the thing out on your own, if you can atford
1it. Money spent on models is the best investment
‘you could make as a creative artist. Your picture
‘then is indisputably your own.

UNRELATED |COPY
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JIMCE NONE OF THES £ HAVE THE JAME EYE LEYVELL
QNE MUST BE JELECTERD AND THE OTHERS ADJUSTED
TONT - FIRST LET US TAKE. THE PIANO AT SHOYWN.

ANY PHCOTO WILL ESTABLLFM
My OWN EYE LEVEL
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APPROACHING THE SUBJECT IN DIFFERENT WAYS
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PERSPECTIVE ALONE MAY ADD VARIETY

It will always be the problem of the artist to
take his subject and approach it as differently as
possible. There is no doubt that if thought is
given in this direction, something unusual can
result, John Jones sees almost everybody at about
his own eye level. Raise the figures and lower
John Jones, and you have him looking up to your
characters. There is a certain grandeur and dig-

~ nity thus given them, something of what we feel

when iﬂnking up to an orator, a minister in the
pulpit, or an actress on the stage. That is good

- psychology to remember, and it may be used

- to good advantage.

- Opposed to this is the sense of superiority af-

~ forded the reader when made to feel that he is

locking down on our characters. How much more
beautiful a ballroom filled with figures looks from

the balcony than from floor level! How we like
_to climb the hill or mountain and look down on
- the landscape! The greatest thrill of flying is that
_sense of height. You caun lift your observer psy-

T™MIRD ROUGH SKETCH FOLLOWILN G
PERSPECTIVE OFFECONMD FIGURE.
AL AN IFIPIROYEMENMT OVER, THE

FIRST ROUGH ARRAMNGEMENT .

IT iF AN EXCELLENT |DEA TO TRY QUT ANY JUBJECT EROM MMFFERENT BYE ORCAMERA LEVELS. YOU CAN QFTEM
MAKE JOMETHING JTARTLING OUT OF JOMETHING ORRINARY. IF yOuU DON'T KNOW PERSPECTIVE,DONT PUT |'T OFF,

chologically by this means. Too often ordinary
pictures are ordinary because no thought has been
given to an eye level.

To illustrate a child’s story, tremendous sig-
nificance can be given the illustrations by draw-
ing the pictures at the child’s eye level. To the
little child everything is so high up, so big. Dad
towers over him like some great giant. No won-
der he must somehow put over his own impor-
tance.

Using different eye levels breaks up your pic-
ture areas in very different patterns. It is wise to
try out small suggestions in this way. This is one
method of testing’ your inventiveness, and when |
you get something unusual it pays good divi-
dends. In story illustration as well as magazine-
advertising illustration, something rather drastic
has to be done to get attention, or “impact,” as
illustrators love to call it. Here is one way to go
after it. Get a stepladder and try it out. Or lie on

the floor and sketch.



LISING LINE TO PRODUCE A FOCAL POINT IN SUBJECT

/HT

BAD
DONYT DO THILS

ANY QOMMON JUNCTIOM OF LINES PRODUCES O FOQCAL PgINT, BUT NEVER PLACE A ROSCAL POINMT BXYACSTLYw IN THE CENTER.
AMY LINGES POINTING TO & VAMLISHING POLNT O JUNCTION MAKE OF YOUR PICTURE AREA. IT1S ALSD WELL TS AVOLD USiNG
A FOCLL PONT. A HEAD MAY YWELL PE PLACED ATJUICH & POINT, THAGONALS THAT BISECT THE CORNERS AS MAIN LiMeaS

/4

7 3

IN FORMAL DESIGN PLACE THE ROCAL POINT ABOVE THIS BAAIC ARRANGEMENT CAN BE USED FOR MANY
O BRLOW THE MIDPLE, HERE IFf A SOO D LAY OUT, DPESIGMNS.BULLD YOUR JUBJECT 40 YOU WIS,

'--.Ei-l

ﬁ;ml! i" [

JI"

A

JPIRALS MaY ALSO BE USMED TO FocuS ATTENTION, TAKE IT AS AlRULE
THAT LINES JHOULD LEAD TO AND CROJSL AT THE MAIN POINT OF INTEREST,

YOU WILL OFTEN WONDER HOW TO FOCUS ATTENTION AND
INTEREJT UPON A CERTAIN HEAD,FIGURE OR SJPOT, JTUDY THLS
FAGE CAREFULLY. EVERY GOOD PICTURE JHOULD HAVE

THE VANIITHING POINT IS THE A MAIN FOCAL POINT AND ALL LINES JHOULD DRAW THEEYE
M
POSITION OF HONOR ,PICTORIALLY, TOWARD THAT JSPOT, THE OLD JAYING “ALL. ROADS LEAD TOROME"

% L]
IT JHOULD GO TO MAIN CHARACTER.  (§f EUNDAMENTAL [N GOOD COMPOJSITION YOUR ROADS ARE LINES,
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PROVIDING AN “EYE PATHWAY” IN COMPOSITION

ik,

ANALYJS LS

THERE SHOULD BE A PLANNED EASY AND NATURAL PATH
FOR THE Eyc T TRAVEL IN EYERY QOOD PICTURE

LINES LEADING QUT QF THE JUBJECT SHOULD BE STORPED
BY SJOME DEVICE OR ANOTHER LINE LEADING THE EYE BACK

'
': -3 s — —T 4 b
R I
mr
.........

L ——

——rl L e

THE EYE SHOULD ENTER AT THE BOTTOM AND EMERGE
AT THE TOP—NBVYVERAT THE JIDEYS, JINCE CORMNEBERS

. - —

.

TTom

CARKS HERE
CATCH EMYEAMNP
3 P T mAackl
Doa wad I,
{ -

MM TS T
(mEF Al BT FOY

ARE" EYE TRAPS " BECAUSE OF THEIR JUNCTIONS, TRY
TO LEAD THE EYE AWAY FROM OR AROUND THEM.

YOU CaN MAKE THE EYE FOLLOW A GIVEN
COURJSE ALMOTIT A YO WILISH BY SKKVLLFUL
USE OF LIN®E+* LEAD THE EYE IN, ENTERTAIN
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IT WITH A JPOT OF INTERES T AND THEN ALLDW
IT TO PASS OUT, IT SHOULD BE A PLEAJING PATH
AMD NOT ORBSTRUCTED OR GIVEN TWO WAYS TO GO



ATTENTION DEVICES

EYE-CATCHING JUVBJECTS

“Jhe Bloom of Youth

4

hrrrras.a (LTI,

SPOT SEQUENCE TOFocal. PQINT AMNY THING THAT Wil L POINT

VT L
II\ H III Z}I‘. -'-
e ot o P
N L S
~ Hx ..\""-\. ., I.' - - .-.-..‘-.

PO iNTE R,

LA, M7 oo Ry

<

IMIPENDING DIJASTER | ANY SPIRAL MOYIF RADIATION OF LIGHT MOTIF “BULLS B8YE"MOTIF (FOINTER)
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GET ATTENTION BY BUILDING CONTRAST OF LINE OR SHAPE

Nl
R

) \\ AT

ARIGID SHAPE COoOMMINRD ANGULAR BROREM LIMNE JQUARE MADPE POWEIRFLL THE STRAIQHT CONTRAITED
WIETH INSTABILITY « " WITH A SYMETRICAL JHARPE BY CONTRAST TO CIRCLES WIiTH RHYTHMIC LINE

A NG
WQ ///] /mJ/ .i*tiir /j > .
N7 N4

/ R3IMace | | e

7 7/ Lo |

QIRCLE viantBE PoweERFUL BY HORIZONTAL)L CONTRASTEPR FTRIAMCSLE (OMTRASTED DIAGENAL POSITION OF TQU & IRE
COMTRAST TO RIGHT AN G LRSS, wWiTH THE CRLIGU E TO RECTAMOLESF WITH VERTICALS ANP HO RIZ O NTALS

LI
- /o
/ n ‘ T

k\\\w ////IT_r

RADV] ACAINT AMNYTHIN O CIRCLE YVERJUS RECTANGLES oval PLACED 4T INTERSECTION ARCS vERERESUS REC TARKOLE ¥

§ \\///7
7

NN

RADII VERSIUS THE RAGID OvaLs VERIUS RECTANGLE § ORLIAUE VERSDS RIGID OB LIQUE VERSDS HORIZONTAL
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'THE RELATIONSHIP OF LINE TO EMOTIONAL RESPONSE

q

=

]

gl

i r

MGLEF FOR 4GITATION, COREUSION,

C VERTICALY FORPIGHITY JTRENGTH,
CLASH, INFECURITY ACTION,STRIFE  PERMANENCE . STABILITY , AWE.

RADIT FOR GLORY, QEYOTHON, DLTY,
PATRIOT LFM , WM LTy .AHBITrﬂH.FEEEHﬂIr

HORIZOHTALT FOR. REpPoSe ,CALM,
QUIETYDE PEACE, TRANGALILITY.

I/

=

- C%

RADIAYION FOR SHOCK, ATTENTION

SPIRALS FOR MOTION POWER EXCITEMENT TRIANGLES FOR PERMANENCE SECURITY RHYTHM FORGRACE CHARM MOVEMENT.

()

—_—

'/

S

F—ﬁ'j
o

/=

LIiGHT FORHOPE [OVE AMBITION.

PROKEN SHAPES- INSTABILITY UNCERTAINTY  OBLIQUES -QOMBAT. (INFUIION - CLASH

RECTANGLES - STASILATY - JTRENGTH-UNITY

N

O

—

-

/

]

CIRCLES » IMMENSITY  VASTNESS ETERNITY. OVALS -FEMININ ITY -TREATIVENLSS

MOTION -EQUALLTY «DELIVERANCE |

INFGRMAL JUBDIVISION- ACTIVITY  FORMAL DIVISION - DIGNITY LWNITY

SEMSUOSITY-GRACE- PERPETUATWON EXCITEMENT - ELASTI CATY-PROGRESS  SALANCE - FORMALITY -JTRENGTH .
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BAD COMPOSITION BRINGS NEGATIVE RESPONSE

" W T
1t DONT GIWE THEEYE TWO PATHWAYS, NQW THE EBYE [5 LED TO THE Fj| GURE - ITGPS
34-5-6 - TOQ CENTERED  STRALGHT FROMT
POSE~BAD. 5 &' TOQ ALIKE AND BQUAL . QUT.POSE MORE IN KEEPING WITH SURJECT,

POT M ON LINES WHICH WOULD CARRY EYE

WE MAY HAVE A BETTER{OMPOIITION
&Yy RHAVING THE LITTLE Gl CLOSER

L DDMIH.&TE THE LﬁH{?SCﬂPE. .

|r

w I \N\\mm* oA AR

{. DONT POINT THINGS OUTOE RICTURE. 1.0ME EYERPATH NOW. 2 POINTING INWARD
" 2.3.T00 BAUAL IN IMPORTANCE 4. FLOWERS 3. CUPS GROUPED 4.FLOWERS GIRRECTED
POINTING \WRONG WAY, 5. TWO EYEPATHS . 5.YOU NOW KNOW THEY ARE COOKIES.DETTER !

YO CaN TEJT ANY COMPQSITICON |3-,r
TRACING THE "SPACES BETWEEN THINGI
hﬂu FtLj..m JEE IFTHEY MAKE 4 GOOD DESIGN,

e
-

"-‘l s -
_.-_:_.r___"'.-'.__':--

-
ey

Y
A/////

L FCURE TOOC LOW AND TOO CENTERED,

ZNEVER JPLIT A HEAD WITH aNY LINE,
LOMIMNG INTO IT. 3. DONT USE THE EDGE

CETHE PICTURE TO COINCIDE WITH O
LINE INTHE PLCTORE. (WiNDOW FRAME)
#4+46.7.8.T00 CANIERED. FLAG BAD. J HANDS

LT ore., DESK LINE TOO LOW 4AND Toa
NEAR BOTTOM BDGE. MANY GAZE BAD,

HERE WE HAVYE MUCH THAT \SMILS FING [N
THE OTHER PICTURE . NOTHING COMPETE S
WITH HEAD .NOTHING 'S CENTERED |, THE

BALANCE OF THE MiIBIECT IS FLEMIMC.
ACCESSORI\ES HAVE MORE tHﬂEH Bb.LD'f
COULD JUST AF WELLHAVE BEEN FLACED

TRY TO FLAM BEVERYTHIMNG Yoo D0,

531

AGCAINST AMORE PLEASING BACKAGROUND

JOMETIMES A DESIGN MAY g (BULLT
OF HEADS ALONE ANDWITHOUT HAVING
THE HEBADS CDMPLETE . THE FICTURE

MAY BE MUCH MORE ARRESTIMNG

THAN |F Tw ENTIRE HEADS WERE
SHOWN ,EJPECIALLY [FTHE TWO
HEADS WERE AROUT EQRUALAL IN S1ZE
OR AREA AND BEVENLY SPACED..



VARIOUS TYPES OF VIGNETTES

e ——— T :
o g nei Sy (RS L s,

—_—

i et (ol il & i

C/jﬁ///%?é; Y q ,z;/y

Al

——

MAKING THE WHITE SPACE PART OF THE PICTURE NERYUSEFUL. T BORDER VIGNETTE.

52



A VIGNETTE IS A DESIGN PURE AND SIMPLE

ATLANTIC CITY eape Tounceo
TSRKETCHY”™ VIGNE TT E_.-_

IILHGUETTE VIC‘NETTE RELIEF VIGOGNETTE
(DARK MASS AGAINST LIGHT) | (LIGHT MAJSS AGAINSTDARK) | ANY SIMPLE MASSES VS.EACH OTHER.

YOUR HEALTH 195 THE NATIONS WEALTH.
9‘5 T i

I'fa

M.' '!
U :‘i 141'

i

DMI AL ME.SMM. T OEAMERLCA

—_— e IR - '
V[GNE‘I‘TE TIED TCJ FRODUCT,

COMBINATION VIGNETTE WITH & SOLID PICTURE AS DOMINANT
LT = BUHL(EQMLENMrG
>

/ ETLIJHF dr e JOME HN'H ¥ ljﬂ:{ﬂﬂdjlhﬂfr U{', !L'tll.f

Electvicity did not ham;lc the lowly candle ™ B8V B

C COMBINATION YIGHETTE DOMINATING QVER SQUATRE UNITLS,
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VIGNETTE TIED TO COPY JPACE




STIVELY WITH SOLID BLACKS

SIMPLE LINE COMBINES EFFEC

.
-
= /

111

AN
-

L [' [ ]

e




COMBINING PEN LINE TREATMENT WITH BLACK AREAS

Nl N

"’J

.'J.'.Iil

PESJIGNED BY INFCORMAL JUBDIVISION - BLACKS APDED WITH BRUJSH - JAME PEN WAS WED THROUGHOUT-
NOTE ATTENTION BROUGHT TO MAIN BIGURE By WRITEJS AND UJSE OF X" IN THE POSE «BLACKS HELP-

2D




PEN DRAWING IS BUILT ON A PRINCIPLE

T v | = L U R ) . -'='|5,nn!§i,iﬂ\\\-- ; ’
-- Illlllllll:fl ':I.'Inll | . ."-._ - _ - - ..-'\-- o . -'_.::i' _.41'-:'-. ' "- '.F I N
! . it Co- Wi

( W j

ot

YAK, GIVE ME NATURE , PANCIKNG BOTTERFELIES AND FRESFH MINT IN
THE WORKING PRINCIPLE OF PEN DRAWING 1f THE DEVELOPMENT OF TONE BY A MIXTURE OF THE LIGHT OF THE WHITE PAFER
WITH THE DARK OF LINE, 'T I LIKE &4 WIRE JCEREEN IN A WINDQOW. THE HEAVIER THE WIRE AND THE CLOSERTREMESH,
THE MORE T DARWKENS THE LIGHT: JO JETABOUT Ta PRODUCE A CIVEN YALUE BY THE AMOUNT OF WHITE THAT COMBS
THROUGH., YOU CAN MAKE A" MCALEY QF PEN VALUES T30 WHICH YOU CAM ALWAYS REFER: THEN YOU KNOW ABOUT HOW LIGTHT OR HEAYY

TO HMARKE YOUR L.lHEI,ALI{::- HOW CLOSE TOGETHER THREY SJHOULD BE ROR THE TONE OR WALUE TOU YWANT, FQLLOW THE FGEMJE:I‘I”HEE,
b i

LEMGTHWILIE GE*AEEGII T, WITH YQUR FTROKES, TRY TO KEEP OPEN OR WHITE SPACE AS A FART OF THE DESIGH, DRAW MOJSTLY

THE fHAQPOW.LY - TONE ALL OVER 1J VERY DIFFICULT. PLAN JTROKES DAREFULLY BUT INK THEMIN DIRECTLY AND FRERLY .
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PEN DRAWING IS CONCERNED MOSTLY WITH SHADOW

e . . b
o i e PR,
T . . 3
Pt o R

— = R

i

e

ke,
. ; - E,
- . [T E e
B L
——T1 = = . - T, =
o _ele. - e el = L e &
s

e

)

THE GENERAL APPROACH T FPEMN DRAWING
I5 THE JAME A ALL OTHER MEDIOUMI=-TH E.

RENDERING OF LIGHT SND JHADOW. THE -~
ONLY RDIFFEREMNCE 15 LESJS MODELING i e oy
THE LICGHTS, KEEP THEM YERY SiIMPLE., — -,

.t .
DON'T WORRY JO MUCH OVER JTROKES AF OVER THE JSTATEMENT OF GOOD WHITES, GREYS, AND BLACK
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PEN-AND-INK PROCEDURE

JTART WITH A JTRONGLY
LYGHTED PIECE OF

COPY—=CLEAR LIGHT
ANDJSHADOW,NOT
dREY AND SJUBRTLE .

MAKE A PRELIMINARY ROUGH,SETTING POWN THE
JTATEMENT OF MaAJS ARRANGEMENT IN THESIMPLEST

POSSIBLE TERMYS. DO NOTYWORRY YET AB0UT TECHNIQUE.

CONCERN YOURJSELF WITH DESIGN OF BLACKS GREYS WHITES,
THIS WILL PRODUCE A GUIDE TO *f:al..u EF TOBEMITINTHE
EiNAL WORK AND THE'PATTERNM EFFECT OF THE WHOLE,

['“ il

77

.
'

I

|

.f,.-‘ -' ‘” l'll}
A N
-\l*l“!! \5 _'_:.

F
; '
xxxxx

MAKE JTUDIES OF THE HEAD
OR. OTHER. IMPORTANT PARTY,
(N ORDPER TO PLAN YOUR STROKES. :
A }}-- -
.‘?gr::

(THIS SJAVES MUCH GRIEF !) FIRST TONE R
EEC‘:?HE}'“:JME—’/ {

NOSEE gt

o T ':-i'“.';{"-'-.':; oAl
YOU CAN MODEL WITHIN S EEmed )
A TONE BY CROSS STROKE S/ J7R%,

f :"',f.q-

-
5

X -

o i W
I"' -, _|_' I,;_
._r--‘.b“,l._ Pt 1Y a‘l,,.‘
" g s
= .

'
5

7

L X
-———
S

WHEN YOU KNOW WHAT THE VALUES ARE GOING TOBE,IT IS5 EASIER TO PUT THEM DOWN NEXT TIME,
=
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FOLLOW THE FORM WITH THE PEN STROKES
: <

r ::‘ﬂ -~ .- - . ..._:. .-"'.;'r.: .- "E”I!i

{
|‘!:
1

1 . 1 .
..........

JSUNDAY AETERNOON
oY



DECORATIVE TREATMENT IN LINE

T S
" 1- ol %‘4 ‘\1‘-31

."\

1
v
!

b oI

)

TR
:h:‘;:l.!’; '{l- :

¢

- I.I.: = *"'ﬁ'
A5 A;lfi!tt]{!\ f 3 . - Tl ! ; ' f : LEE) : ' *‘ !
P AN EI Y Ie¥ rull ML F ULE g S , i _
Mo o AT A e
t_lJ-ﬂ’. ld“é’l S “ ‘Jk _.:::h.rf j‘.‘.«t‘ Lh . | 4’..."1’!]
COMBINATION SEN LINE AND BRUTSH ONWHITE JMOGQTH S TRATHMORE BRISTOL. MANY GOOD EFFECTS ARE
POSIBLE BY THIS COMBINATION,. THE DESIGN WA S WORKED OUT 8Y USING INFORMAL JSUBDIVISION.
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THE BRUSH USED LIKE A PEN

T

SER

- T W
b
4 w - .- L
Ly .
. L
- [ - iy h

o
%

iy

2N

T
ot ¥
—"

¥4 . ? .-'. . f ' - }
17T VRUIRL L Ly

I MORNING

- =

e T S T el et e S T T gt e e e A Tt W e WA b e ST L e T B L T

BRUJSH memq ON SJTRATHMORE BRITOL BOARD. COMPOSITION BAJED ON CIRCULAR ARRANGEMENT WITH A,
- "RADIANT LIGHT BEHIND HEAD, THIS NEYER FAILS TO PULL THE EYE INTO YOUR SUBJECT- DRAW RADII FIRS T,
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DRY BRUSH







DRY BRUSH AND BLACK PENCIL ON GRAINED PAPER

7 s e Bl e e

R et



















DRAWING, ABOVE ALL ELSE, PUTS YOU OVER

| HAVE LEFT THIS DRAWING INCOMPLETE
JO T WILLSHOW THE PROCEDURE . OET KEIFP

w ]
OF PRAWING CRUTCHES AND MAKE YOURTIELF
DO IT ALL. THE ONLY WAY ONE CAN DRAW 15 TO

PRAW CONTINUALLY. WHEN YOU po 1T, YOU GAIN
MOMENTUM: IFYOU CHEAT AT IT— YOULOSE.
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“SCRATCH BOARD”

= -

ﬁmmﬂk‘ﬁj

.';. ' iy

O

DRAW HALFTONES WITH PEN. PAINT
IN SOLID JHADOWS, (fMaLl BRUSH)

M

TO DRAW ON ROSI(FCRATCH)BOARD If & THRILLING
ADVENTURE . LT If A COATED BOARD OFFERING MUCH

VARIETY OF TREATMENT, EXPERIMENT WITH IT)}

JCRATCH IN LINES |N JHADOW.S

WITH SHARP POIMT. {PEN HNIFE')






CRAFTINT

YO CAN HAYE A LOTOF FUM
WITH THLS MNEY MER W,

IF T2 ARE INTEREJSTEDR /M HEWIPAPER DRAW MO F":DHE-I:‘.;I'. R, & BT
FIELD WHERE SRIVGIMALITY WITH JPERD COUNTI—AS WELL &TAMNY
TYFME OF FAST MECHANCAL “ﬂmﬂlﬂﬁ,m W LL FirND CRAFTINT &M
M MEVATIGOMN, IR YOouLuR PEALBER. Cﬁ.hl:l' LY "f[ﬁ.il"r\HE LADDREST
I CRAFTINT MEG, €0, 210 ST CLAIR AVE., N. W, CLEVELANG, O HID,
dr EOoR THEIR PEMERIPTIVE LITERATURE. Y3W'LL LIKE I'T .«
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BASIC INTENSITIES OF LICHT VERSUS SHADOW

FIEST INTENTITY JECOND INTENNTY THIRD INTENSITY
LIGHT (ws)iHADOW LIGHT JH A DO LIGHT

i 2 i 3

9

i)
B
k3
LITOME JEPARATION -LT. W5 SH, LTONE T SERARATION ATOMES JEPARATII

DIFFUJED LIGHT HAZY JUMNLIGHT FULL FUOMILIGHT

FOURTH INTEMNSITY FIFTH INTEMTITY LIMIT OF INTEHTITH

A TOWES FERARATION 5 TOMES SEPARATION
STRO MG ARTIFIC AL LIGHT FPRTLHTHT 1N Eai PRACT L CALLY BLACH
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SETTING UP A CONSISTENT RELATIONSHIP OF LIGHT TO SHADOW
FHE VALLUES UFED BELOW FOR THE LIGHT REMALS CONJTANT, SHADOWS DROFRED CHE TOREMRE

e T et
A '||: oA

i

o s S PLRL R el &
EF INTERS MY = THATOW F T T & TOMEF DAREER IR HTENSITY = oW ALL FH AOCHLT SRS
THAK WHATEVER VALUE WED id THE LIGHT, THREE TOMET pafKER THAN VALOE B LS

ATH NTEMSITY o THEDCNT f ToMEF DREEER

ETn [HTEMS I TY=SHARCWS ETONES AN
HOTE THAT LIGHT APPEARS STRONGSER AL SHADOWT ORE BARKIEN ER, THOLE A I TUALLYT

MK A FEALE OF EICHT VALUES FROM WHITE TO BLACK . FOR AMY EFFECT OF LIGHT,WE S8
WORK DOWN EROM WHITE T0 DARK. THEREFORE WE Gl OHDY ATTAIN BRILLARCY BY CON
FOE W GH-RET ED AND DELICATE LISHT, UIE 4 CLGSE RELATIOMJHIP OF LIGHT TGS

POl BRILLIAMNESY SaiD FORCE, UFE 4 FOUR OR FI'VE TONE JEPARNTION , REMES
ALl THE LISHTES AKD JHABDWH MUST HAYE & CIMELT TEMT ToHA L JEPA RATION ERS

WHEHM A JHADSY 1T OBVIOUSLY LIGHTENED BY REAJS M OF REFLECTED LIG
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THE MEANING OF KEY AND VALUE MANIPULATION

ALLTHE VALUES 1N BOTH LIGHT AMD JHAGOW ARE RAILSED OR LOWERED TO CHAMNGE THE IKEY

- * L

HEN FAIN VALUE S ARE AT THE TOP OF THE SCALE
IMAY BE CALLED WORKING IN & HIGH IKEY.

THE FAME RELATIONIHIPS MAY ALL BE DROP PED
A TONE OR TWQ - THIS |§ CALLED A MIDDLE KEY

I THE JTAME RELATIOMIH|PT I:-"l{{}F‘-'FJED T HERE WE HAVE INTEMTIOMNA L FORCING o
HE BOTTOM OF THE JCALE ARE Liovw KEY™ RAMIE TO IMNCLUDE THE PULL Jonal B,

-

FORCING OF THE DARK, AGAIMLT LIS HT.

FORCIMG QF THE LI GHT ACAIMNIT DARK

DEMCIH S TRAT | MG THE EXATEHDEDYORIETY FKETCHES OR THUMBNAI Lr”BEF-:.:-r-c'.F. Eri T Ly
:f- TREATHENT OF WA LUE S AT U= Dlg- LHEAD WITH FIMAL “WORE » WOTE THE DRAM-
,. WHERM sWORKIMG WITH A CORREST ATHZ EFFECT OQF THE LAST TWO - YO U MEVER

i PERJTAMDIMNG -::nF"I-cEH’u&H D-}INTE N..r‘IT“r’: SR WHAT PFOSCTBILITIES LIE TN w03
PRTWO OF THE 1ixX TREATMEMTS ARE ALIKE.  JECT UNTIL YOU REALLY EXPERIMENT, IN
I Ifa REAL REASMDM FOR MAKI MG SMAL L OTHER wWoRes ITT PLAVM THINKIRG 1!
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A SIMPLE LESSON IN VALUE RELATIONSHIPS

BRERTHE VALUES FROM LIGHT To DaRIK AT TheY | | =
B To You N YOUR SUBIE CT.WORK FROMUFE




TR DT

QGRE Y AMD BLACK, ON WHITE,

i b

PILACH., WHITE DR, GREY OM LT.GREY

s of a basic tonal plan is vour best answer.
The whole theory of pictorial design is organi-
mtion of line and tone, and (later} color, The
alues will be more telling il organized into sim-
ple groups that will hold up in mass one against
he other, Scattered and confused small 11:[’[-:'.'1&3
as the opposite elfect, ol breaking down the car-
mng effect of tone, Military camouflage makes
e of this principle.

There are really few subjects which when
't['ﬂugi‘:l‘ about will not lend themselves to such
simple arrangement, You can be almost sure that

THERE ARE FOUR BASIC TONAL PLANS

SECCR D LA

CeRisET H Tl A

3. BLACHK WHITE LT.GREY ON DK.GREY,
A GREYS AND WHITE OR B LACK,,

it one does not, then you are hardly on your way
to a gm}d picture. There is an "all busv,” or mo-
saic, type of picture, which might be likened to
an Oriental rug in design, Or there might easily
be, in an otherwise simple design, one “"busy” pat-
tern, broken into hits of paltern, slripes, or
patches. This is often desirable and elfective.
More pictures are bad because ne attempt at tone
organization has been made than for any other
reasan. It is to get rid of the weak, washed-out
ellects, or the dull, heavy, and muddy use of
values, that this appreach is offered.



THUMENAIL" PLANNING QF TOMAL PATTERN Ol

ARRANCEMS




THE SLIRJECT ITSELEF OFTEN SLIGGESTS THE TOMAL PLAN

;i .
™ g | ]
¥ i '
[
i LL 1
RN |
- - - - =
THIF Shail Fal THR FOCiSTe L FRSOHED SLLHL, BT &N SLT IR T FUBGEer 0 Fosn AT



FOLUIR OF THE THUMBNAILS TRANSPOSED TO BLACK-ANDAYHITE OL

i i
£ 8 mﬁ.w

kgl

e
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THE COMPLETED SKETCH




OLD MOTHER HUBBARD IS YOUR PROBLEM




[HE LENS SEES TOW) MUICH

I neesapt here @ plesie which T shall endeavor what sanpldy and wlorify the sel. This come
En |'|...|' t froan in s fioisked a manme: prossibile near 1o " phatographic” painting as 1 would
I aliall tey bo hold the values and the 1w ry wilh want 1o o, [ hove inclided it o show bl
noidelisg of the fomm. Frankby, this will be of the Pl finishied ased exaet need not be harsl snd b
-l “sleck” s o [ ‘::.I:':l:l:; which never- The anlirwsses save ir, [ iIl';ll'. Mease medion
theless kalds & place in our emfe. The painting I have sought w0 odges that are not there, 8
will .||l|:l.'.l: J18| :-:Il.'.'-l ETI e -I.. ol o g e wiheo Bl have sulwmedinatsd many that are in the o
v like the dicknesz. Bt even here we can beat Sumly il closely, arca for arca. [ @0 not 8
the mechanival aned ot frage presentod by the gest that you paint this way; it 15 but one %
bnig. W' can at bease walsardinate the pavera b Yo will paink your own way, &8 you ;-.:-._-!.n
ance of detnil, especially in e doess, amd goane- jramal



THE EYE SELECTS

People will often unknowingly praise an artist
I]}' telling him, "That looks just like a photo, how
wonderful” These are sad words to the conscien-
tious craftsman. Yet as an illustrator we must face
the fact that a large percentage of ]j{!u]ﬂc are
getail-conscious, that detail pleases them. We can
give them detail when we have to, even if it hurts
alittle. But at least we can choose what detail we
are going to give, subordinating what we do
not like. Every photo is full of unpleasant detail,
ard every photo has the possibilities of something
& charming. So we must study hard to decide what

105

shall bhe and what shall not. TF the values and
l‘.-]:u‘:-:’.‘:-’. goin well, if the softness and sharpness are
taken care of, such irrelevant detail will not be
missed. We can beat the camera, because the
camera cannot choose nor subordinate, thank
Heaven.

Note the number of soft edges, without produe-
ing a luzzy or woolly effect. [t will be interesting
to note that you will lind soltness opposed to
sharpness all through, not all one nor the other.
This [or the voung artist who sees everything hard
and brittle,



STRES5IMG TTE PLANES ANMD ACCENTS

Here 1 glve yon iy phitograplie copy. Toei
Io, it bakes ooairape b I".' :Il:lIIIF'.'IE o

I|'||'..|:.
thais. Bt if T amn podng en beash it #s anly fafr fo et

Le

v s wlenl 1 asm v king Teoan, Te fles gleolo 1

| 15 I-|_'r.-.:||.'| :||.'.||.||.-_;||"-'i ierelea INE,

irern tha
nml superfhisnes So why ot elimirade the whole
|||..||_" ancl BIVE -_'._.I:_ I:':l"l||__'|| R L.I.'I'i: Ll ||:_l|:||'
Frnen befnin |'..'.'i|r.'| fifl & '.-.I'.||.-]|.'|-__-;.-"' Ak Beast ehwve
phisahd b L IMTH! !-I_'I_'II'I!_' al -;I.._- |'il_lh||:|_"5. !'\-I_':II:_' i
e The inik redtimg '|:i|:_: e me here s the
form, and secondly the chanicter. There is so
muwch intricate form in the parmenf alsell, ot =
epudte emough Bor the eye o tnke in,

1

.'".:e_'.l.:ll vens bl Vi gzunner a lrcanae we e oliim-

inabe compeling il

crest, coneenbrating wh
sl [ bawve sbressed Lhe CF i b ol the
and aerents, lnsing only the cdpes that
A {3 by Bas® s s AR W e alisd
L lEeve, -."l:.r|'.|:. i wtlieni® haribmeis The
oamnplete wikldut beimg “petbesl” sl ©
ik, I exch area i) will aid 3 -"""j'l" a8
light ngninst shmple halltone and menging
&l il Bl cuanl '\-\.II:'EIII"-.I.-.:E'.I'.'.. I b Liosd
a mifnliwnen al seeabics 4o et 1bui ||il;;. ik I
slatement of the plase. There will always
demand for this comcentrated and cleanscul
af apprmich. It kewls 1kself neivdrably 8o all

of tlbusbrx L
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Here is another photo selected as copy. One
of the main things that identify a photo as a phota
is the ultra-smoothness of the tones, In working
from this copy, 1 have broken upr s0Ime of the
tones, also some of the edges, The intricate detail
of the dress bas been subordinated. The counch
has been made relativelv of less impaortance than
the ligure, therefore with less definition. The big
planes of the figure are stressed. T have tried to
avoid as much as possible the latoess of the tones.
While there are times when fatness is desirable.

105

often areas painted too flat and smooth wi
pear “tinny” and monotonous. Some chan
tone within a tone, to break it upr slightly, '
to add vitality where there is none, If possi
area shonld :alw;i:}'.*i laok lj;ai:nl'td, not pasteu]
is one ol the ways to do il Note the accents '
here and there of dark against light, to addp
The lights have been forced somewhat to
extra brilliancy. The background has been
ened in spots to avoid the monotony of to
the pheto.






ADJUSTING TONE AND PATTERN

Here we have a photo, rather ordinary in design
and lacking the contrast and brillianey necessary
for good reproduction. To [ollow it too n:]c-:-'.{-ly
would produce a dull picture, So a livelier pattern
is introduced into the [mukgmnnd. and the ourves
of the couch seem to give it more variety, The con-
trasts are stressed by adding a darker pillow
against the white dress, and the intensity of light
to shadow is somewhat increased, At the same
time some ol the edges are soltened or modulated.
The softnesses introduced do much to relieve the
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photographic look, The lighter tone of the
keeps the dress from being quite so isolated
separate it and seems to interlace it with
other tonal areas. 1 believe the detail is su
to satisfy almost any client liking a “finished®
in the art he buys. It ¢an look much more fing
than it really is, so long as the values are in
and pleasing, In this case we could not have
inated & background, for the dress would hay
conlrast to speak of with a white backgroun
we had to invent one to suit.





