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		Editor’s Note

		Arthur L. Guptill’s book on pen and ink has become a classic in its field. No other book has ever provided such an exhaustive treatment of pen and ink and no other artist was so uniquely qualified for the task.

		Entitled Drawing with Pen and Ink when it was published in 1930, the early editions of this book have become collector’s items, widely sought by architectural renderers, architects, and designers. In recent times, there has been a resurgence of popularity for pen and ink among all groups of artists and designers, a trend that has made it possible, imperative, in fact, to reissue this classic volume by Arthur L. Guptill.

		Nearly all of the original book has been retained in this new edition. In particular, virtually all of the drawings—those by Mr. Guptill as well as those by other artists—have been included in this volume. Although edited for readability, the text has been fairly well preserved in an attempt to remain faithful to the original. Only those portions of the text were eliminated that referred to materials or procedures no longer made or employed. With this exception, however, no information has been altered or updated. No reference is made here to developments of felt tip pens or ballpoints, for example, items that have developed only after Mr. Guptill’s writing.

		As an artist and architectural renderer, as an architect, as a teacher, and as a writer, Arthur L. Guptill possessed unique talents for creating art instruction books. Without being stodgy, he was a systematic thinker, capable of isolating complex principles and investigating them practically and simply so that any art student could comprehend and execute the most difficult problems. Mr. Guptill wrote books on oil painting, watercolor, and pencil—as well as pen and ink—and illustrated his instruction equally well in all of these media. Yet his favorite medium was pen and ink, perhaps because it was the most difficult—therefore the most challenging. His affection for this medium inspired thousands of students in his book, and I am quite certain that this new edition will continue to follow that distinguished tradition for many years to come.

		SUSAN E. MEYER
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		Fig. 1. Aubrey Beardsley; Frontispiece for Venus and Tannhauser. Beardsley was a giant in his ability to use highly stylized or decorative treatment to good advantage.

	
		
			
			1. Some Introductory Considerations
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		Rockwell Kent

		Pen drawing, as a separate and complete form of pictorial representation, is a phenomenon of comparatively recent date, its greatest development having taken place since the beginning of the last quarter of the 19th century.

		This of course does not mean that pen drawing was unknown prior to that time, for such is far from the case. You have only to recall the illuminated manuscripts of the Middle Ages to realize with what skill pen lettering and certain types of decorative design were then done. But in this work the drawing was subordinated in nearly every instance to the lettering itself, or the pen lines in the illuminations were merely outlines or framework for the colored embellishments.

		Again, remembering the many pen sketches and studies made centuries ago by some of the most famous of our old masters, you will soon realize that the pen was turned to with great frequency even in their day. Analysis of their pen drawings makes plain, however, that this early work was usually in the form of preliminary studies for paintings or parts of paintings, or was much in the nature of a sort of pictorial shorthand, by means of which facts of interest were vigorously and sometimes, it must be admitted, rather crudely recorded. Apparently no attempt was then made to develop pen drawing as an art by itself; only during the last few decades was this done. Today pen drawings are made not simply as adjuncts of another art or as means to certain ends, but as finished and complete things in themselves (see, for example, Fig. 1).

		Popularity of Pen Drawing

		Undoubtedly the invention and gradual improvement of the various processes of photomechanical reproduction, which have provided comparatively cheap and faithful methods for reproducing pen work, have given great impetus to this development. Publishers have been quick to take advantage of these processes and thus have created a demand for drawings in this medium, which artists in turn have hastened to meet.

		Pen drawing has received encouragement, too, through the gradual perfection and standardization of the materials used—pens, inks, and papers—of all of which an infinite variety may now be obtained easily at reasonable cost, permitting selections suitable for any purpose.

		Even with these encouragements, it is doubtful if pen drawing as an art would have advanced so rapidly had some artists not realized that the pen, because of its peculiar qualities, was a medium demanding a far different treatment from that accorded any other.

		It may be well to pause here to consider certain fundamental principles which bear on all art work—principles with which these artists were undoubtedly familiar—and to see in what way they are applicable to pen drawing.

		Limitations of Other Media

		First, remember that each of the fine arts has certain restrictions as a result of which characteristic conventions have been developed. (This thought will be amplified in a moment.) Then too recognize that unless the artist accepts these restrictions and their accompanying conventions, he will be heavily handicapped as far as artistic accomplishment is concerned.

		To illustrate the first thought: the sculptor, using plastic materials, is able to correctly copy many of the forms of nature, but is forced by his medium largely to disregard their color. The painter, on the other hand, can show their color, but, unlike the worker in plastic materials, he is limited by his canvas to only two dimensions, being forced to resort to conventionalities for the representation of the third. The worker in brush and wash of gray is forced still further to employment of convention, for he must interpret color in terms of various tones of gray, ranging from light to very dark. Such media as charcoal and crayon are frequently used in much the same way as wash, adopting similar conventions. Yet these media may be employed in a linear manner, too, in which case new conventions come into play, particularly the use of outline and the suggestion of color and light and dark by means of various combinations of openly spaced lines. The pencil, though capable of being handled much like wash or charcoal or crayon, has also certain distinctive characteristics, notably its ability to hold a fairly sharp point. Each medium demands equally distinctive conventionalized treatment.

		Limitations of the Pen

		And now we come to the pen and its own limitations and conventionalities. There are many, perhaps more than for any other medium. It might seem that this would put the pen at a distinct disadvantage, yet the contrary is true. The pen is a linear tool, but unlike the crayon or charcoal or pencil, it gives off no color or tone itself. Instead it serves as a vehicle to transmit ink from bottle to paper, acting in this sense much like the brush. Unlike the brush, however, it has a rather fine and stiff point, capable of holding only a very small amount of ink, which makes it an impractical instrument for covering large areas of paper surface.

		This limitation acts in two direct ways. It tends to keep pen drawings somewhat small in size, and makes the use of a large variation of tonal values, as well as big areas of them, extremely difficult. You must remember that every line made with a pen is absolutely black (colored inks being a rare exception) against a background of paper which is usually white. This means that color must necessarily be disregarded altogether or suggested by the white of the paper or by various combinations of jet black lines. Tones of light and dark, too, must be ignored or suggested in similar manner. In order to build a value of gray it is necessary to dot the surface with stippling—a little-used treatment—or to lay individual black lines side by side, or crossed in series. If the artist wishes subsequently to darken a tone obtained in one of these ways, he must painstakingly enlarge each existing line or dot or must put more lines or dots into the area. (Compare this with wash, where it is possible to produce almost any given value quickly and easily, or to wash over and still further darken a tone.) To lighten a tone and still keep it in good character is practically impossible; if it is too dark there is nothing to do but erase (and in pen work this is far from easy) or put a patch on the paper and begin again.

		It is because of these various technical difficulties of working with a fine point in black ink on white paper that it is so extremely hard, if not impossible, to build up values corresponding with all those in nature. For this reason the less positive values must be disregarded, and the others simplified or merely suggested.

		If color or tone is disregarded we must substitute something for it, unless the forms are to be lost. So here we resort to the conventionality of using outline, particularly where we wish one light object to stand out against another. The pen is an especially fine instrument for this outline work: not only is it unexcelled for the sharp delineation of shape and for precision of draftsmanship, but its lines, even though jet black, may be made very expressive of all sorts of irregularities of form and texture.

		This use of outline, together with the method of tone building by means of lines or dots, as touched upon above, are two of the most distinctive characteristics of pen drawing. There are many minor conventions in use to which we are so accustomed that we hardly think of them at all: methods of suggesting shadow tones, for instance, and trees and clouds and the textures of building materials, and so on.

		So these are the important restrictions and limitations and the resulting conventionalities of pen drawing recognized by artists who made the art what it is, and which must still be recognized by those who would emulate them. If you try to make a pen drawing larger than the instrument warrants, or attempt to carry gray tones all over your paper, or in any way disregard the peculiar properties of the medium, you will be forcing it to do that which it is not best adapted to do, and whatever success results from such methods is almost sure to be technical, rather than truly artistic.

		Developing a Personal Technique

		This does not mean that you are so bound down that individuality is impossible; quite the contrary is the case, for it is often true that the more conventional the art, the greater the opportunities for originality. We might go so far as to say that there is perhaps no medium offering one a better chance for the development of a personal technique than the pen, for pen drawing is akin to handwriting, and just as no two people write alike, so no two people draw alike.

		Commercial Applications

		We have already mentioned the popularity of pen work. Part of this is undoubtedly due to the methods of reproduction to which we have previously referred. Part of it, as we have said, is due to the ease and low cost with which the necessary materials may be secured. Yet aside from all such reasons, pen drawing has made a lasting place for itself among the fine and applied arts through its intrinsic merits alone. Pen drawings, in their simple black against white, have a crispness and directness that are appealing; they are full of life and light. Many of them are only suggestive, leaving much to the imagination, and we take pleasure in this. A few lines here, and a few touches there, and sometimes that is all; yet there is a power to this suggestion which often makes photographs, telling everything, seem stupid by comparison.

		This virtue of line drawing over photography is realized even by “cold-blooded” businessmen, or by the advertising experts representing them, as is evidenced by the great use of pen work for advertisements, even in a day when commercial photographers are existing on every hand.

		Perhaps this popularity of pen work for advertising purposes has come about partly because reproductions of pen work harmonize so beautifully with the type matter of the printed page—largely because of their scale, their linear quality, and their being printed on the same paper with the same ink. And this harmonious quality is undoubtedly one of the main reasons why pen illustrations for books and magazines and all sorts of similar press work are in such great demand.

		Other Observations

		It might seem that the strong contrasts of black and white in pen work would prevent such subtleties of representation as many subjects require. Yet there is ample evidence in the form of drawings that this is not the case. In fact, there is a delicacy to much pen work which is lacking in the work of other media.

		Another point in the favor of drawings done with pen and ink, and one which should not be forgotten, is their cleanliness. Many media rub or soil easily, but pen drawings not only keep clean themselves, but do not soil other drawings with which they come in contact—and they do not fade.

		Here, then, are some of the leading characteristics of pen drawing, some of the principles on which it is based, an outline of its history, and certain uses to which it is put. It is enough to show the importance of the subject, to suggest with what seriousness it should be regarded. If, however, what has been written here makes the subject seem too deep and complex, we can offer a word of encouragement to the student. This is, that pen technique itself, being so highly conventional, is more or less a matter of tricks. Just as some learn to write well with ease, so some, already grounded in a knowledge of drawing (for, as we have previously said, there are no easy tricks about that), learn these tricks of technique and thereby get the knack of pen work almost without trying. This is, of course, exceptional. It must be admitted that most of us need much practice to gain the same results, while some of us, with the best of effort, will never acquire more than an ordinary technique. Even famous workers in other media have sometimes failed miserably with the pen, much to their own discouragement undoubtedly, but to the encouragement of lesser artists who have also found the road a difficult one.

	
		
			
			2. Materials and Tools
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		Harrie Wood

		The materials needed for pen drawing are few in number, simple, inexpensive, and easily obtained. It takes little to begin: two or three good pens and penholders; a bottle of ink and a penwiper; a few sheets of paper having a smooth, firm surface; a drawing board or some such support on which to place the paper, and a half-dozen thumbtacks to hold it there; a fairly soft pencil for constructing the drawing and a soft eraser for the later removal of the pencil lines and the cleaning of the sheet; and a rather hard eraser or knife for the correction of pen lines.

		The market is flooded with such a variety of these things that it is necessary to offer some advice so you can make your selection more easily. The beginner, lacking guidance, is almost sure to purchase things of more diverse types and in larger quantities than is essential. You surely cannot become an artist by the simple expedient of collecting art supplies. If you buy but few things instead, and learn to master them well, trying others only after this mastery has been attained, you will eventually become partial to certain things especially suited to your own individuality. You should not, however, be too hasty or overconfident in condemning or rejecting materials. You cannot heap blame upon a musical instrument simply because you found yourself unable to play it at the first attempt. Like such instruments, materials often have hidden qualities that take long practice to bring into evidence.

		You can only do good work with the best materials. These recommended are by no means the only excellent ones, but as they have stood the test of time and have been held in favor by many leading artists, they are listed here without hesitation. If not available, others can be found that will give equal, and possibly even greater, satisfaction. A few special things are described in later chapters, where their uses are also explained in some detail.

		The choice of pens is a matter of great importance, yet artists are in so much variance that it is small wonder the student is at a loss to know where to turn.

		Quill and Reed Pens

		In earlier times there was no such bewildering variety as we have now. The word “pen” seems to have come down to us through the Latin penna, meaning a feather or plume, and so originally referred to pens fashioned from feathers (Fig. 2). These quill pens, and pens made from reeds, were used for many centuries, still being in common use even after the middle of the 19th century.
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		Fig. 2. The word “pen’ comes from the Latin “penna,” meaning feather.

		Today, however, they are rare indeed. In the late 1920’s a noted British artist, Walter Crane, in his book entitled Line and Form, said, “but though one occasionally meets with a good steel pen, I have found it too often fails one just when it is sufficiently worn to the right degree of flexibility. One returns to the quill, which can be cut to suit the particular requirements of one’s work (Fig. 3). For large, bold drawing the reed pen has advantages, and a pleasant rich quality of line.”
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		Fig. 3. The pen knife was so named because it was used for sharpening quill and reed pens.

		In Line, another English book of the same period, Edmund J. Sullivan said, “Reed pens, like the quill, have been almost entirely supplanted by the steel nib. The writer has small experience of them, but well remembers J. Pennell, that most expert technician, getting excited about them; and if an artist can become pleasurably excited about the handling of a tool, that tool is for the time being the best possible. That it is the calamus of the ancients lends it a special charm. A set of them as used by the Egyptians can be seen in a case at the British Museum.…” This gives us some idea of their antiquity.

		And Maginnis, in Pen Drawing, written in the same period, had this to say: “Though somewhat out of fashion for general use, the quill of our fathers is favored by many illustrators. It is splendidly adapted for broad, vigorous rendering of foreground effects, and is almost dangerously easy to handle. Reed pens, which have somewhat similar virtues, are now little employed, and cannot be bought.”

		Whatever their value, both reed and quill pens are now so scarce that a recent canvass of a number of leading supply houses failed to show any available.

		Metal Pens

		But there is no shortage of metal pens. These, too, are of early origin. Bronze pens were excavated at Pompeii, and we have other instances of their Roman use. These early pens copied the quill form (Fig. 4), a form which we now find definitely suggested in our small “crow quills” of steel, of which more will be said in a moment.

		
			
				[image: ]
			

		

		Fig. 4. Crow quills were originally made from crow feathers.

		Attempts were made to manufacture steel pens towards the close of the 18th century, but it was not until 1825, in England, that Joseph Gillott made them practical, greatly improving their form and, by the introduction of machinery, cheapening their price. Even today Gillott pens still hold their place among the best made, and their fine and medium points seem to be in such general use among artists that we describe them first.

		One of the smallest of these is the “crow quill” (659) (Fig. 5). The crow quill has a most delicate point, making an extremely fine line unless pressure is applied, when it will yield a line of astonishing width for so small a pen. Also very fine is the Gillott lithographic pen (290)—made for drawing on lithographic stone but popular for use on paper—and the Gillott mapping pen (291). This latter instrument is particularly facile for one so small, and is perhaps as well-liked generally as any of the extremely fine ones.
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		Fig. 5. This is a modern steel crow quill.

		These three pens are relatively expensive, but if they are not abused they will give a very fair length of service. If repeatedly called into use for lines beyond their natural capacities, they will soon fail. For the beginner such points are often dangerous, leading him into finicky ways. They are naturally better suited to small rather than to large work, and are at their best on smooth papers.

		For larger drawings, or for rougher surfaces, or for any lines but the finest, turn to points such as the Gillott 170, 303, or 404. These are not only good for all-around work, particularly for the beginner, but they are cheaper than the fine-pointed pens. The 170 is fine enough for almost any purpose; the 303 is a very good medium size, while the 404 will give as coarse a line as is usually needed.

		When pens larger than the 404 are required, turn to any of the makes commonly on sale. For lettering of the type shown on most of the accompanying illustrations, a ball, oval, or dome-pointed pen is good; the same pen will also make rather coarse lines of uniform width. For many types of decorative drawing, wide stubs such as those frequently used for lettering are practical. These may be found in many sizes. Then there are the round or “spoon-bill” points (Speedball is the most familiar manufacturer of these pens). Although used primarily for lettering, these nibs, pictured in Fig. 6, are also suitable for some types of pen drawing, particularly work of a very large or bold nature where lines uniform throughout their length are needed.
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		Fig. 6. Both wide stubs (left) and spoonbill pens (right) can be useful for some purposes.

		These, then, are the pens most often used for drawing. There are special pens, to be sure, such as the “double line” pen (Fig. 7), sometimes employed by bookkeepers for the ruling of two parallel lines with one stroke, and occasionally turned to by artists for novel effects (Fig. 8). The fountain pen, too, has become popular as a drawing instrument, though most of the waterproof inks do not work in it to advantage. The fountain pen is especially of value in sketch work, where ink in bottle form is inconvenient.
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		Fig. 7. This is a double line pen.
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		Fig. 8. Strokes made from a double line pen look like this.

		Penholders

		As it is not uncommon for several pens to be employed on a single drawing, it is convenient to have several penholders, one for each of them. The crow quill pens, and some of the other tiny points, require special holders, which may be purchased with them. One type is illustrated at E, (Fig. 10). In this type, the round barrel of the pen is pushed onto a stock of approximately the same diameter (2). A member (3) slides down tightly to a convenient position, covering a bit of the upper end of the metal barrel. When the pen is not in use this member is pushed still further down to completely cover and protect the delicate point.
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		Fig. 10. Essential equipment is clearly illustrated in this simple outline drawing.

		For other pens, holders in general use for writing are satisfactory. In purchasing these, be sure that they are sufficiently small in diameter to enter the neck of a bottle without becoming soiled with ink.

		It is generally preferable to vary the colors of your penholders, or to mark them individually with notches, or in some similar method (Fig. 9). This way each may be easily identified at a glance. A red holder might always contain a Gillott 303 pen, a brown one a 404, etc. You will soon become accustomed to this arrangement and save time when changing from one pen to another.
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		Fig. 9. Notch your pen holder for identification as shown, or use different colored holders.

		Penwiper

		You should have a small chamois or felt, or some practical sort of wiper for your pens, and keep them clean. Avoid using one that is linty with loose particles to catch in the nibs, causing blots.

		Ink

		Ink, like pens, is of early origin. Evidence of its use is found on papyri and manuscripts dating back more than 4000 years. A large part of this early ink was colored. Today most of the ink used for drawing is black, and much of it is waterproof. Practically all is bottled in liquid form, though for many years artists purchased it in stick form (Fig. 11), grinding it in water on a slate slab (Fig. 12) or similar rough surface until a sufficiently dark liquid was obtained. There are now many kinds on the market which are satisfactory. Of American inks, Higgins’ is one of the standards. Of those made in Germany, Pelikan is good. Most of the American inks, including Higgins’, are put up in conveniently shaped bottles, not easily tipped over (Fig. 13) with very practical stoppers fitted with quills to aid in filling ruling pens. (See illustrations at A and B, Fig. 10.) Waterproof ink is essential when drawings are to be tinted with color or wet in any way. For other purposes, where they are not to be exposed to moisture, the ordinary black drawing ink is considered by many to flow better than the waterproof.
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		Fig. 11. Stick ink is now almost impossible to find.
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		Fig. 12. A slate slab for grinding ink is also rare.
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		Fig. 13. This type of bottled ink does not tip over easily.

		Use ink from only one bottle on any single drawing, because some inks dry more shiny than others. (We will discuss the many colored inks on the market further in Chapter 20.) Whether the ink is black or colored, each bottle should be kept closed when not in use, to prevent thickening due to evaporation. At best, the ink in a bottle is almost sure to become a bit gummy before it is gone. If it does, dilute it a little according to the manufacturers’ directions, though it is generally preferable to buy a new bottle for the finer lines, saving the old for work with a brush or larger pens. When two or more bottles of ink are in use, mark the date of purchase on the label so that the bottles will not be confused.

		Papers

		Bristol board is one of the most commonly used surfaces for pen drawing, and the better grades offer many advantages for this work. First of all because bristol board is smooth, it allows the pen to move over it in any direction without danger of the points stubbing in rough places. Again, it will stand a fair amount of erasing without serious injury (though erasing does frequently make it somewhat unsightly, destroying the gloss). Bristol board is firm enough to prevent minor irregularities of the surface under it—such as thumbtack holes in the drawing board beneath—from affecting it to any considerable degree. This is a great advantage over some thin papers, which can hardly be worked upon unless bristol or other smooth board is placed under them. Bristol board stays quite flat, too, unless a great amount of ink is used, when it sometimes shows a tendency to buckle. It is stiff enough so the finished drawings may be easily handled. As a rule, both sides of the bristol board are alike, so if one side is ruined the entire sheet is not wasted.

		Bristol board is produced in various weights, two or three ply being those customarily employed. Two ply is rather thin but does well for most work; the three ply is an excellent thickness for almost any purpose.

		Bristol board also comes in a variety of surfaces, some very glossy, some smooth but only slightly shiny (and this is best for most problems), and some dull. Some bristol boards (called kid-finished) are rather rough. This finish is not as good for most pen work as the smoother grades.

		Eraser marks are rather apparent on the smoother grades. Likewise, water makes dull spots of an unpleasant contrasting nature. The board also tends to bend, forming unsightly places if it is rolled and pressed or otherwise misused. Therefore, if the appearance of the finished drawing is important, protect the surface as much as is possible. When you buy bristol board, ask for a good brand—one which is not too soft or absorbent—and then be sure that the sheets have not been bent or dented or otherwise damaged. Never allow bristol board to be rolled tightly, if at all. If you carry it rolled under your arm, protect it from crushing in order to keep its smooth appearance.

		If you would prefer something which damages less easily, which stands erasing to better advantage, and which has a surface of a more interesting nature, try some of the smooth-surface (hot-pressed) drawing papers. These can be purchased already mounted or can be bought in sheets at less expense. These sheets may be used just as they are, or, as they have a tendency to wrinkle more easily than bristol board, they may be stretched onto a drawing board.

		One method of stretching paper is as follows. Choose a board at least an inch or two larger all around than the paper, and lay the paper loosely on this. With a sponge, wet the paper thoroughly on the upper side, leaving about an inch of dry edge or margin all around. Allow the water to stand several minutes until the paper has swollen and buckled into a hilly surface. Then sponge off the superfluous water, leaving the paper just damp. As you complete this operation, slightly dampen the previously dry margins. Apply strong mucilage or glue to these margins at once. By the time this is on, the paper will have become fairly flat again, though still hilly. Next turn the paper upside down (it is best to have help with this), being careful not to get glue on the board anywhere under the sheet, and press the glued margins tightly to the board until they adhere all the way around. The paper will still be full of humps. As the edges are pressed down you can draw it a bit smoother, and shrinkage as it dries will do the rest. (Do not pull it too hard, because it will break when dry if the paper is too tight.) If you make sure that the glued edges are kept fast by rubbing them down once or twice with your knife handle or some other convenient object, you will have—in a half hour or less—a splendid surface of great strength: a surface showing injury or marks of erasing far less than bristol board. Of course, you must not extend your drawing onto the glued margins, as it is almost impossible to remove them whole when the rest of the sheet is cut from the board. Usually they are allowed to remain until later, when they are taken off at leisure by soaking thoroughly with water until they are soft, and may be washed or scraped off without trouble.

		In addition to this hot-pressed paper, there is another grade known as “cold-pressed.” Somewhat rougher, this is really a watercolor surface. Its roughness prevents pen work of the most perfect kind, yet permits certain interesting effects, as all lines drawn upon it have a tendency to be irregular or broken. If you intend to tint your pen drawings with color, this is an especially good paper, though the hot-pressed paper stands washes well too. In respect to wash application both hot-pressed and cold-pressed papers have an advantage over bristol board, which—with the exception of the kid-finished grade—is not well suited to such work.

		Besides bristol boards and drawing paper, there are, of course, many other surfaces available which will take the pen well. Generally speaking, the surfaces that are good for writing with a pen will do for drawing. The essential qualities you need are a fair degree of smoothness, coupled with sufficient firmness to prevent stubbing the pen or blotting the ink. You also want the paper to permit the use of an eraser or knife for correction, without becoming absorbent or too unsightly in appearance. Some of the ordinary bond papers meet these specifications satisfactorily, especially those of the heavier weights and better grades.

		The architect frequently uses tracing cloth for making pen drawings, first dusting it with prepared powder and then drawing on the dull side. The finished results may then be blueprinted. Prints in black and white, or brown and white, or red and white, also may be obtained. Another advantage of tracing cloth is that its translucency allows it to be used over a previously constructed layout on which the draftsman may work as long as he wishes. The tracing cloth drawing may then be simplified in the final stage to a representation of the essentials.

		Tracing papers of stiffer grades are sometimes used in the same way. However, while tracing cloth is strong and will stand almost any amount of erasing, tracing paper is easily torn or pricked through by the pen and can scarcely stand rubbing at all.

		Drawing Board

		Almost any smooth drawing board of convenient size will do. It is best to have one large enough to support the hand as well as the paper, as you cannot do your best work in cramped space. If the board is at all rough, putting a few extra sheets of paper beneath the drawing paper will make a smoother surface. If paper is to be stretched, it is just as well not to use a new board if an older one is available. The stretching process, with its water and glue, may cause warping, a slight raising of the grain of the wood, and a somewhat unsightly general appearance. However, whether a board is old or new, that part of it beneath the “stretch” (as the stretched paper is called) should be washed beforehand to make sure it is clean; otherwise stains may come through the paper while it is damp, and show on the surface.

		Thumbtacks

		If paper is not stretched, it is usually thumbtacked to the board. A dozen or so medium-sized thumbtacks may be kept for this purpose, pressed into a convenient part of the drawing board when not in use.

		Pencils

		Since most drawings are laid out in pencil before they are inked, a few pencils are needed. On smooth bristols, medium or rather soft grades are good, such as HB, B, or 2B. For rougher paper, harder points like the F, H, or 2H are better.

		Ruler

		Whether or not a scale rule or such instruments as a T-square and triangles are needed depends on the nature of the work.

		Erasers

		You should have some kind of a soft or medium eraser for removing the pencil construction lines and for cleaning the entire sheet after the pen work is done. Art gum is excellent for this purpose, and is one of the few erasers which can be used on smooth bristols without destroying the gloss. If employed for the final cleaning of the sheet, the gum eraser will not lighten or gray the pen lines to the extent that many erasers do.

		A harder eraser, perhaps one of the red or green ones, as shown at F (Fig. 10), is good for the more stubborn pencil lines and, if employed patiently, will remove ink lines as well. The usual ink erasers such as pictured at G and I (Fig. 10), are too hard and gritty for most paper surfaces, and should be used only with the greatest caution, if at all. Chemical ink eradicators will not remove most of the drawing inks.

		Knife

		Many artists prefer a good sharp knife or razor blade when it comes to making corrections. A knife is also a great convenience for many other purposes in connection with work of this kind.

		Erasing Shield

		We illustrate at J (Fig. 10) a thin metal erasing shield of the type draftsmen use. A shield is often almost indispensable when erasures are necessary, as it may be placed on a drawing in a way that exposes to the action of the eraser only those portions of lines that are to be removed.

		Brush or Cloth

		The habit of dusting your paper every few minutes is excellent because it prevents the accumulation of bits of lint which might get into the pen and cause blots. A soft brush or non-linty cloth will do a good job (Fig. 14).
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		Fig. 14. Keep a brush nearby for dusting the paper.

		Blotting Paper

		Some accidents are sure to happen. Occasionally a bottle of ink is splashed or spilled, or a pen drips. Keep a few blotters on hand for such an emergency.

		Bottle Holders

		The danger from spilled ink is so real that some artists, in order to lessen it, use rubber bottle holders which are on the market. Most of these holders are simply containers of sufficient weight and balance to prevent easy overturning of the enclosed bottle (or bottles, as some take care of two or more). Though such a holder is by no means essential, the student, especially if inclined to be careless, will find himself relieved of considerable anxiety if his bottle is secured by something of the sort. Students in school, particularly when working in limited space, really need to take such precautions. It is not necessary to go to the expense of buying holders, as homemade ink stands such as those pictured in Figs. 15 to 19 are also sufficient.

		To make a holder, slit the pen wiper (or any cloth of similar size) in the center, creating an opening large enough to permit it to be forced down over the neck of the bottle. Then place a thumbtack through each corner to hold the whole thing tight to the board, as shown in Fig. 15. If thumbtack holes in the board are for any reason objectionable, thumbtack it into a block of wood large enough to prevent easy overturning.

		Paper may be substituted for the cloth (Figs. 16 and 17), either thumbtacked down or folded to form a bearing surface of liberal size, and then glued or clipped rigidly. A cardboard box may also be substituted, with an opening through the cover for the bottle neck (Fig. 18). Since the stopper, rolling ink across the paper, is sometimes a nuisance, it is practical to provide an extra hole in which it may be kept out of the way, yet handy when needed. It is sometimes desirable to make provision for two bottles (Figs. 18 and 19), which also makes the holder of sufficient length to include a little rack suitable for supporting a pen or two (Fig. 19), thus adding to its value.

		So much, then, for the selection and arrangement of the materials. We must now learn how to begin drawing with them.
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		Fig. 15. A bottle holder made of cloth and thumbtacked to the drawing board is easy to make.
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		Fig. 16. A paper bottle holder tacked to the board also serves the purpose.
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		Fig. 17. This bottle holder is made of heavy paper or thin cardboard, joined together with a paper clip.

		
			
				[image: ]
			

		

		Fig. 18. Here is a holder for two bottles made from a box. Extra holes in the cover are for bottle stoppers.
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		Fig. 19. A cardboard ink stand, holding two bottles and several pen holders is another alternative.

	
		
			
			3. First Exercises in Pen Handling
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		Bertram G. Goodhue

		Now we will begin the first actual work in pen drawing; work of the very simplest sort, designed to acquaint the beginner with his instruments and provide a logical starting point from which to advance gradually and consistently, as broader perception and increased manual dexterity are gained.

		Take Your Time

		The beginner must not try to rush ahead too fast. Just be content to master each step, one at a time. Just as the student of the piano would find it impossible to render even the simplest composition completely and correctly until thoroughly drilled in the proper preliminary steps, so the student of drawing will find obstacles equally great if, in his impatience, he attempts a finished drawing of any but the simplest of subjects before mastering the rudimentary exercises provided here.

		You must first learn to manipulate the pen itself. It is easier for most of us to handle a pen than a brush or a stick of charcoal or crayon, mainly because we are accustomed to using it in writing. Drawing, however, requires far greater freedom of movement than writing. In writing, the pen is held in very much the same position; in drawing, the position is frequently varied. In writing, a comparatively small number of standardized curves and straight lines are combined in a methodical and frequently repeated manner. In drawing, there is almost no end to the variety in length, direction, and character of the lines used or to the methods of combining them. The penman, then, seeks a certain monotonous perfection of stroke; the artist, on the other hand, must acquire the greatest possible versatility in the command of his instrument. The artist must be able to draw long, sweeping strokes, bold vigorous lines, crisp dashes, and delicate dots. He must be able to draw reasonably straight lines and pleasingly curved lines, singly or in combination. And he must have the skill to draw all of these when and where he pleases on his paper, vertically, horizontally, or slantwise. This must be accomplished, however, with little conscious effort, so that attention is freed for the development of the composition as a whole.

		This does not mean you should never attempt finished pen drawings until you have absolute control of your pen—a stage which you will probably never reach anyway. But after what seems a reasonable amount of practice in drawing individual lines and in building simple ones (depending on your natural aptitude and previous experience), you should progress directly to making drawings.

		Continue your pen practice in these finished drawings by varying its handling from time to time. Also experiment with different pens and different papers, and with drawings of various sizes. Meanwhile keep up additional pen exercises in your spare moments, scratching a few lines or building tones whenever opportunity offers, until you have arrived at a really worthwhile degree of proficiency. And don’t forget: just as trained musicians run their scales and otherwise work to keep in practice, many experienced artists spend their leisure hours sketching in order to retain the skill that is already theirs.

		Tools for Your Practice

		Now just a word as to the materials for this first work. Not all of those described in the previous chapter are needed. The following, however, are really essential:

		1. Several sheets of smooth white paper or bristol board of convenient size.

		2. A medium pen or two, such as the Gillott 303 and 404.

		3. A penholder and a wiper.

		4. A bottle of black drawing ink.

		5. A drawing board or other suitable support.

		6. A few pencils, thumbtacks, and one or two erasers.

		Most of the drawing bristols are sold in sheets of 22 × 30, 22 × 28, and 23 × 29 inches, or 50 × 70 and 51 × 71 cm. Each sheet, cut in quarters, gives four sheets of about 11 × 14 or 15 inches/20×30 cm, a good size and proportion for most work of a preliminary character.

		Cut all paper used to a uniform size, so far as possible, so that you will gradually form a collection of drawings which will fit well together either in exhibition or in a folio used for their protection. Above all, don’t try to economize by using too cheap a paper.

		Setting Up

		Thumbtack a sheet of your paper to a drawing board or, as a substitute, lay it on a stiff, firm book or similar support; the board is preferable. Sometimes the paper, especially if it is a stiff bristol, may be laid on a smooth table top with nothing else under it. The size of the drawing board is optional, though don’t use one smaller than
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		Holding the Pen

		
		
		The First Even Lines

		
		
		
		
		
		
		Helpful Exercises
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		Now Vary the Pressure
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		Curved Lines
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