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Frerace

The purpose of revising Fencil Sketching io to update the content and
o make it more ouitable fo the needo of today's users, Although the
p@dagogical intent eotablioshed 20 years ago remaino valid and intact,
most of the examples were in my opinion outdated. There are also
techniques | learned after over 25 years of teaching and practice
that | want to incorporate in the new publication. Oince the purpose
of thio book io o teach pencil sketching, | believe that a new book,
with all new writinge and illustrations, will eerve the purpose well
Oketching with color pencil io intentionally left out because | Feel
otrongly that the basice in learning how to oketch and draw must
otart with a eimple black and white medium. Fencil io very special
because the traditional oketching techniques oFten go way beyond the
tool iteelF and into the mind and body of the artiot. To me, this io the
only way to learn and to master pencil oketching. Fencil oketching io
the door to all other drawing media, and good pencil 6k@+ohing okille lay
the Foundation For a good artist, There are many great “technicians”
who can draw, but what | really want io fo make you an “artiot.” | hope

this book will continue fo be a helpFul guid@ to all Future artioto,






INTRODUCTION ’I

Fencil: The Medivm

Fencil io opecial. Fencil io vereatile. There i not a single drawing
medium that can perform oo many fasks as a pencil. Because it
can produce lineo of different widthe, the same pencil can be
uoed For 6hading, texture making, and @mulaﬁng a wide range of
tonal differences.

To some, a pencil io no different From a pen or a marker because
they can all be used For oketching, Thio kind of thinking ignores
the Fact that the look of pencil io unique and cannot be duplicated.
The ability fo vieually underotand and appreciate the differences
io evvential. The intention of this book ie fo clarify the diFferences
between pencil and other oketching media. Many publications on
pencil eketching and drawing never venture to the heart of thinge
and discuss in detail the unique characteriotic of pencil. They all
opeak rather briefly about the medium and move quickly into fech-
niques and demonstrations, Very Few opend time talking about the
“art of pencil oketching.”

To me, the real und@r6+anding of pencil 6k@+ohing goes b@yond
knowing the “state-oF-the-art” pencilo and accessories. It io about
creative oeeing, such as how to isolate things From a complex visual
Field. It i about emotions and Feelinge and the communication
between artiot and object. | believe that the in-depth discussion

of the Fundamentale e what will set thio book apart From other

similar publications,
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§{<c+ohin5. field notes on the back of FrinJrcd material.
It demonétrates the ease and Qimﬂidhl of gkc’fohing

Why Sk&fohingf
The trends of dr‘awing in the last decade have included

concerns about colore, otyles, expression, and opeed.
Theoe Features are responses fo new technology and our
contemporary lifeotyle. Yet theoe trends have little to do
with the pedagogy of design education and drawing. | oee
oketching ao the Foundation of a otrong design curriculum
and a prerequisite course For all Future designere,
Oketching io about eye—hand coordination. We oee,
oboerve, and then record. Fencil becomes the medium
through which images are transkerred and documented.
Fencil becomes the physical link between the eyes, the
mind, and the hand. It happens fo be the ideal oketching
tool because it io casy to pick up and inexpensive to culti-
vate as a hobby. The Flexibility and Fluidity of pencil
oketching ie again another unique Feature ideal For begin-
nere. Knowledge and okillo learned From pencil oketching
are easily transferable to other design subjects, and the
benefite are immeasurable and permanent.
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MATERIALS AND EQUIPMENT 2

R T T T rEE P

APRAMG cHARCOAL PENCIL u

Different TLv]Fcé of ékﬁ’fohing_ Pcna’ ¢

Fencils

| alwaye recommend that beginners otart with the lowly
number 2 yellow pencil. Number 2 io equivalent to HB
grade in termo of the hardness of the lead. [te markings
are medium in darkneos and the lead hao a moderate
wear, which means that i+ doesnt need Cr@ctuemL oharp-
ening. It handles well and hao a Friendly fouch. Ite a per-

Fect pencil For a b@ginn@r‘.

There are many types of pencile that do more or lese
the same taok. The key io fo Find the Few that you are
combortable with, An ordinary pencil comes in different
grades From high Be fo high He. Harder pencile have
the H markinge and ooFter pencile bear B markinge,
Hard pencile are used primarily For drafting and technical
purposes because the hard lead can maintain a very thin,
sharp, and consiotent line. I+ was very popular among
architecto before the age of computers because omall
and tidy lettering wae required to accompany the care-
Fully prepared architectural drawings, However, theoe
high-H pencilo are not euitable For normal oketching and
drawing purposes., But eoft pencil io ideal. Oofter leado
create darker valueo and they dlide more easily on
paper. Yet, because the point of the lead will wear away
quickly, the lineo From a eoft pencil will inevitably

become wider and leos consiotent.
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TYPICAL PENCIL VARIETIES
medivm = 2 or HB

Soft =3 B
extra soft =6 B

TYPICAL LEAD HOLDERS

o the 1L0{> holder holds /4" diameter
Soft lead

o the other two are mechanical
lead holders for olrafﬁng, onfq



I\/\cohanioa”q Sharpened 314 Fonc/il

Chigel Poin+ affer rcpoa’rcol vée

314 dravghﬁngr Pendf

There are aloo charcoal pencils, layout pencils, Flat 6k@+ohing pencilo,
ebony pencils, etc, Charcoal pencil hao a charcoal core and it worke juot
lke regular charcoal otick except For the Fact that the tip can be oharp-
ened like a pencil. Because it io encased in wood, it io a lot cleaner fo
ue. | like the Flat oketching pencil because it containe a equare or rec-
fangular lead that becomes a Flat chioel when sharpened. It produces
wide, broad otrokes with many dynamic variations when twisted and
turned, One of my Favorites io the classic “draughting” pencil commonly
known as 314, It hao a rounded, dark brown wood casing with the lead no
leoo than /5" in diameter. Because of the larg@ lead, the exposed tip of
the 314 io about half an inch long aFter sharpening. The long tip io valu-
able in oketching because it can do oo many thinge From making a thin
line to a broad half-inch etroke by holding the pencil on ite cide. It hao

dark valueo and the fone io very infence.
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Charcoal
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Fressure

Hard

Mars Lvmograph H

2/HB (vegular pencil)

314 (alral/ghﬁng_ pencil)

F/bom] Ponoi!

Prang_ chareoal
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Quick sketch wing. 314 Ponoil on Ckr/f‘ohing_ vellum. The oft Fona'! and the fine tooth of the vellum qurface are

perfect partners in €!<c+ohin5_. (Fortofine, Ialy)
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Skc’rohing_on paper: the hand can rest r,omforfablb] on the table.

5l<c+ohin5_ on sketeh book: the hand 5[iolo€ alonz_ the cdgg;
— ot a comfortable Pogiﬁon fo 5g+ vsed o for ?c;ginncrg.

Papor;

Fencil oketching can be done on just about any kind of eurface From
dinner napkine to Fancy, omooth bristol board. For b@ginn@r‘e, the moot
important thing to remember io o use the least expensive white
paper. | always recommend starting with a plain 22" x 11" white sheet.
The advantage io not just because of the coot but because you can
work with one sheet at a time. It io a lot harder fo learn oketching on
a tablet or sketchbook i you have never done so. The thickneos of
the tableto and their edges can be a major hindrance to hand move-
ment. Thio oituation i deFinitely not the beot way to build confidence
with your pencil. A 9ingl@, Flat oheet allows the b@ginning artiot to
rest the palm of the hand comfortably on the drawing surface. The
fable aloo serves as a security anchor and allows For better balancing
of the hand and prevents ohaking. IF one side io Full, you can turn the
paper over and work on the other side. (But try doing this on a
thick oketching tablet: working on the back side of each page can be
Just ao hard as sketching on the right side.) Use theoe inexpensive
papere For ohading practices or other loosening-up exercioes. Once
you gain @nough confidence and control with your hand, you can then
move on to eomething more Fancy.

Grood oketching paper comes in many weighte and fextures. Weight
refero to the heaviness (ie., thickness) of the paper. A 110-1b.
paper io heavier or thicker than a 40-lb, paper. Normal drawing paper
io between 50 1o 110 Ibe, Texture refers fo the degree of grain of
the drawing surface but, un?or+una+@ly, there io no numerical otan-
dard For the differences. The otandard practice io to identify them
by their names, Watercolor paper io rough and very grainy while
plate briotol is omooth and shiny. There are many commercial brands
of paper makers and you should choose by your sketching infente

13
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Shading. and lines on illustvation paper Shading. and lines on regular copy paper. Shading. and lines on watercolor paper.
(gmoofé/g[ogcr/] stock). Notice the lack & & &

of variation in valve and line r{/vaﬁh«}.
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Chaveoal
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Fenof l

314

2/HB

Marg
Lumo f’h
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LIGHT PARK LINES

5haolin5, and [ines on chfohing vellum

and by how much you can aFford. Remain neutral on the isoue of
cotton Fibers versus wood pulp and the whole business of recycled
paper, ao the differences between them will not affect the outcome

of your eketch,

My own definition of a good oketching paper io one that has a mod-
erate degree of roughness: ite surface should have a little bit of
“grain” or “footh” that can grab and hold onto the lead. The ourface
of a very emooth illustration board, however, i& not recommended For
general oketching. It io foo emooth and is therefore given fo deep
grooves or indentations From the pencil markinge which makes it diFFi-
cult o draw back over them, Although some argue that a emooth
surface io better For building up textures, | do not think it ie ideal

For b@ginn@r‘&

On the other hand, cold-press watercolor paper has a very r‘ough
surface and can easily wear out a typical pencil point. It i 20 rough
that the pencil hao a very hard time navigating it. A beginner will
have trouble controlling the line quality and making a decent oketch.
A well-intended otraight line often turne out broken and the ohaded
area becomes laced with emall white dote. Rough paper io very diffi-
cult to master and ie only recommended For advanced artioto who are
looking For a certain kind of effect.

My Favorite paper io the plain oketching or drawing paper in moder-
ate weigH (Caround 90 Ibo.). It often comes in several sizes, From
omall oketching pade to large easel-size oketch tableto. | often
carry a emall ©/2" x 5" eketch book with me For quick visual record-
ing on the run. This io a habit that | developed in my early college
daye and it hao proven to be a moot useful practice For someone
who loves to draw.

15
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@uick sketch (Serena Inn, Zanzibay, Tanzania; 314 pencil on watercolor paper)
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Accessories

You can sharpen your pencil with a emall pocket
knife iF you don’t have an electric pencil sharpener,
but | prefer the latter because it tends fo produce
a longer exposed tip, which io good For the very
reasons discusoed in the Firot section of thie chap-
fer. A longer tip aloo prolonge the life of the
sharpened lead and thue maximizes the time inter-
valo between each @harp@ning. @anding boards,
emory pad@, and sandpaper are all improvioed
devices 1o help keep the tip sharp. Use whatever
you preker. Otrike on a piece of rock or pavement iF

you don't have any of the above.

| am not a Fan of erasers because | think they pro-
duce an attitude of dependency, and thie ie counter-
productive to improvement. | prefer oketching over
the mistakes or building on them fo create some-
thing new and non-sotatic. In case you need one, use
either a kneaded eraser or a ooft white plastic one.
The 2oft rubber of the kneaded eracer oimply
absorbo and picke up the unwanted graphic markinge
without leaving crumbe on the drawinge. The plastic
white eraser can pick up a great deal of the
residue, but leaves crumbe that require sweeping,
Neither eraser can erase cleanly. Each will mar the
oketching eurface and change the texture of the
paper. A omooth paper io very unforgiving and any

attempt fo erase can easily lead fo disaster,

17



LINE PRAWING

The vée of gimpfo Ponoi! lines 1o degeribe
the ob‘oo’r. @(oopf m the areas vnder the

arched where QPaoing_ between lines becomes

very close, the rest of the lines are inde~

pendent, with clean and cingle pencil ¢trokes

olarifv[img_ the §{>aﬁal colggc of the tower:

19
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LINE AND TONE PRAWING

Shading_i¢ vsed to differentiate the
ﬁgkd’ and shaded planes. Short and con-
Hinvous Fcnoi! ¢tvokes are wéed 1o zive

a §\§5psﬁon of Shadons; thig 'fcohnif{yc
tends to veinforce the three—dimengional
@/a!H'»] of the tfower.

LINE AND TONE PRAWING PONE WITH
314 PENCIL

The ¢oftness of the lead gzives a better
valve definition of the black. It also Qimpﬁfl%
the €haolin5_ process because you can a&’rva”b]
e fewer Strokes to cover the ame area
than when You vse a traditional No. 2 Fonoil.



The 5[ip should be velaxed but firm. Control the
movement with the ¢ame three fingpr@.

TECHNIQUES

H‘olding. the Pencil
There are many waye fo hold the pencil but the

key word fo remember when oketching io “relax.”
Avoid holding the pencil as if you were writing
because the writing grip ie rather Firm and tight.
The eketching grip io comparatively looser and
easier, Hold the pencil approximately two to three
incheo From the tip of the lead. The grip position
should involve the thumb and the Firet two Fingere
only, with the pencil reaﬂng comFortably on the
inside of the tip of the third Finger. Use the sec-
ond Finger and the thumb to otabilize the pencil
and to prevent it From slipping out.

The relationship between the second Finger and

the thumb usually dictates the type of lines and
oketching otyle. When the tipo of the two are
r@laﬁvely close +og@+h@r‘, anohoring the pencil,

the entire hand generally Folds inward; and thue the
mobility and reach of the pencil movement io limited
by how Far the Fingers can otretch, Thio position io
called Fosition A and i quite imilar o the writing
grip. It i very usekul in oketching short otrokes and
details, and i+ giveo the artiot more control of the
tool while it ie leoo prone to making mistakes.

19
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POSITION A

WRITING POSITION

. ﬁgh‘f 5{?{)

e no floxibiliﬁ/]

+ hold very close to lead

OKETCHING POSITIONS

- looser 5“!)
. chibfc

- hold farther up the chaft



POSITION B

POSITION ¢

Fosition B io when the tipe of the second Finger and
thumb are Far apart. The second and third Fingers are
usually etraight inotead of being curled inward, increasing
the mobility and reach of the pencil. By oweeping up
and down with the extended second and third Fingero,
the otrokes can reach oix to oeven inches. Thio io an
ideal position For ohading because the grip io loose and
the Fingere are much easier to move. Thio position also
allows the artiot to hold the pencil sidewayes and maxi-
mizeo the effectiveneos of the entire pencil tip. Broad
otrokes are one result of thio grip. Oimply extend the
Fingero of the entire hand with the palm down and dlide
the pencil acroso the page. The angle of the pencil must
be adjusted to the individual artiets hand and degree of
Flexibility. One ohould be able o owitch From Fosition A
to Fosition B in a continuous movement without hesita-

tion or 6+oppag@.

The third position (Fosition € involves holding the pencil
ao iF holding a putty knife or omall hand fool. The pencil is
held between the thumb and the second Finger. Thio
eliminates any Form of Finger or hand movement and io
therefore mainly suited For long and broad otrokes. The
entire Forearm io used, giving the artiet maximum reach.
Vepending on the size of paper available and the reach of
the artiots arm, pencil strokes can reach over three
Feet. Thie position can aloo be used fo create chicel
otrokes. Juot hold the pencil and otrike it up and down
using short and abrupt etrokes,

21
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Ferfect cxamplc of ketching. in
Fosition A&. Focwsing. on avchifectural
detailg Vctelireé a tight iP of the
pencil (for better contvol). Down/vp
and lateral movement i¢ minimal.
Marg Lvmongh H pcnd! was chosen
for the hard lead.
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Simple lines with no pressure applied fo the pencil;
agsociated mostly with hard pencil.

sl

Lines which ¢how Signg of pressure and the twist and

tun of the pencil;

e trademark of vcing_ a Soft Fcnoil.

Pressure

Applying pressure (Force) fo the pencil is what gives grace and liveli-
neoo to a line. Without preseure, the otrokes and lines are plain and bor-
ing. A simple line drawing in pen and ink can be quite beautiful when there
i a consiotency in the lineo, ao this kind of uniformity can bring out the
clarity and lian@% of the oketch. A pencil io not a pen, however, and a
pencil line ohould not etrive For consistency. A hard lead can provide a line
that io relatively consistent when compared with a eofter lead. But the
beauty of pencil sketching lieo in the artiots ability fo apply pressure fo
the pencil in order to alter the quality of the lines, The otriking, lifting
and rotating, the occasional nudging and twisting, and the sudden change
of the angle of the lead all contribute to a multitude of eFfects which
are unique to pencil oketching. And it io thio uniqueneos that makes
pencil opecial,

A pencil ohould and must be treated as an extension of the artiots hand,
arm, and Fingers, After all, it io only through thie kind of intimate joining that
a oketch can be produced. The mechanice of oketching involve not just the
motion of a hand holding a pencil, but the entire oenoory r@lay From eyeo to
brain o hand, and oo Forth, We observe and examine with our eyes; simplify
with our brain and eyes; reason with our brain about what should be kept;
record with our hand; evaluate with our eyes again fo oee iF the image looke
at all like the one we vaw earlier; make inotant changes and reevaluate
everything again in a perpetual cycle. Thio ie the oketching process in a
nutohell. And just ao oketching i undoubtedly a mental process that io
very peroonal and intimate, o foo i the act of applying presoure to the
pencil a peroonal and intimate experience. There i no ecientific standard For
how much Force one ohould exert on a certain lead. It io basically a trial-
and-error process because you learn From your miotakes and succesoes,
You do it repeatedly fo achieve a consiotent pattern and you try fo keep it
that way, but no one can teach you how to do it. F:inding the rigH Force

23



Mar¢ Lvmograph H

2/HB

314

Ebom? Pcmoil

Charcoal

24

STROKE AND PRESSURE

Fress havd




and knowing how hard to press the lead io something which novicee
dream about. [+ takeo time and devotion, and there are o@r‘Jrainly no
shorteute on this journey of learning and experiencing,

... Time to return From getting too philosophical and Zen-like. There
are actually a Few tricke one can learn in the exploration of pressure
and Force. The key here lieo in the grip. Since pressure emanates
From the Fingertips, the grip and the contact between the Fingers
and pencilo are @x+r@m@ly crucial. For example, using the Position B
arip, when the thumb is the on|y f—‘ing@r‘ that exerts the Force, the
third Finger becomes the receiving side and must offer some Form of
resiotance. Thio knowledge can be taught and learned. The amount of
resiotance io the key in determining the value of the shading. A
darker value io due 1o leoo resiotance and vice versa, To alter and
vary the value of the pencil shading depende entirely on the artiote
ability to preos and lift at the appropriate moment., Unlike learning
how fo hold the pencil, thi is not something that can be quickly
+augh+, but it must be practiced over time.

I hope this helps fo clarify what | said earlier about the peroonal
and intimate experience of oketching. Yes, pencil io the easieot
oketching practice fo learn. But it io nevertheless a very hard
practice to master because of the nature of the material. Ofill,
this ohould not keep you away From learning how to oketch with a
pencil. On the contrary, | hope that thie quality will attract you fo

the medium.

25
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POSITION A
Up/clown ¢trokes Diaggnal ¢trokes
NNy Aaz
- Minimum finggr movement

Up and down movement of Fosition A 3 .

Maximum finger movement (notice slight
ave in éhfokéég) &

Movement of the Hand

In eooence, movement of the hand refers
opeciFically o the act of sketching. The
three grip positions described in the pre-
vious chapter correlate directly o the
three different kindo of movement.

Finger movement (Fosition AD
Because the grip io relatively tight in

this position, movement io limited o Juot
the Fingere, Lineo and otrokes can be
drawn by the gentle motion of pushing
and pulling the pencil with the thumb and
the second and third Fingers. Vertical
otrokes can be casily drawn by moving
the Fingers up and down while planting
the hand ofeadily on the drawing eurface.
Horizontal otrokes, however, require Fixing
the Finger grip while moving the wriet
From left fo right and keeping the hand
loooe at the eame time. By turning the
hand 6ligh+|y fo the side, you can
increase the reach. Thie giveo the artiot
more Freedom o move the pencil and the
ability fo create longer otrokes. The ohift
in the grip and angle signale the gradual
change From Fosition A fo B,
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POSITION B

Up and donn movement of position B. (Note the
fongg;r veach and digkn" arc.)

29

Hand movement (Position B)
The grip in Fosition B ie olightly higher and gives the artiot the

greatest Flexibility to draw a wide range of otrokes and lines.
By moving the hand, the otrokes can cover a larger area. The
Fingero must be locked in a Fixed position, allowing the entire
hand fo move Freely, pivo+ing From the wriot, The center of the
wrist in thio kind of movement becomes the center while the
hand becomes the radiue, Otrokes therefore tend to appear ao

an arc but the effect can be modified by ex+ending the arm.

Strokes tend to be more oliaggnaf,‘
congistently adywst the Poéi’rion of
the hand lo r)ﬁ»angf/ the direction
of ¢trokes; notice the ¢trokes
tend to get wider becavse of the
anglc at which the lead <tvikes
the paper.



POSITION ¢

LoH to Vigh‘f’ movement of Fosition ¢

Arm movement (Position C and others)
Oketching goeo “big time” when the arm begine to get

involved. It aleo when you need to move beyond the omall 272"
by 1" oketch pad and onto eomething bigger. By changing the
grip and by moving and @xh&nding the entire arm, an artiot can
create long, sweeping otrokes that Fly across the page (or
wall, if n@c@%ar‘y) Large Format 6k@+ching must be accompa-
nied by a proper oketching medium, euch ao a large pencil with
o0Ft lead. Charcoal otick io aloo a very appropriate medium fo
uoe. Thio kind of movement i very suitable For expressing
landocape ocenery on a grand ecale.

Taking, aol\/anhgp of the low anglc of
the Fcn(/il and uging, the entire ide of
the exposed lead fo trike the papev;
an ideal Pogiﬁon for broad ¢trokes.
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Strokes

Lines




9imp|e line

Short otrokes

g Long otrokes

Continuing otrokes

Lines and Strokes

Line refers fo a long and continuous thread with a
consistent width, while otrokes are comparatively
short and broken lines in a variety of widthe, Line
io the residual mark leFt on the paper as a reoult
of a pencil gliding acroso it. It io graceful and Fluid
in nature. 9trokes, on the other hand, are otrike

marke and they are often bold and deliberate.

In oketching, line io used fo define opatial edgeo
and describe objecto. A variety of widthe can be
achieved by oimply adjusting the angle of the lead.
In theory, a hard lead produces a thin and light
line, while a ooft lead produces a dark and thick
line. However, a good quality, eoft oketching pencil
io equally capable of producing a wide range of
lineo by iteelf. I io quite unnecessary to stock
yourself with an array of leads because one or
two simple pencilo will do all the tricke,

In oketching, it io alwaye a good idea fo try fo
use a variety of line widthe to avoid a monotonous
look. For example, a profile line (a thicker line
width) io used fo vieually liFt the object From the
background and fo make the object look more
three-dimensional. PiFferent line widthe within a
oketch give the sketch a better oense of depth
and opace. Thio io eopecially evident when oketch-
ing landecape.
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BASIC TEXTURES

Short individval ¢trokes; chan
divection ocoagiona”q 1o create

a orogg—-ha’rohing_ offoah

Short, continvovs ¢trokes; change

divection ocoadona”q,

Continvovs M—¢tyokes; change
divection ooné‘fanﬂlz].

Continvovs W—strokes, ohangg
direction constantly.

Vow’ short M—~stvokes with
constant divection.
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PRACTICE STROKES (AD . f:x
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PRACTICE STROKES (B ||/ ) /[ #
§ 1 Fi ,-"I. f.,. ‘.*

PRACTICE ©9TROKES (OO /[ : :

//
|

Rotate pencil fo get a oharp point

i i
e

5@5?;4 with small finger movement; increase presure
on pencil; expand movement to include mox/ing_ of the
hand; vse the wrist.

2/HB pencil

Focus primarily on fing_cr movement; adyst anglc of
hand accoroling_[v’.

2/HB pencil

Short vp/down trokes vging_ finggr movement;
ide the hand across the page To vepeat troke;
rotate pencil.

314 Fcnoi!
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Bandstand in Zanzibar, Tanzania; H pencil
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TEXTURES AND PURPOSES

Use texture to éeparaﬁ; plan% and oxplain
the three—dimensional q/valH‘v? of the ob'cd‘.

Use fexture o explain the un/shade
velationship.

Use texture to hclp deseribe the gha{)cg.
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CREATIVE USE OF TEXTURES

Texture and Foliage
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Create contrast

Vescribe ground

Oeparate wall From roof

Use contrast fo push building Forward

Veocribe receding planee-



SKETCHING ll—

Introdvction
The ultimate goal of 6k@+ohing io to graphioally inferpret the image

correctly, Although the manner of interpretation and presentation io
an individual matter (and every artiot hao hio or her waye of
expresoing i), the Final outcome of a oketch io often govemed by
some agreeable otandards. The oketch muot have some degree of
realiom and the subject of interpretation must be somewhat recogniz-
able. For example, on the simpliotic level, a oketched tree outhr to look
like a tree and not a pereon. On the more advanced level, an old tree
should not look like a young eapling. The trunk and the bark should
somehow reveal ite age. A house with a otone Facade should be drawn
o0 that the oubtle differences in the jointe and mortar can be

revealed and highlighh&d.

A page from the cketchbook

37



39

Mogque in Bahrain; Vogy!ar #2/HB pencil




LIFE SKETCHING

Observation and K&wrding.
In order to correctly inferpret the image that we are attempting fo oketch,

we must epend time oboerving it carefully. Careful observation io a very
important Firet otep in the making of a good sketch, Observation must be
keen and oharp. Repeated oboervation and recording are required to fruly
underetand the subject. Dometimes measurements are taken just fo make sure
that the proper relationship io correctly portrayed. Landecape oketching (and
particularly the oketching of trees) provides one of the beot vehicles to
demonetrate the importance of obeervation and recording. Measuremente and
recordings have an amazing benefit For designers because theoe correct and
properly proportioned images can become the vioual data bank From which
they can later derive inopiration and ideas For Future work,

-

The Sketch T

.-"--. = --\-‘-_‘-H-H\x_
{
. S% s
« ldentify 4
o l¢olate \\.
. Simplifvl :!
o Tranglate /
/
s
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THE IMPORTANCE OF THE PICTURE FRAME

The Gize of the Pio’hlro
frame i¢ at the discretion

of the artict,
| -’\\“
Y ,
5

The pictire frame (Same 3
Pio%vro frame in oompogiﬁon)
can be the paper iteelf.

The Pic;h/rc frame i¢ a
h Fof‘hoﬁoa! frame between
the oljcaf’ and the artict:

b 3

The Pio‘hn’c framc 15 véed to
iolate the obJ'e/d' of inferest.
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LandCaaPo Skd‘ohing_

A simple landecape oketch often includes the Following components:
trees, shrubs, grounde, hillo, water, and 9ome man-made elemento,
like houses, A good landecape oketch i a careful composition of
some or all of the above componente. We oeldom sketch a single
tree, a lonely hill, or a body of water without inoluding ito sur-
roundinge. It io hard fo imagine a hill without treee unless it io in
a desert environment. Therefore, we must train our eyes to oece
theoe landocape components as a picture of good composition,
Thie means Firet oelecting an appropriate viewing angle. When and
iF nature Failo o give uo that kind of ideal setting, we must then
move the components around in order to achieve a good composi-
tion, | will diecuss composition in detail in a later chapter. At thie
time, the Focus io fo emphasize the accurate recording of the
images, and the Firot otep b@gih@ with keen observation.
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Tervace, Imperiale Palace Hotel, Santa Margborih Liéwo, Italy



Trees

Trees are probably the moot important landecape elements
of all, ao well as the most difficult to oketch. This io
because a tree io a living organiom and it growe and
changes in the course of time. Some trees shed their
leaves in winter, and some trees Flower in opring. 9o vea-
oonal differences can alter a trees appearance; but oo can
wind, enow, and ice. The epecies of tree can dictate the
branching etructure, and thue the entire appearance, with
or without leaves, Individual trees with plenty of room to
grow look different From trees Found in a group setting,
The trunk of an older tree often revealo the crackling of
the bark as well as broken or twioted branches near the
base of the canopy. OFten, a portion of the roote at the
base of the trunk ie revealed ao the ol near it io slowly
eroded away. Theoe characteriotico are a result of careful
oboervation and recording. Every artiot ohould have hio or
her own way of observing and looking out For detaile and
opecial Featureo. They must aleo Find a perconal way of
recording the resulte, Recording ie how oketching begine,
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WITHOUT FOLIAGE

WITH FOLIAGE
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Matwre tree with Smooth bark (c.g,., beech)
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Matwe tree with cracked bark (cg., oak)
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A matuwre elm
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A matwre maplo
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OTEP BY STEP ILLUSTRATION ON HOW TO PRAW A TREE

50

Step 1: Outline the Form and major

trunk structure.

Step 2:Fill in minor branching.

Step 3: Add deftailo and shading.



Trees in the Forog,rovnal

Foreground trees are used mosotly as Framing elements in composition,
They Frame the picture and direct your eyes toward the center of
the page where the theme of the oketch often resides. Foreground
elements ohould be drawn with some degree of detail because they
are, aFter all, closer to the viewers. However, theoe details, such ao
bark textures, Twige, leaves, etc., should be drawn in such a way that
they do not oteal the attention From the center of attraction. Use
contrast in the level of detailo as well ao contrast in light and dark fo

differentiate the Fields of visual gr‘ounde‘

Left cide was a Vov5h ovtline and unfinished portion of the sketch. (¥2/H% pencil)
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SUBTLE CHANGES IN TONAL EFFECT

Note the dark contrast of brancheg
that Prg)'e,dr towards the viewer.

Forward

I Crosoed
br*anohinge

52

branohinge

Trees in the Babk-grovnal

Trees in the background are often
oeen in groupe, The diFferent levelo of
depth are therefore compresoed and
the detailo are often loot. However,
the Form and shape of treco must
not be Forgotten even as they dio-
solve info the background. Use oimple
lineo and appropriate line width to
expreso theoe masoes. Use ohading
to oimplify the layers of Poliag@, and
use dark shading and highlights to
bring out the three-dimensional quality
of the subjects in the background.
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STROKES, TEXTURES, AND FOLIAGE



Cf?viﬁng, China; #2 pencil

Landforms

LandForms consist of hillo and valleye and Flatlande with occasional
rock outcrops. Theoe elements do not appear alone in moot land-
ocapes but exiot with one or more other elements, For example, hillo
and valleys often appear together as contrasting and complimentary
elemento; the horizon of a Flat landecape io often interrupted with
outcrops of rock Formations or mountaine in the background. Theoe
combinations make the picture more interesting fo look at and are
better subjects fo oketch, They provide more layers and help create

a more inJr@raewLing oompoeiJrion.

Again, in 6ke+ching landForme, the artiot must cara@u”y oboerve the
interaction and expression of these elemente, Oimplifying the multi-
dimensional layers of the land into a Few simple line otrokes io the key
to all good pencil eketching. The trick is to avoid sketching and record-
ing all the detailo, Look For the otructure of the land and identify the
major Flows of the hills and valleys. Identify the major breaks in the
ridge lines and use simple pencil otrokes to rough out the profile of
the ridge. Observe the direction of the oun and how the ridges and
valleys react to the opecific light conditions, Oboerve how the oun
interacto with the ridge lineo and how the valleys react o ohades and
shadowe, Teot and oee how a singular twist-and-turn pencil otroke can
simultancously exprese the three-dimensional aspect of the landForme,
Use parallel shading to exprese the slopes and rough terrain,

Fencil io by Far the beot medium to render landForme because of the
expressiveness of the ooft lead tip. Because it io 20 responsive to
presoure, the ooft tip can turn into a broad chisel point within sec-
onds, The width of line can vary with each turn, creating a simple yet
expressive illustration of landecape profile. No other drawing media can
accomplioh as many effects as the pencil.
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SIMPLE EXPRESSION OF LANPFORM

A Qimeo 5{ovnd line

Sligh’l‘ vndulation (notice gligh'f vessure a¢ the
lines are pulled across the Paggg

Sllgg%‘k dictance lanoléoapo ¢ highor

§u5§p§ﬁon of val lov[

Val lo») olccponé



Distant hills

Shaoling_ increases Sense of olep’rh

Series of mountain ranges —

Shows Vovgth%Q of the +oFognf>hv]
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#2 Ponoi! on watercolor paper

China; #2 pencil

Covf“ng,

5%



Charles River Egplanade, Bogton, MA; #2 pencil

Water

Bodieo of water are usually contained as a lake, a pond,
a river, a waterfall, or an ocean. In other words, water
cannot be oeen and drawn alone. There is often some-
thing eloe besides water, something that holds it,
eomdhing that Frames i1, or @omeﬂwing that allows
water to Fall on it. There are the riverbanks, the shore-
lines, the edge oF a ewimming pool, the edge of a Foun-
tain, and the rocks or cliffs beside the waterfall.

Water can aleo be expressed indirectly by oketching
the aseociated subject matter. For example, by oketch-
ing a boat with waves around it you imply that the boat
io bobbing in the water. A Few sailo on the horizon line
create an image of a distant regatta in Full action,
ReFlection bringe out the mirror effect and stillness

of the waters surface.

Water oecks a level and horizontal surface, o0 the beot
way to oketch it io o otart with a eimple horizontal line
by pulling the pencil across the page. To maintain a
oharp and consistent line, turn the pencil elighﬂy when
pulling it acrose. Use ohort horizontal otrokes to create
an uneven surface, and use e)lithy curved horizontal
otrokes to show the waves in action. Repeat theoe
patterns in a horizontal manner down the page if nec-
evoary to give the sketch a sense of depth. Varying
the values of the lineo and shading aleo suggesto
motion on the waters surface as well as how the water

reacto with light,
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SIMPLE EXPRESSIONS OF WATER

60
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Horizon lines, with no ¢ense of dictance.

Landmass on both <ides encloses the water.

Tonal differences in chading. veinforce
the Sense of distance and Strengthen the

presence of water,

Aololing_ sailboats further reinforces the
fccling» of water.



Whater can be best oxprogécol bv] §howin5,
that it i¢ contained and framed.

For cxamplo:

1. Waterfall

e ¢hons the rock ov’roropg and \/cgphﬁon
on both <ides of the fall

2. River

¢ Shows the riverbank, with or withovt
vegetation (depends on scale and
dig’finw)
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Shading portion of oky as

Framing device.

A ' 1 Iy Different size eailboate suggest

M distance — depth of vieual Field,

u;
A

= h# -—-'-m“‘at' "'"
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ﬂ,,-'"f ‘ ™~ 7 Shading the sea to suggest waves.

Use curvilinear lines to highlight the wave action.



Tower in Venice, ttaly; #2 pencil

Architectvre
Prawing buildinga can be a lot of Fun, Pasic building Form io

somewhat rectangular in ohape and it modulates light and ohadow
more vividly than landecape does. Because of the angular rela-
tionship between the planes, the fonal contrast between them
i oharp and otrong. Vertical planes include all the walls, columns,
windows, gateways, doors, ete. Horizontal planes include ceilinge,
Floors, terraces, tabletops, Flat roofe, and minor horizontal our-
Faceo. A pitched roof io an inclined plane, and the inside of an
archway io a olightly curved plane. These planes come fogether
fo create opaces, V@p@nding on the direction of the sun, one or
more planee may be in ounlight while the opposite sides of the
same planes are in shade. Oimilar planes aloo casot shadows, and
the fonal values of the shadowe are generally darker than those
of the ohaded planes. A good sketch io the result of looking For
waye to develop a meaningful pattern and manipulating the vari-
ous tonal values. For example, the detailo and pattern of the
masonry of a very inferesting house may have fo be sacrificed
iF the plane happens fo be in direct sunlight, as it is cometimes
more important fo establioh a otrong tonal contrast than fo

show the detail,
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Glenevs, Switzerland; #2/H% pencil
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Bear in mind that fexture and pattern play a
very important role in the eketching of a building.
Fatterns are used fo suggest materialo and
methods of construction. They are sometimes
used ao tonal fillers fo cover a void, perhape a
blank wall. The purpose io to use them otrategi-
cally to clarify the different layers of planes and
articulate the three-dimensional quality of the
object. Most of the patterns are made up of
different otrokes that are drawn in many direc-
tions, From parallel lineo fo croee—ha%hin@ The
key io to Follow the direction of the plane while
avoiding obvious consistency and dullness, Always
use some diagonal pattern to break up the
monotony, and liven up the eituation by reserving
some otrong white planes For contrast, Use dark
shadow fo exaggerate the depth of the epace
and to enhance the readability of the subject.
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Basel, Switzerland; #2/H% pencil

e R

Street Scene in
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skbfohing_ the Gi'f'qcoapo

City and town are Filled with vieual excitements and are come of the
beot subjects to oketch on location. Cityocape tends to be dominated by
buildinge, but it is the opaces between buildinge that become the moot
attractive thing of all. In addition o the different otyles of architecture,
otreet Furnishings ouch as otreetlighte, signe, awninge, otorefronts, and
dieplay windows all contribute to enhancing the colorful otreet life. Thio
sort of multidimensional opace v ideal, as it hao all the proper ingredients
to make a good oketch, They include: a controlled opace with otrong ver-
tical and horizontal reference planes; interesting architecture; great
potential to manipulate light and tonal values; and most important of all, a
ocale which allows the viewer to walk right into the opace through the
oketch, The emotional aFfinity poseible in thie kind of oketch io Far more

seductive than a wide-open landecape.

—
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Monte Carlo, Monaco; #2 pencil
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Alley in Annecy, France
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Kamakura, Japan; 2% pencil
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Nagob}a Castle, Japan; 314 pencil

COMFOSITION 5-

| mentioned the act of oboervation in the previous chapter ao
the moot important part in oketching. Here | would like to reem-
phasize it. A good oketch begine with careful observation and
creative oeeing. Creative oeeing hao to do with learning how to
iwolate thinge. Earnest Wateon eaid in hio book The Art of Fencil
Skefching that “in pencil drawing, one alwaye avoide any leaning
toward photographic simulation.” How true that ie. Oketching io
about capturing the eosence of the real thing. A oketch repre-
vento a new language, very much like a ohorthand that records
the real thing with abbreviated oymbolo of lineo and textures,
Creative oceing io about Pinding the prominent Feature, showcas-
ing i, and diecarding the rest. It ie about capturing the okeletal
otructure and the epirit that transcends it. Ourely, the real

Jrhing can be a di@or‘ganized meoo, but a good oketch knows what

to discard.

Composition io part of the entire creative oeeing process. It
involves visual oelection, vioual ranking) and visual Focus. Ferhapo
we know what to diecard, but what do we do with the items that
we keep? How do we rank them in the order that we want to
emphasize them in a oketch? For example, should the Focus be on
the doorway or the windows? How do we isolate the point of
interest and use contrast fo highlight the importance? How do we
balance tone and value, and how do we Frame the oketch in order
to visually lead the viewers into the picture? By addressing theoe
questions successkully, a good composition has the rare ability fo
unite the artiet and viewer both vieually and emotionally.
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[solate imagg area; sketch a @/idc maccing_

oliagram to check scale and ProForHon.

OKETCHING: ISOLATION AND
ABSTRACTION

ExamPLE 1. TYPlcaL Las VE@AS
STRIP SCENE

Knowing that theve 1§ too much to
sketch, one must first isolate the
obca+ of inferest bb] Pvf’ﬁng_ P

frame around it

ick tonal studly fo explore ligln)r and shade;

A g
e/xplkwc wans of fmming_ the F?m‘wo area.



FINIOHED 9KETCH (Full-size with ebony pencil)

Shade the Voof and vse contrast
| to §cpara’rc i from the domes

and fower:
4
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lznore carg and other foregrownd material; move Hizhlizht overhanzs and eaves with darker
Pafmé over to the left to ve a¢ forcgrovnal tones fo ex 5?(71”3 e the 3-dimengional @/ahﬁ?
framung, device. of the architecture.
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Y '.p,ll.:_;c“k WY/ SKETCHING:: ISOLATION AND
RN 2y ABSTRACTION

i AT b

ExamPLE 2. Flaza, Tokvo
ForUM

The intent 1§ to sketch the
space between buildings; the
frame in thi¢ case must
therefore include the two
rons of trees (which creates
a largg picture frame).

THUMBNAIL

« establich a simple ma@@ing, $tucly

+ identify all veference planes

* a vow of trees i¢ a ﬁ/]Fir/a! vertical reference plane

e the 5{ovnol plane is a typical horizontal reference plane
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FINISHED 9KETCH (Full-size with 314 pencil)

e avoid oVe/Voloing_ it
« take ovt details, <implify the forms
. Ue éimplo lines and Qhaoling_

H‘-""""'—:..“__
Shading of ground plane

—— clarifies the tree Forme.

Darker contrast at center of vision — this i
where you want your eyes to Focus.
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OKETCHING: 1I9OLATION AND ABSTRACTION

EXAMPLE 5: MouNT AUBURN CEMETERY

The infent ¢ to sketch the tree in the forcgrovnol
vaé a few tombstones and the monument. The ey
i< to ignorc most of the ba ound: Yov must learn
how fo \/igval!q lift vour ofz)'cok of interest up from
the messy baokgrovnd.

Congolidate all backgrounds into
a simple shaded plane.
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FINISHED 9KETCH (Full-size with rectangular oketching pencil)

Notice the broad ¢trokes created by the rectangular chisel-pointed lead; it can cover
an area quicker than véinga sharp, hard pencil. The chisel point is an excellent choice
for de’ohing_ trees —edpecially the branches and Jrvvigs.
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KEY ELEMENTS OF COMPOSITION

1. FRAMING
. vging, forcgrovnol devices 1o framo the imagp area

o Win forcgrovnol devices to divect the attention tfoward the
«Jrhcmo" which 1€ Flaocol near the center of the page

A ﬁ”ﬁoaf sketch

Framing device

Framing device
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Forcgrounal tree, tree trunk

Forcg{ovnol fo!iagg, hanging. branch, and rocks

Corver of a forcgrounol bvi!oling_
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Shadonsg of trees on the 5{ovnol

Contrast between dark P!ancg and brigh’r ob’c&%

ﬁfamfng_ bq balanoc~§+ra+ogio P!aocmcM of
the theme and véing_ the “void" ag a frame
(reverse framing_)




COMPOSITION

2. BALANCE

e
I ZAA ] 711D .

——

e

A seemingly balanced compogition may A composition taking_ advantage of the frame
be ¢tatic and boring. and chifﬁng, the thematic elements to one
Side; vging_ the ¢k a¢ counterbalance.

o1
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The key in learning. balance 1§ to avoid (’/fﬁlal
omphacic within the same PimLWc frame.

Thig ¢hons a ¢tatic oompo@iﬁon.

Thig ¢hons a more duynamic oomPociﬁon bv] MO\/Mg_ the
Pi\/oﬁng_ point (“p") of? o one Side.

Thig amngfzmen’r takes advantaze of the Space 1o
the vight of “P“ and vses it to é’j&mw ‘A'—a very
effective §+Va+<>511 when véed with framing_



COMPOSITION

3. CONTRAST

Tonal contrast; difference in !igb’rcol and shaded planes; difference
between | ighi’——ghaol@——%aolom

plane in the oun

planes in the shade

shadow

23
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Tonal contrast at the base of the canopy i< ved to
€opara+c the trunk from the canopy.

Tonal contrast between bvilding, and tree trunk.

Reflection in water gv%gdg the hoiéh’r of the
bvi!dingé and the movement of the waters Surface.

Tonal contrast between forogrovnd and baakgrounol

landform €v55§€+§ the \/aHo»I in between.



The oketch

SKETCHING FROM MEMORY

- Sketching

Skd’dning from memory

vecall imaggg

select/scale imaggé /

sketch

compose and
rearvange

rd
/

o

| believe oketching From memory io a diecipline
that produces gr‘@a+ d@@ign@ra, P@@ign o,
after all, a creative procese that involveo
recollection and imagination. Sketching From
memory deale with the recollection of
imagery, perhape From many different oitua-
tions, and rearranging them to make a new
composition. This io design, It takeo imagina-
tion fo put theoe images together; and new
images (oketches) are often the vehicles
that help the designere visualize their new
designe. Therefore, design effectivencos o
some extent depends on the epeed and

Fluidity of recollection and 6k@+ohing.

Oketching From memory requires a resource-
Ful memory bank and the only way to otock-
pile the memory bank ie through creative
seeing and on-the-opot oketching. The more
you oketch, the better you can remember,
Many otudents can draw treeo and buildinge
well but Find it difficult to tackle care or
people. The reason io very simple. They oel-
dom epend time oboerving people and care;
they seldom oboerve the relationship between

different parts, how they inferact, how they

25
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Horizon

Grround line

OKETCHING FROM MEMORY

1. You must first establich a reference frame
(a way o contain the imagf/ area).

2. Horizon: ie, eye level

Gwound: foot level

The agévmpﬁon ¢ that the normal distance between
horizon and zyound ¢ aPFVoxima’rdq five 1o <ix feet.
Thi¢ establiches a reference <cale.
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+ The center of vigion/vanishin
point (CV/VF) can be anpvhere
afong_ the horizon.

. Diaggnal Fcrgpcaﬁ\/c lines radiate
from the center toward the fovr
corners of the Piahnfc framc.

3. CV/VP i at the middle.

4. CVIVF is off to one side.

CrexTIVE USE OF VISUAL SCALE

a: Take the dictance between
horizon and grounol as fi\/c feet.

b: K@Poaf the ¢ame dictance on
the zvownd [ine three times to
5_c+ 5 fcc’h

¢ Transfer the 15 feet up 3¢
vertical veference line.

aFfect textures, and how they modulate light
and ohadow. The physical eye io very oimilar o
a camera® lens, It captures everything without
diecrimination and Filtering, Creative seeing, as
deocribed in the previous chapter, io a oelective
seeing process. Our eyes must search, identify,
compare, isolate, and Filter everything we oee.
Thio in combination with a methodical way of
oketching will make oketching From memory an
easy and natural fask,

Vepending on the subject matter you want fo
oketch, the Firot otep in oketching From mem-
ory is to draw a horizon line across the entire
page. Pick a center point on this line and draw
two lines From the center fowards the lower
leFt and right corners. Then draw a second hor-
izontal line acrose the page approximately one
inch below the Firot horizon line. At the two
pointe where thio lower line infersecto with the
two diagonal lines, draw two vertical lines about
3 fo 4 inches high. Thie move eotabliches a
Framework For all the recalled objects. The dio-
tances between the reference lines are all rela-
tive and must be judged with your eyes From
trial and error. Likewioe, the ocale and size of

the obj@dr@ can be acjju@hzd acoordingly,

o7



J Use initial 15-Feet reference fo approximate the

4 3 - i
{ _—+ 1‘:/' : i h,-u bottom of the tree canopy.

=

Use initial 15-Feet reference to construct shorter

buildinge.

Put a larger human Figure in Front to suggest
the depth of opace.

Extend horizontal lines Forward to suggest pavement.

Use initial 15-Feet reference to construct the side of the

building. Set the window at a certain height.



RECALL IMAGES

Trees

Streetlight

Stores

/

=
<

. Foreground Figures

Sports caro
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Finished olravving, i pen/ink (mark-up sketch done in pencil).
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Venice, Ifaly; #2 pencil

EXAMPLES 7

Fencil oketching can be done anywhere, Most of theoe
oketches were done on the opur of the moment while
traveling, and without too much consideration For compo-
sition and Framing. They are opontancous and quick. They
record rather than express, describing the Facte instead
of interpreting hidden meanings. They are intended o be
simple in order fo illustrate how eaoy a technique pencil

eke+ohing can be.

Moot of the oketcheo were drawn with regular number
2 pencilo, They demonstrate that pencil oketching does
not have to be an elaborate proceso, Unlike water color-
ing or pain+ing, there io vir‘JruaHy no “prep” time involved.
All you need io a piece of paper and a pencil,

91
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LARITTETY
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Hotel in Facadena, California; #2 pencil
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Black Frismacolor Pona’l
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Roof study (Basel, Switzerland)
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Japanese femple; #2 pencil
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Curbside check—in at Kangai Apr’f‘Jp -‘“‘ZP encil
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nterior of Tokwo Forum; HB pencil
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Steel, 51344, stone. (Subway station at Tokuo Forum; HB pencil)
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Series of 5 cketches from Zanzibar
done on FO-Ib. vegular drawin paper
with Marg Lvmogﬁfh Fonoi!. &

T

Dicpensary bvilaling, Zanzibar; Marg Lvmogyaph H pencil vsed for detail and 59001 lead
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Streefscape, Zanzibar
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Musevm tn Zanzibar
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Old Fior in Zanzibar
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Waterfront in Zanzibar
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Series of S ¢ketches of nterior
furnichings done on 100-[b. vellvm
brictol ¢ +ohin5, paper with 314

olrau5hﬁn5_ Fcnoif.
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#2 pencil for first sketeh; 314 pencil for finished cketch
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Abotraction 72,76
Accesoorico 17
Architecture  63-66
Arm movement 21, 29

Background 76, 24
Background tree 52
Palance 91, 92

Park 43, 45
Br‘anohing 43 50 52
Broad otrokes 9 29

Center of vision 97
Charcoal  9-11, 24
Chisel point 9, 77
Cityocape 67

INDEX

Composition  79-94
Contrast 39, 75 90 93-94
Creative oeeing 05

Vepth 57
etals 50

Equipment /=17
Erazero 17

Ever‘gr‘@@n 49

Finger movement 21, 79
Foliage 54

Foreground 5l, 79
Foreground trees 5l

praming 72, 79
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Grip  19-21; 27-29
Ground line 56

Hard lead 7 23
Horizon 59-60 96, 99
Horizontal reference p|ane 74

Human Cigur‘@@ 10}&)

Interpretation 37
loolation 39 42,72, 76

LandForms  55-59
Landocape 31
Landecape profile 55
Line drawing 19

Line quality 10

Line width 3l

Massing otudy 72, 74
Memory  25-06

Mental process 23
Movement  27-29

Outline 50
Fapero  13-16

Fattern 65
Feropective 27-20

Picture Frame 41

Presoure 23-25

Recall 25
Reference Frame 96
Reference plane 74

ReFlection 59 94
River 61

Oeeing 59

Shade 93

Ohading 14, 19

Shadow 90 93
Oimplify 59

Simulation 71

9oFt lead 7

Strokes  30-33; 54, 59

Texture 35, 39, 54

Theme 79

Thumbnail otudy 72, 74, 76
Tonal contrast 94

Tonal drawing 12

Tonal otudy 72

Tonal values 67

Tree 43-53;7/-79

Trunk 43



Unification 71

Values 9
Vaniohing point 97
Vellum 15

Vertical otrokes 27

Visual oelection 71

Water 59-62
Watercolor paper 16
Waterfall 59 61
Waveso 62

Wrist 27
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THoMAS . WANG, FADLA, io a talented artiot and designer who has opent hio
career inopiring hie many colleagues and otudente, His unique ability to create
simple, yet substantive, spontaneous drawinge combined with hie passion For
vioual communication hao inopired tens of thousands fo draw.

Currently, Tom io president of Wang Aooociates International, a oon@uHing Firm
engaged in the practice of landecape architecture, land planning, and urban
design. He received hio bachelor’s degree in landecape architecture From the
University of Oregon and a masters degree in landecape architecture From the
Harvard Grraduate Ochool of Vesign, He io a regiotered landocape architect in
Massachusetts, Minnesota, and Michigan.

Tom wao the director of design at Oasaki Associates, Inc., where he was in
charge of infernational landecape architectural projects From 1990 40 1993, He
wao a oenior project designer and manager For a variety of multidieciplinary proj-
ecto involving landecape architecture and urban design. He has twenty-Five
years of professional experience including conceptual design, master planning, and
d@@ign development services For a variety of land planning, resort development,
theme park, and urban landecape projects. He opecializes in creative concept
Formulation, vieual communication, and design expressions.

Tom has authored Five beot-oclling titles including Flan and Section [rawing,
Second Edition, aleo available From Wiley. Hie drawings have been exhibited in
major U.O. institutions and he Frequently lectures at universities and major
design conferences.

Tom wao a profesoor in landecape architecture at the University of Miohigan and

at the Harvard Grraduate School of Design.
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