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To my grandfather, for giving me pencils;
to my father, for giving me determination;

and to my mother, for her faith in me
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The primary tasks of art are, first, to meet and in 
some way represent nature; and second, to perfect 

or idealize through artistic judgment the forms 
found in nature.

Edward hill 
The Language of Drawing
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Preface
Every true work of art is the attainment of a state 
of being, a state of high functioning, a more than 

ordinary moment of existence.

robert henri 
The Art Spirit

My original idea for the first edition of Drawing the Landscape was to write 
a technical manual on graphics for landscape architects. however, i was 
fortunate enough to come across a copy of robert henri’s The Art Spirit 
before i began writing. i read from the book every morning on the 6:00 
a.m. bus to campus. After the first chapter i had an epiphany that Draw-
ing the Landscape could be much more than just a book on graphic in-
struction; it could inspire readers to find their own sources of creativity 
and to develop their intuitive impulses to draw. 

the publication of this fourth edition of Drawing the Landscape is a 
good indication that i have exceeded my original expectations. i am 
constantly receiving letters and emails about how the book inspired 
readers to draw, to develop confidence in their own creativity, and even 
to decide to become landscape architects. i’m equally pleased that Draw-
ing the Landscape was referenced by Bradley Cantrell and Wes Michaels as 
an inspiration for their award-winning book Digital Drawing for Landscape 
Architecture.

recent scholarship is proving that drawing remains an essential tool 
for cognitive thinking and design. the plethora of new academic titles 
on drawing, landscape representation, and visualization has been ac-
companied by an explosion across the country of organized sketch 
crawls, “drink-and-draws,” sketching clubs, and figure drawing groups. 
Judging by the fact that enrollment in my drawing classes has been in-
creasing dramatically, it is clear that not only has drawing survived into 
the twenty-first century, but it is thriving.

Jim richards, author, educator, and landscape architect, has summed 
up this movement as a “drawing renaissance.” A recent exhibition at the 
oakland Museum of California titled “Pixar: 25 Years of Animation” 
confirmed this idea. the Pixar creative formula makes extensive use of 
hand drawing throughout the creative process. John Lasseter, chief cre-
ative officer at Pixar Animation Studios, remarked that “we have almost 
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viii Preface

as many artists at Pixar working in traditional media—hand drawing, 
painting, pastels, sculpture—as we do in digital media.”1 Pixar offers its 
own in-house classes in drawing, painting, and design. Elyse Klaidman, 
director of Pixar university and Archives, has said, “these classes offered 
everybody at Pixar the opportunity to learn to draw—or, more accu-
rately, to learn to see and develop additional visual skills.”2 Pixar’s magic 
clearly affects people across the world; its creative formula serves as an 
excellent example of how critical it is to integrate drawing into the de-
sign process in an electronic age.

the two revised chapters in this fourth edition, Chapter 12 “Animating 
the Landscape,” and Chapter 13 “the hybrid drawing,” explore innova-
tive and exciting new developments in the employment of drawing for 
design expression. i am even more passionate now about the impor-
tance of drawing as a method of learning to see than i was when i first 
wrote this book. i am more convinced than ever that drawing has the 
potential to help a person better comprehend the environment and at-
tain a higher level of consciousness. i still believe that landscape archi-
tecture is as much of an art form as are painting, sculpture, and literature. 
i hope the merging of the methods and techniques put forth in this new 
edition can lay a foundation to achieve these goals. 

It all begins with the simplicity of putting pencil to paper.3

Elyse Klaidman

Notes

 1. oakland Museum of California, Pixar: 25 Years of Animation (San 
Francisco: Chronicle Books, 2010), 9.

 2. ibid., 10.
 3. ibid., 13.

With this edition, the online Supplementary Material (available at www.wiley 
.com/go/drawingthelandscape) has been expanded with the addition of 
tutorial videos. the videos address some of the techniques that students and 
self-learners have often found difficult. the videos are extensions of the text 
and address some basic concepts in the landscape drawing process including 
equipment and drawing instruments, techniques for trees and plants, and 
freehand perspective drawing. the following icon is used throughout the text 
to indicate topics that are featured in a corresponding tutorial video: 

http://www.wiley
http://lib.ommolketab.ir
http://lib.ommolketab.ir


Preface to the Third Edition
After Michelangelo died, someone found in his 

studio a piece of paper on which he had written a 
note to his apprentice in the handwriting of his 
old age, “Draw, Antonio, draw, Antonio, draw 

and do not waste time.”

AnniE diLLArd 
The Writing Life

i love to draw! i love to draw almost more than anything else in the 
world. it brings me solace, excitement, and the thrill of experimenta-
tion. When i am feeling low, drawing can make me happy. With a single 
piece of paper and a mark-making tool, i can create whole new worlds.

drawing allows you to design environments capable of transporting 
the viewer. Learning to draw is a gift that brings a lifetime of creative 
excitement. drawing is a form of personal freedom. the space around 
you becomes your possession. once you have the ability to draw, it can’t 
be taken away from you, for drawing is the ultimate weapon of visual 
expression. it is also an inexpensive tool, accessible to everyone. the 
ultimate goal of this book is to introduce and nurture the creative poten-
tial for the novice, student, artist, and accomplished professional. the 
exercises are intended to allow both experienced and inexperienced art-
ists to progressively gain creativity, skill, and confidence in their drawing.

i have always believed that landscape architectural drawing is an art 
form. throughout my career i have struggled to get my landscape draw-
ings seen where other forms of art are exhibited. Since the end of Beaux- 
Arts training, the quality of landscape architectural drawing has declined. 
typical landscape drawings are stilted, formalistic, one-dimensional, styl-
ized, and affected. the drawing program i have presented in this book 
is personal, intuitive, and expressive. i hope that through this process 
your own personal vision will flourish.

Anyone can learn to draw. All it takes is patience, persistence, and 
most of all practice. if you are a beginner, you will be frustrated, but you 
must draw every day to slowly overcome your frustration. Most of all, you 
need a strong desire; as you gain confidence in your ideas and abilities 
you will eventually produce truly magnificent and satisfying work. the 
ability to express yourself and to gain an intimate connection to your 
thoughts and subconscious will be yours with practice and will increase 
your ability to design innovative landscapes.
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x Preface to the Third Edition

When you draw the landscape, you empathize with it; you become part 
of nature in a way that technology can’t. the act of drawing is essential 
in understanding how to design environments more sympathetic to nat-
ural systems. in order to reverse the current state of environmental deg-
radation we must retain the sanctity of hand-drawing as a foundation for 
building the future. if we can learn to truly see nature, perhaps we can 
gain insight into how to repair it. Leonardo da Vinci, with his instinctive 
and fluid sketches that combined thinking and visualization, is an excel-
lent role model. too much design today exists in a world far from the 
integrated thought and drawing process of da Vinci. A strong faculty in 
drawing and visual perception should not be abandoned because of a 
new infatuation with technology.

the third edition of this book is released at a time when my faith in 
drawing is stronger than ever. it is easy to be seduced by computer-aided 
graphics, but drawing has not been eclipsed by digital media. on the 
contrary, the use of digital media has underscored the necessity of ac-
quiring proficiency in drawing by hand. Being distracted by the technol-
ogy of representation can result in a built landscape that ends up looking 
more like a simulation than the real thing. But integrating hand draw-
ings with digital media enhances the visual experience of the landscape 
and enriches one’s environmental sensibilities.

When the artist is well equipped with conscious feeling, memory, and 
balanced sensibilities, he intensifies his concepts by penetrating his sub-
jects and by condensing his experience into a reality of the spirit complete 
in itself. Thus he creates a new reality in terms of the medium.
(Hofmann 1967, 539)

the resurgence in drawing is reinforced by the demand for additional 
drawing studios. i now teach more drawing classes than i ever have, and 
they are filled to capacity. As i travel the country lecturing and giving 
drawing workshops, i see this renewed desire of students, artists, and 
professionals to express themselves through drawing.

the growing awareness of the vital role of drawing in the design pro-
cess became even more apparent when a group of students asked me to 
create a special class in quick rendering techniques. they observed that 
during their summer internships the professionals who could quickly 
express design concepts were usually the ones executing the design. 
these interns were impressed by the designers who could swiftly and 
magically visualize the client’s intentions right before their eyes.

the major exhibitions of drawings that have been presented recently 
in new York City confirm the renewed interest in the art form. At the 
onset of the new millennium, these shows gleaned worldwide attention 
and critical acclaim. the comprehensive exhibition of Leonardo’s draw-
ings at the Metropolitan Museum of Art, Leonardo da Vinci: Master Drafts-
man, documented the significance that Leonardo placed on drawing as 
a language to communicate the thought process. the exhibition Draw-
ing Now: Eight Propositions at the Museum of Modern Art in new York City 
proved that the act of drawing has been the “bedrock of art since Lascaux” 
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Preface to the Third Edition xi

(Schjeldahl 2002, 102). As noted in the exhibition catalog, these ground-
breaking shows mark a “moment in time when drawing has become a pri-
mary mode of expression for the most inventive and influential artists of 
the time” (hoptman 2002, 12).

to succeed you must be motivated and self-directed. When i first 
started teaching drawing i didn’t think it was possible to teach students 
how to draw well. i was quickly proved wrong, for i found that those stu-
dents who were strongly motivated and who learned the basics produced 
wonderful drawings. i was amazed that by the time they graduated they 
had filled sketchbooks with magnificent drawings and produced vol-
umes of travel sketches, creating their own powerful vision of the land-
scape. this ability gave them access to the vast potential of the visual 
world. So get started now!

http://lib.ommolketab.ir
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Chapter One

The Essence of Drawing

Drawing turns the creative mind to expose its 
workings. Drawing discloses the heart of visual 

thought, coalesces spirit and perception, conjures 
imagination; drawing is an act of meditation, an 
exorcism of disorder; a courting of artistic ideas; 

above all it is the lean instrument of visual 
formation and the vortex of artistic sensibility.

Edward hill 
The Language Of Drawing
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2 Drawing the Landscape

Why do we draw? We draw because it is the act of seeing and thinking 
clearly. it is an integral part of the creative process, and the ultimate de-
sign tool. Carlo Scarpa, an italian architect, best summed this up when 
he said, “i draw so i can see.” By moving from elevation to perspective, 
from plan to bird’s-eye view, drawing elucidates our three-dimensional 
world. When i was just starting out, i remember watching my mentor, 
landscape architect and artist Frank James, pick up a pencil and move it 
across a sheet of paper; it was like watching an angel fly. Frank’s facility 
for drawing was incredibly inspiring and a thing to behold. his ability to 
use drawing as an expressive design tool was marvelous.

drawing allows a concept to evolve. it resides between freedom and 
structure: the freedom of ideas versus the physical structure that orders 
our representations of space. it provides the potential to create realistic 
images.

drawing can also be a meditation. it can take you into other worlds, 
creating a transcendent experience. one of the constant themes of Zen 
art is the expression of the artist’s own inner state of going nowhere in a 
timeless dimension.

Figure 1-1  One of da Vinci’s first 
known drawings of the Tuscan 
landscape, dated 1473. The artist was 
21 when he made this drawing, entitled 
“day of St. Mary of the Snows,” which 
has been called “the first true landscape 
drawing in Western art.” (Bramly, 1991, 
84 ©EMB-Service, Lucerne, Switzerland)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


The Essence of Drawing 3

Definition of Drawing

Artist and teacher Edward hill stated, “drawing is the act of making a 
mark, line, or incision on a surface; and in the larger sense, a participa-
tion in the language” (1966, 8). A beautifully drawn, pure line arching 
across a page is a wonder to behold. it can vary from divine simplicity to 
dynamic movement. drawing is a tool of exploration, and a single stroke 
can express thought. the artist or designer imbues line with personality 

Figure 1-2  Ink on vellum. Drawing 
allows thinking in three dimensions.
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4 Drawing the Landscape

and thus becomes an inventor. through drawing, artists are continually 
redefining themselves and creating a personal image of reality.

the beginning of each drawing is the start of an exciting new trip; 
when you begin, your line takes off on a journey without a map. Learn-
ing to draw can be the beginning of a creative journey that can last a 
lifetime. From the moment of inception to the creation of the image, 
every drawing has the potential to express an idea. to begin to draw re-
quires initiative; the act of drawing is directed intuition. Charles Burch-
field, one of the greatest painters of the American scene, felt that the 
best drawing was a spontaneous creation. Spontaneity allows an incred-
ible pictorial and emotional range, providing access to imaginative wan-
derings. if you can capture this spontaneous quality in your drawings, 
you can make them come alive.

the development of your freehand drawing skills will help you to un-
derstand and graphically describe the environment. it is a means of in-
vestigating nature and a tool for designing entirely new ecosystems. As 
artist and teacher hans hofmann said, “the artist is an agent in whose 
mind nature is transformed into a new creation” (1967, 70).

Figure 1-3  Frank James, Sasaki 
Associates. Drawing as expression.
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The Essence of Drawing 5

Figure 1-4  Charles Burchfield. old Gnarled tree in a Field. Pencil on paper. 17" × 22". (Courtesy Kennedy Galleries, Inc., New York City)
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6 Drawing the Landscape

the beauty of a drawing is that you make it with your own hands; its 
success or failure rests entirely with you. if you develop a love for draw-
ing, it will be reflected in your work and revealed to others. to achieve 
this, try to make each line you draw able to stand alone as a beautiful 
mark. Before beginning, empty your mind of all other thoughts. think 
of yourself as an actor about to go onstage and perform. Slow down, 
breathe deeply, and think carefully about what you are about to do; it is 
an emotional response. Grasp the essence of your subject and your draw-
ings will become your greatest teacher. You can learn much from them. 
Learning to relax will facilitate your ability to draw freely. Eventually you 
may find that drawing itself will become a method of relaxation.

You should work on each of the exercises in this book until you feel 
comfortable with the results. When you begin to feel pleased with the 
results of one exercise, go on to the next one. You can also go back and 
work on several at the same time.

When concentrating, you can become part of the drawing, getting in-
side it. Concentration is required to avoid getting into a rut, and to push 
yourself to evolve through experimentation. After developing a success-
ful style, many people just replicate it again and again. Always try to im-
prove your technique; otherwise you’ll just keep repeating your mistakes. 
When i was in school, i was told that i might have been a good artist 
once, but i had become lazy and was no longer innovative. that com-
ment lit a fire under me. As Frank James said, when you draw you should 
always try to “seek the truth, speak the truth, be the truth.”

Learning to draw can be a baffling, frustrating experience. it will make 
you angry, but don’t give up. once you begin to produce satisfying draw-
ings it will be an incredible natural high. Everything you put into your 
drawing will be returned to you. You can learn to draw, but you must first 
believe that you can. When Frank James was an architecture undergrad-
uate at the university of Washington in 1962, he learned to draw by 
being inspired by such students as Laurie olin. According to Frank, 
“Laurie olin could draw like Walt disney on psilocybin on an off day.” 
today Laurie is not only an award-winning landscape architect but a 

Figure 1-5  Chip Sullivan. double 
imperative Landscape. Pen and ink 
on paper. Composing the landscape with 
extraordinary arrangements.
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The Essence of Drawing 7

master landscape artist. Frank forced himself to learn, and the results 
are wonderful. ultimately, to inspire others to draw you will have to draw 
convincingly and beautifully. in a sense, you are combining ordinary 
things into extraordinary arrangements. Stop looking and start feeling 
your environment; strive toward meaning by drawing from within your 
psyche. drawing is a bridge between perception and thinking. As Cen-
nino Cennini, fifteenth-century artist and author, stated,

Do not fail, as you go on, to draw something every day, for no matter how 
little it is, it will be well worthwhile, and will do you a world of good. 
(Hill, 1966, 108)

Exercise 1-1:  Automatic Writing

The surrealists realized that writing is similar to drawing, in that it is mark-
making, and developed this method to link the hand with the stream of con-
sciousness. Begin by finding a comfortable, quiet spot in which to work. Take a 
pencil and a stack of loose paper and set them down in front of you. Clear your 
mind and relax. Quickly begin to write whatever comes into your mind. Do not 
worry about spelling or grammar. Let the words and sentences generate them-
selves. Try to suspend your rational thoughts. Do this for about thirty minutes 
a day for a week, or until it becomes second nature. You could also expand this 
exercise into a useful journal.

Drawing as Conceptualizing

All great works of art evolve from a concept. Setting ideas into drawn 
form breathes life into them, allowing you to dip into the vast space of 
ideas. From the inception of an idea to its final drawn form, drawing 
plays an integral part in the creative process. drawing is a conceptual 
tool that brings quick form to the flow of ideas.

Sometimes a designer will produce hundreds of conceptual drawings 
until striking the right form for the idea. these forms develop into 
thumbnail sketches and then into design development drawings. the 
final idea will then be rendered as a highly finished illustrative drawing.

Drawing as Seeing

Landscape drawing is not the reproduction of nature. it is an expression 
of the emotions, sensations, and feelings that the landscape impresses 
on the artist. it is the creation of atmosphere and space.

drawing a landscape allows you to visualize it in a new way. As opposed 
to taking a photograph, drawing a landscape enables you to really under-
stand it. there is something unique about the hand-eye relationship as 
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8 Drawing the Landscape

you record a subject through drawing. drawing links your visual percep-
tions to your subconscious. the photographed image preserves the vi-
sual event, but drawing entails the experience of looking: we stop and 
become part of the subject and its time. Strive toward eliminating the 
separation between you and the image.

You must be persistent to capture the secrets of landscape drawing. 
through the excitement of the moving hand you become part of the 
mystery of creation. But in order to produce excellent drawings you 
must have something to say. By dedicating yourself to drawing you will 
inform your imagination. increasing your awareness will lead to your 
own form of expression. By combining imagination, visualization, and 
drawing, you will invent new landscapes.

it takes passion to attain this level of awareness. Even though Charles 
Burchfield had a full-time job, he spent every free moment sketching. 
he would often have to splash water on his face while drawing in order 
to stay awake. At work he would gulp down his lunch so he could spend 
the rest of his break drawing. if the ideas were really flowing, he found 
that after he got into bed he wouldn’t be able to sleep and would have to 

Figure 1-6  Pen and ink on paper. Conceptual design studies.

Figure 1-7  Pen and ink on paper. 
Discovering new ways to visualize the 
landscape.
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you record a subject through drawing. drawing links your visual percep-
tions to your subconscious. the photographed image preserves the vi-
sual event, but drawing entails the experience of looking: we stop and 
become part of the subject and its time. Strive toward eliminating the 
separation between you and the image.

You must be persistent to capture the secrets of landscape drawing. 
through the excitement of the moving hand you become part of the 
mystery of creation. But in order to produce excellent drawings you 
must have something to say. By dedicating yourself to drawing you will 
inform your imagination. increasing your awareness will lead to your 
own form of expression. By combining imagination, visualization, and 
drawing, you will invent new landscapes.

it takes passion to attain this level of awareness. Even though Charles 
Burchfield had a full-time job, he spent every free moment sketching. 
he would often have to splash water on his face while drawing in order 
to stay awake. At work he would gulp down his lunch so he could spend 
the rest of his break drawing. if the ideas were really flowing, he found 
that after he got into bed he wouldn’t be able to sleep and would have to 

Figure 1-6  Pen and ink on paper. Conceptual design studies.

Figure 1-7  Pen and ink on paper. 
Discovering new ways to visualize the 
landscape.
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keep getting out of bed to sketch out his ideas. When the drawings were 
going well he would find himself overcome with happiness.

Exercise 1-2:  Seeing

Select a flower, a teakettle, an apple, or another common object and place it in 
the center of a table. Next, place a comfortable chair about 6 feet from the table, 
facing the object you have selected. Begin by sitting in the chair and trying to 
relax totally. Then completely focus on the object, ignoring everything else. Ob-
serve how the light hits it; use your eye to follow its outline; look at the shape of 
its shadow; let your eye wander over every single detail.

Exercise 1-3:  The Afterimage

Look at a bright object that is in front of a dark background. Look at it for a 
few moments, then close your eyes. You may continue to see the original image 
with your eyes closed. Practice this for about fifteen minutes a day until you are 
able to do it with ease. Charles Burchfield would sometimes look toward the sun 
and then toward the landscape, and quickly draw the first impression of what 
he saw.

Exercise 1-4:  Finding Your Mind’s Eye

Sit in a comfortable chair in a quiet place. Relax for a few moments, breathing 
slowly and deeply. Now close your eyes and try to watch the visual images that 
move across your mind’s eye. Seeing is more than just looking, it involves the 
mind. Do this as a warm-up exercise before beginning your drawing exercises.

Figure 1-8  Pen and ink on paper. 
Drawing to enhance the experience of 
looking.
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Figure 1-9  Louis Sullivan. ornamental Study. 1885. Pencil on paper. (From the Louis Sullivan Collection in the Division of Drawings 
and Archives, Avery Architectural and Fine Arts Library, Columbia University in the City of New York)
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Exercise 1-5:  Making Mental Images

This form of visualization will help intensify the experience of drawing. Sit in a 
comfortable chair and relax for a few minutes. Now imagine in your mind’s eye 
that you are in one of your favorite childhood places. Try to see every detail—
the floor, the furniture, the pictures on the walls, and each window—and imag-
ine that you are in that place. If your favorite place was a landscape, imagine 
the plants, the smells, the feeling of the space, and every significant detail. 
When this is done properly, it should conjure up not only memories but also 
emotions. Practice this until you can re-create the space in your mind’s eye, then 
go on and imagine other important spaces from your past.

Freedom and Structure

the realm of drawing is balanced tenuously between freedom and struc-
ture. You must first learn the structure and fundamentals, and the ability 
to control the media, in order to avoid becoming stylized. Build a firm 
foundation with your hand and do not be seduced by technology.

the key to success is to develop a strong foundation and maintain a 
balance, then learn when to break all the rules and disrupt that balance. 
You must discover your natural point of balance between freedom and 
structure and then challenge it. Explore the struggle between freedom 
and structure. do not strive for the perfect center; learn how to control 
being spontaneous and cautious. Believe in what you draw.

today it is difficult to get a formal, traditional education in drawing 
and landscape architecture. Many believe that most schools now teach 
the “art” of rhetoric rather than the skills of drawing, painting, and 
sculpting. Picasso, Braque, Matisse, de Kooning, Le Corbusier, Geoffrey 
Jellicoe, and Garrett Eckbo all had classical educations in the fundamen-
tals of drawing. they could all draw realistically, accurately, and beauti-
fully. only after they learned the basics could they go on to make the 
great breakthroughs and unique expressions they did.

the architect Louis henry Sullivan’s work illustrates the direct correla-
tion between traditional drawing skills and excellent design. he was 
trained firmly in the Beaux-Arts tradition. Sullivan’s drawings are excep-
tional works of art. the flowing, vibrant lines of his renderings expose 
his creative genius.

the inspiration for Sullivan’s architecture originated with his love of 
botany and organic patterns of growth. he studied nature’s principles of 
composition and then abstracted these forms into designs. Frank Lloyd 
Wright described Sullivan’s drawings as “poignantly beautiful rhythms.” 
he would develop his architectural designs from impulsive freehand 
sketches. there is an almost mystical quality to his drawings; some critics 
have even described his lines as clairvoyant. to create works of Sullivan’s 
caliber, we must first master the art of drawing.

no matter how fine a school you attend or how nurturing your teacher, 
all education is self-discipline. You must first take responsibility for teach-
ing yourself to draw.
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Exercise 1-6:  Looking at Drawings

Meditate on drawings from books of Louis Sullivan’s work. Look closely at the 
sensitivity of his lines, the variations of line weight, the shadows and the ac-
cents. Try to look at his drawings every day for inspiration. Later, search out 
books by others whose drawings you admire; keep them around you and look at 
them a little each day for inspiration.

Group Exercise 1-7:  Describing the Landscape

This exercise will sharpen your ability to describe the landscape. The drawing 
group should go outside and sit in a comfortable place that has a view of the 
landscape. Each person begins by writing a sentence describing the view or an 
element of the view before them on an 81⁄2-by-11-inch lined sheet of paper. Each 
person then passes the page to the person on his or her right. The next person 
adds another sentence describing a portion of the view. Repeat this process until 
each person’s sheet of paper is filled. Everyone then reads the page of descrip-
tions they ended up with. Reading these descriptions will help sharpen your 
ability to describe landscapes. This is an important first step in learning how to 
visualize a landscape through drawing.

Figure 1-10  Claude Lorrain. 
Wooded Landscape. Pen, brown wash. 
176 × 250 mm. (Israel Museum, 
Jerusalem)
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Group Exercise 1-8:  Communication Through Drawing

In this exercise the group must remain silent for 30 minutes. In a room where 
the group will not be disturbed, break off into pairs. On a 3-by-5-inch card, 
each individual should try to draw one of his or her thoughts without using 
words. After five minutes, exchange cards with your partner. Then respond to 
your partner’s drawing by describing your emotions without words on another 
3-by-5-inch card. Continue to carry on a conversation through drawing, ex-
changing cards every five minutes. After half an hour, stop, put up the cards, 
and have the participants piece together the conversation by describing the other 
person’s cards and see if he or she got it right.

Group Exercise 1-9:  The Exquisite Corpse

The drawing method called “the exquisite corpse” was invented by the surrealist 
artist André Breton. This is a good loosening-up exercise to inspire creativity 
and experimentation without trying to produce preconceived images. Several 
people create a common drawing of a figure without seeing what the others have 
done. Each person must be unaware of what the previous person has drawn.

Begin by taking an 81⁄2-by-11-inch sheet of unlined paper and fold it horizon-
tally into three equal parts, like a letter. The first person begins at the top section 
and starts the drawing—say, with a face and shoulders—for at least five min-
utes. (Have someone keep time.) At the end of the five-minute period, draw just 
enough information below the fold so that the next person can continue the 
figure. For example, continue all of the lines you’ve drawn just below the fold. 
Turn the top of the paper under so that the next person cannot see what you’ve 
drawn. Pass on the paper and continue with the paper handed to you. Again, 
when you’re finished, draw just enough below the fold so that the next person 
can complete, for instance, the waist, legs, and feet. When this last segment is 
completed, unfold the papers and display them on a wall. You will be aston-
ished by the unexpected images produced by a range of styles but unified as a 
figure.

Group Exercise 1-10:  Copying a Drawing

This exercise illustrates how each person interprets an image. Begin this group 
exercise with a simple photographic image of an owl or bird. Each person should 
have a sheet of 81⁄2-by-11-inch paper. The first person begins by copying the 
image of the owl in either pencil or pen for five minutes. Only the first person 
gets to see the original image. When finished, pass the drawing to the person to 
the right. This person copies the first person’s drawing and passes the copy to be 
copied by the next person. After the last person finishes, hang the drawings on 
the wall in the order in which they were drawn. When you draw, you are editing 
the visual information you see. In this exercise, the final drawing will look 
entirely different from the original image.
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The Universal Traveler, by don Koberg and Jim Bagnall, is a handy guide-
book on inventive thinking and the design process for your creative jour-
ney; it can be an excellent source of inspiration and renewal of energy for 
the beginning and advanced artist. drawing practice, when combined 
with the creative tools and problem solving methods outlined in The Uni-
versal Traveler, can be extremely beneficial. Additionally, the open-ended 
approach of the authors can be very helpful, particularly if you get dis-
couraged with your progress. But try not to get discouraged; the creative 

(a) (b)

(c) (d)

Figure 1-11  Everyone can improve through sustained practice. Here are examples of student work over a period of little more than a year. If 
you are discouraged, draw more, not less. No artist expects to create a masterpiece every time. You will improve your skills when you draw enough 
that you free yourself from believing that each drawing must be precious. Experiment, attack the page; draw what you think you will be able to 
capture. That is how you will learn.

(a) & (b)  Lisa Micheli. Ink wash drawings done about a year apart.

(c) & (d)  This comparison shows the dramatic improvement a student, Allison Yiu, made within the duration of a single semester. (c) The 
image on the left marks the beginning of the semester, and (d) the one on the right was completed during the final week of class. Through the daily 
regime of drawing 40 to 80 images per lecture in drawing class, mastery of the quick gesture is inevitable. (Photos: Steven Brooks)
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16 Drawing the Landscape

process takes time and practice. the benefits of a drawing exercise (self-
portraits, for instance) become clear only after you’ve repeated the exer-
cise many times. Be assured that if you are working at it, you are 
progressing, whether or not your progress is visible at the moment.

The Power of Drawing

drawings can be powerful tools that influence the future. they have the 
potential to create and change the world. A good example of this can be 
found in the impact of the seventeenth-century landscape drawings of 
Claude Lorrain and nicolas Poussin. their style of landscape drawing 
established the vocabulary for England’s romantic, pastoral style of the 

Figure 1-12  Frank James, Sasaki 
Associates. Ink on paper.
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eighteenth century. designs derived from these drawings and paintings 
shaped large-scale modifications of the English garden and countryside. 
this influence can be seen today throughout the united States in many 
built landscapes. By understanding these works we can begin to see the 
effect that drawing can have on our environment.

the drawings taken by themselves show a wonderful sensitivity in their 
rendering of the landscape. Many were done of italian renaissance gar-
dens and became the basis for larger landscape paintings. Artistic group-
ings of vegetation were used to create pictorial space. Additionally, each 
tree was precisely rendered to bring out its individual characteristics. 
And because these sketches are most often done in pen and ink with 
sepia washes, you can almost feel the wind rushing through the leaves.

The Spirit of Drawing

In a drawing session of this sort, there must be a warming-up period. The 
first few drawings may be halting or stilted, not getting into the heart of 
the subject. All at once, everything begins to click, and one drawing after 
another may come about as if under its own power. I must confess, I love 
this kind of drawing in the same way as I did some of my paintings, 
which also seemed to have originated spontaneously. While I am engaged 
in producing drawings of this sort, a wonderful sense of well-being and 
contentment comes over me, the feeling that no other activity could possi-
bly be as fulfilling as my reason for being alive. (Charles Burchfield in 
Jones, ed. 1968)

drawing can be an altered state of consciousness, a form of medita-
tion, and a way of evolving to higher levels of awareness—a point in time 
when your concentration is focused so intently on your work that all 
distractions disappear. the artist essentially merges with the work. When 
you draw in this manner you become part of a whole new world, creating 
your own version of reality. this act of drawing can be a spiritual cove-
nant between yourself and those unidentifiable higher forces. if you be-
come totally involved in the creative act, you are “provoking and being 
provoked by those images. You get involved in a metaphoric revelation, 
and witness metaphors emerging from the work” (Flack, 1986, 9).

the profession of landscape architecture is a calling. Your art should 
be a friend that will never abandon you. As robert henri, teacher and 
artist, said, “i am not interested in art as a means of making a living, but 
i am interested in art as a means of living a life” (1923, 158).

When you draw with total concentration, time will appear to stand still, 
cutting through reality. if you are able to make this connection with your 
subconscious, it can make you a better designer. Your finished product 
will project this spirit, because you have transformed your individuality 
and energy into the work. Since you have imparted to it a life of its own, 
it will exert enormous power and energy on those who view it.
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18 Drawing the Landscape

drawing is also a form of magic. Your hand generates lines capable of 
making form come alive, magically producing your own personal vision. 
Just watch children watching someone who is drawing; look at the smiles 
and how they are awed.

While drawing, work toward attaining a state of being that is different 
from your ordinary wakeful state. Your sense of concentration should be 
trancelike. robert henri said of this state that “there are moments in a 
day, when we seem to see beyond the usual—become clairvoyant. We 
reach then into reality. Such are the moments of our greatest wisdom” 
(1923, 45). With this heightened sense of awareness of all the elements 
in the landscape, the true artist will be able to render it as a living thing.

When all parts of the work start coming together, a renewed excitement is 
generated and builds until the harmony and balance of what you have 
been trying to accomplish work. You feel like a conductor bringing the full 
sound of the orchestra to its grand finale. You have reached the peak 
experience toward which all artists work. (Flack 1986, 14)

Figure 1-13  Pen and ink on paper. 
Drawing your vision.
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Chapter Two

The Daybook

My habit of keeping a notebook of design began in 
1918. Before I had drawn on scraps of paper 
which I lost. Then I said to myself that it was 

necessary to keep a notebook. Since I always have 
a notebook within reach, and I draw no matter 

what, I preserve everything which passes through 
my head…There is a great appetite to work, and 
then my sketchbook serves me as a cookbook when 

I am hungry.

Georges Braque 
Theories of Modern Art
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20 Drawing the Landscape

Leonardo da Vinci kept a record of his thoughts and sketches in a note-
book, or daybook, he carried everywhere. the daybook is an important 
accessory in the designer’s repertoire; you will find that many people 
involved in the creative arts have one at their side constantly. it allows 
them to continually develop concepts, work out designs, take notes, and 
sketch.

da Vinci was the greatest journal keeper of all time. his books show 
pure genius and are so immensely beautiful, you can almost feel his love 
of nature as he explored it with unexhausted wonder. the range and 
diversity of subjects in his daybooks is mind-boggling. they exhibit his 
sense of composition, his balance of drawing with text, his continuum of 
invention, and his working back and forth with several ideas at once. 
Also evident in his text and drawings is a concern for balance, harmony, 
and proportion.

ideas are ephemeral. once an idea is lost it can be gone forever. the 
artist robert irwin stated that “ideas are very potent elements that can 
radically change your life. nothing is the same once you accept an idea” 
(Weschler 1982, 178). one of the great things about a daybook is that 

Figure 2-1  Chip Sullivan. italy, 
1984. Pen-and-ink sketch in daybook.
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when you have an inspirational moment, you can quickly record it be-
fore it fades away. Every thought you have is important, and you will want 
to record each one in your daybook. throughout his life Charles Burch-
field kept his “idea notes,” which were spontaneous ideas for paintings, 
in portfolios. these drawings were filed away and labeled for each ses-
sion with subheadings such as mood, wind, terror, and fantasy. Burchfield 
found these notebooks to be a fruitful source for his paintings. he said 
he would make “one drawing after another and it does not matter if the 
results amount to anything. the artist keeps making drawings until he 
has temporarily exhausted the idea. they are then put away in portfolios 
to ‘season,’ to be taken out later and savored” (Jones 1968, 7).

in your daybook you will want to record your passions, observations, 
and discoveries. in it you can reflect on your experiences, emotions, and 
travel observations. When you draw a place instead of photographing it, 
you learn to see it in a much deeper way. By drawing, you experience 
nuances and subtleties and participate in your surroundings through 
observation and personal experience. the designer has to learn not only 
to perceive form but also to be able to preserve, analyze, and transmit it.

When the English painter J. M. W. turner first visited italy in the au-
tumn of 1819, it had an intense effect on his creativity. turner was so 
inspired by the landscape of rome that during his three-month stay he 

Figure 2-2  Charles Burchfield. 
White owl and Black Winter Spirit. 
1961. Conté crayon. 11" × 173⁄8". 
(Private collection. Courtesy Archives of 
the Burchfield Society)
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made 1,500 drawings and watercolors in his sketchbooks. that translates 
into more than 15 drawings a day, an amazing feat by any standard. 
When he returned to his studio in England, he produced oil paintings 
from these impressions and memories.

Although the architect Michael Graves has not published his daybooks, 
you can find wonderful selections from them in Buildings and Projects 
1966–1981. these excerpts are studies for buildings, paintings, and fur-
niture. on just an 81⁄2-by-11-inch page you can see how he works through 
many ideas at once in plan, section, elevation, and mini-perspective. 
these exquisite little drawings are done with clear, crisp, concise ink 
lines. they’re arranged in pleasant compositions and clearly express his 
creative process.

Figure 2-3  Leonardo da Vinci. 
heads of two different types of 
rush. c. 1508–1513. Pen and ink over 
traces of black chalk. 195 × 145 mm. 
(The Royal Collection © 1993 Her 
Majesty Queen Elizabeth II)
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Lawrence Halprin: Notebooks 1959–1971 is a firsthand look into this land-
scape architect’s process of generating form. You can see in his designs 
influences from the landforms of the high Sierras and the northern Cal-
ifornia coast. his landscape studies and other sketches all have expres-
sive, spontaneous lines that result in very exciting drawings. this book 
continues to be very influential in the landscape architecture profession.

the underground cartoonist r. Crumb sketches incessantly in his day-
books. People who know him say that he is drawing constantly, even dur-
ing dinner. his daybooks have recently been published in two editions 
that contain just a small sample from the many volumes he has filled 
over the years. in them you can see the development of his characters 
and story plots, and his visual ramblings. these books are an excellent 
source for observing a thought process and watching an idea evolve 
through many stages on a single page.

the daybook is not only a container of experience, but also fertile 
ground for exploring the potentials of drawing. Your daybook should 

Figure 2-4  R. Crumb. Page from 
sketchbook. Ink on paper. (Courtesy 
Fantagraphics)
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express a continuum of drawing and eventually become something to 
which you can refer during the design process and throughout your ca-
reer. if drawing is difficult for you at first, begin by using written descrip-
tions and slowly evolve into sketch form.

i have kept daybooks since high school and have found them to be 
incredibly valuable. i refer to them often, though it might take five or six 
years before i go back and develop one of the ideas. this is why it is im-
portant for you to record your thoughts; they are seeds that can grow 
and mature in your brain until you develop them. When i first started to 
use the daybook as a medium, most of my entries were written. i eventu-
ally learned to develop a visual notation, almost a kind of calligraphy, 
that i could use to record my ideas as rapidly as possible.

in high school, i tended to use my daybook to develop theoretical sci-
ence-fiction landscapes. Many of these studies were combined later into 
paintings of surreal landscapes. i’ve also used it as a travelogue, to re-
cord places i’ve visited, and as an analytical tool, by pacing off spaces and 
recording the dimensions and details of fascinating forms, such as the Figure 2-5  Laurie Olin. Sketchbook, Venice, July 1981. Pen and ink.

Figure 2-6  1964. Pen and ink. 
Imaginary landscape in high school 
notebook.
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express a continuum of drawing and eventually become something to 
which you can refer during the design process and throughout your ca-
reer. if drawing is difficult for you at first, begin by using written descrip-
tions and slowly evolve into sketch form.

i have kept daybooks since high school and have found them to be 
incredibly valuable. i refer to them often, though it might take five or six 
years before i go back and develop one of the ideas. this is why it is im-
portant for you to record your thoughts; they are seeds that can grow 
and mature in your brain until you develop them. When i first started to 
use the daybook as a medium, most of my entries were written. i eventu-
ally learned to develop a visual notation, almost a kind of calligraphy, 
that i could use to record my ideas as rapidly as possible.

in high school, i tended to use my daybook to develop theoretical sci-
ence-fiction landscapes. Many of these studies were combined later into 
paintings of surreal landscapes. i’ve also used it as a travelogue, to re-
cord places i’ve visited, and as an analytical tool, by pacing off spaces and 
recording the dimensions and details of fascinating forms, such as the Figure 2-5  Laurie Olin. Sketchbook, Venice, July 1981. Pen and ink.

Figure 2-6  1964. Pen and ink. 
Imaginary landscape in high school 
notebook.
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architecture of the Anasazi indians of the American Southwest. While at 
the American Academy in rome i used it for sketching and studying the 
passive cooling and heating elements of the italian renaissance garden. 
i’ve also used the daybook as a way of capturing the essence or emo-
tional feeling of space. i continue to use it to develop design ideas for 
exhibitions and ecological installations, and to study compositions that 
will eventually become gardens or paintings.

Types of Daybooks

there are as many styles of daybooks as there are people who keep them. 
A journal is a very personal thing, and it is important to select one that 
will be compatible with your own method of recording.

there are many sizes from which to choose. it will be helpful to try a 
few different types before settling on one style. You will be referring to 
your daybook for many months or even years, so a strong binding and a 
sturdy cover are necessary. it is also a good idea to use a book with acid-
free paper so that it will not yellow with age. the standard 81⁄2-by-11-inch 
black book is very sturdy and will hold up under a lot of wear and tear. 
Generally i’ve found anything larger to be unwieldy; it is very important 
that your daybook be easy to use and easily accessible. the more difficult 
it is to get out of your shoulder bag or backpack, the more reluctant you 
will be to sit down and open it, so anything 81⁄2 by 11 or smaller is fine. 
other standard sizes are 8 by 7, 5 by 81⁄2, and 4 by 6.

For drawing, anything smaller than 4 by 6 might be too small. rectan-
gular sketchbooks that are bound on the short side are good for drawing 
landscapes and can be held easily. Le Corbusier used to carry this sketch-
book on his travels. Many of the Beaux-Arts students would use them 
because of their flexible horizontal or vertical format, and because 
they’re small enough to fit into a shirt or hip pocket.

in combination with a larger daybook, it can be helpful to carry a 
smaller, pocket-sized notepad. these come in a variety of types, but the 
3-by-5-inch ruled Boorum memo book is quite handy for writing and for 
jotting down quick ideas or sketches. it is also quite sturdy and with-
stands heavy use.

Generally, spiral-bound daybooks are not a good idea, because with a 
lot of use, the pages will become loose and eventually fall out. Also, the 
metal spiral will sometimes snag and can interfere with the freedom of 
your drawing hand. Some sketchbooks come with perforated pages; 
these will also become loose and fall out. Because the daybook should 
reflect a continuum of ideas, you want to avoid tearing out the pages. 
Even if you’re dissatisfied with the drawing, you should keep it. it’s im-
portant to keep track even of the ideas you think are awful. Some artists 
prefer to use three-ring binders, since they allow you to rearrange pages, 
which can be a handy way to compose and edit work.

As a way of getting over blank-page panic, some artists use bound 
books that are ruled or gridded, making it easier to get started by not Figure 2-7  Daybook studies of Italian Renaissance gardens, 1984.
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architecture of the Anasazi indians of the American Southwest. While at 
the American Academy in rome i used it for sketching and studying the 
passive cooling and heating elements of the italian renaissance garden. 
i’ve also used the daybook as a way of capturing the essence or emo-
tional feeling of space. i continue to use it to develop design ideas for 
exhibitions and ecological installations, and to study compositions that 
will eventually become gardens or paintings.

Types of Daybooks

there are as many styles of daybooks as there are people who keep them. 
A journal is a very personal thing, and it is important to select one that 
will be compatible with your own method of recording.

there are many sizes from which to choose. it will be helpful to try a 
few different types before settling on one style. You will be referring to 
your daybook for many months or even years, so a strong binding and a 
sturdy cover are necessary. it is also a good idea to use a book with acid-
free paper so that it will not yellow with age. the standard 81⁄2-by-11-inch 
black book is very sturdy and will hold up under a lot of wear and tear. 
Generally i’ve found anything larger to be unwieldy; it is very important 
that your daybook be easy to use and easily accessible. the more difficult 
it is to get out of your shoulder bag or backpack, the more reluctant you 
will be to sit down and open it, so anything 81⁄2 by 11 or smaller is fine. 
other standard sizes are 8 by 7, 5 by 81⁄2, and 4 by 6.

For drawing, anything smaller than 4 by 6 might be too small. rectan-
gular sketchbooks that are bound on the short side are good for drawing 
landscapes and can be held easily. Le Corbusier used to carry this sketch-
book on his travels. Many of the Beaux-Arts students would use them 
because of their flexible horizontal or vertical format, and because 
they’re small enough to fit into a shirt or hip pocket.

in combination with a larger daybook, it can be helpful to carry a 
smaller, pocket-sized notepad. these come in a variety of types, but the 
3-by-5-inch ruled Boorum memo book is quite handy for writing and for 
jotting down quick ideas or sketches. it is also quite sturdy and with-
stands heavy use.

Generally, spiral-bound daybooks are not a good idea, because with a 
lot of use, the pages will become loose and eventually fall out. Also, the 
metal spiral will sometimes snag and can interfere with the freedom of 
your drawing hand. Some sketchbooks come with perforated pages; 
these will also become loose and fall out. Because the daybook should 
reflect a continuum of ideas, you want to avoid tearing out the pages. 
Even if you’re dissatisfied with the drawing, you should keep it. it’s im-
portant to keep track even of the ideas you think are awful. Some artists 
prefer to use three-ring binders, since they allow you to rearrange pages, 
which can be a handy way to compose and edit work.

As a way of getting over blank-page panic, some artists use bound 
books that are ruled or gridded, making it easier to get started by not Figure 2-7  Daybook studies of Italian Renaissance gardens, 1984.
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having to stare at a glistening white sheet. Another way to reduce blank-
page panic is to prepare your pages with a light watercolor wash. J. M. W. 
turner would prepare the pages of his sketchbook this way before going 
out into the field to paint. When he was at the site he would first sketch 
in pencil or ink and then use his watercolors. the prepared page is a 
good way to get directly into the drawing.

Another unique type of bound book is the small telephone/address 
book; it is ruled and usually has alphabetical tabs neatly along the side. 
the late Ed “Big daddy” roth, the car culture icon and designer of cus-
tom cars and monster t-shirts, used a mini telephone book. he carried 
one with him in his wallet and when he saw something inspirational such 
as graffiti or a unique car, he pulled out his book and jotted it down. 
roth was constantly searching for inspiration for new ideas by studying 
his surroundings, and was never without his trusty little telephone book.

Exercise 2-1:  The Sketchbook

Select a sketchbook with which you feel comfortable. Make written notes and 
small sketches of your daily routine and activities. To get started, begin every 
morning by drawing your coffee cup or some other familiar object. Draw on your 
way to school or work, and be sure to date your entries and where they were 
drawn.

Figure 2-8  Daybook types. Experiment 
with a variety of sketchbooks until you 
find one that is compatible with your 
style. (Photo: Kathryn Drinkhouse)
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Media

An inexpensive fountain pen is probably the best instrument to use in 
your daybook. A fountain pen gives a sense of immediacy and produces 
clear, crisp, unerasable lines. By creating permanent lines you will not be 
tempted to spend a lot of time redoing your drawings, which will affect 
your spontaneity. Pencil tends to smear and get messy, especially if you 
use your book often. A ballpoint pen is not recommended because of 
the inflexibility of the pen point, which limits the kinds of drawings you 
can do. i also do not recommend felt-tip pens, because they will fade 
over time and bleed through the paper, making it difficult to use the 
back of the page. Felt-tip points also become soft and spongy, losing 
their shape when used over a length of time.

Fountain Pens

Fountain pens have made an astounding comeback. When i first started 
using a fountain pen in the early 1970s, the selection was very limited. 
now almost any art supply store will have an abundance of pens from 
which to choose. Some stores are even devoted entirely to selling foun-
tain pens. there is something unique about the quality and individuality 

Figure 2-9  Joseph Slusky. Mixed-
media drawing from daybook.
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of the line produced by a fountain pen as opposed to a disposable pen. 
Even the daily ritual of filling the pen can be enjoyable.

i recommend starting with a medium-priced pen such as the Pelikan 
MC120. the gold content of the point directly affects the quality of the 

Figure 2-10  Annie Amundsen. A 
Map at different Scales. Watercolor, 
charcoal, ink, and found paper collage.
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line. A gold point will be more responsive and allow more flexibility in 
your line weight, and will eventually conform to your stroke. A gold 
point evolves with your personal style because it reflects the way your 
hand moves.

When choosing a pen, go to an art store or pen store with knowledge-
able salespeople. test the pens until you find one you like. Be sure to test 
different types of points; these can range from fine to italic for calligra-
phy. remember that even the same model will vary slightly from pen to 
pen, so take your time, go back more than once, and try other stores. 
never use india ink in your pen; use fountain pen inks only, or it will be 
ruined. And never carry your pen in your pants pocket because it can fall 
out too easily. it is best to carry your pen in your shirt pocket or in your 
shoulder bag.

Mixed Media

After you become proficient with your fountain pen, you might try using 
mixed media. Joseph Slusky, an artist and sculptor from the San Fran-
cisco Bay area, mixes different kinds of media in his daybook. he uses 
his fountain pen to produce the underdrawing, then mixes in Prismcolor, 
watercolor, china marker, pastel, or almost anything at hand, creating 
drawings of incredible richness. Since fountain pen ink is not water-
proof, you can wet a small brush and go over your drawings to create 
watercolorlike effects. if you don’t have a brush, just wet your finger and 
smudge the lines to get tones.

You can also use your daybook for collage. if you have made drawings 
or doodles in the margins of newspapers or magazines, cut them out and 
paste them into your book. Some artists i’ve traveled with make collages 
from things they collect on their travels: a pack of Camel cigarettes 
found in a plaza with a nice patina from being rained on and walked 
over might be glued into the daybook. this can be a unique way to indi-
cate the times and places of your travels. Stamps, wine labels, or any 
other sort of ephemeral material can be integrated into your drawings. 
You can also use photographs or copies of images from books and maga-
zines as the basis or inspiration for a drawing. You can continue to draw 
right over such an image, working it into a drawing. to facilitate the col-
lage technique, carry a simple glue stick with you.

Exercise 2-2:  Sketchbook Collage

Incorporate found pieces of paper into your book. Cut out and past drawings, 
copies, or photos of things that interest you. Use these collages as a basis for  
a drawing. Draw over them and integrate them into drawings you are  
working on.
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Doodles

in addition to his idea notes, Charles Burchfield kept files of his doodles 
from nature. he used these doodles as a way to work through a series of 
variations on the sounds and moods of nature. though he considered 
these to be another form of his idea notes, his doodles focused on his 
inner reality and were an unpremeditated way of visually expressing the 
subconscious.

Exercise 2-3:  Doodling

Practice doodling in your book while on the phone, during a lecture, or while 
watching television. Try to let your hand move subconsciously. Later, sit and 
observe nature and let your hand move while trying to unlock your subcon-
scious into the drawing.

Figure 2-11  Charles Burchfield. 6 
Cerulean Blue. Undated. Pencil on 
paper. 61⁄2" × 47⁄8". (Courtesy of the 
Burchfield-Penney Art Center Archives, 
Buffalo State College, Buffalo, New York)
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Daybook Variations

The Writer’s Journal

there are several types of daybooks that can help you develop your ideas. 
Perhaps one of the oldest forms is the writer’s journal or diary. Just like 
the artist or landscape architect, the writer will use his or her journal to 
develop stories. Jack Kerouac kept detailed notes in 3-by-5-inch spiral-
bound notebooks. When working on a novel, he kept a journal to orga-
nize the details of the plot. Many of his companions noted that he always 
carried these notebooks and was writing in them continually, recording 
his surroundings and events. Carolyn Cassady observed:

He would intrigue me by his astute observations of the people and places 
in the passing streets. He’d often jot down these impressions in a little 
five-cent notebook which he told me he carried at all times to capture de-
tails for his book…He still carried a little five-cent notebook in his shirt 
pocket wherever he went to record his impressions or new ideas which he 
would type up within a few days. (1990, 29, 161)

Before he died in St. Petersburg, Florida, he had all his journals chron-
ologically ordered in his bedroom. he had his whole life experience on 
paper.

Figure 2-12  Andrea Hollowel. Page 
from journal. 1991. Pen and ink.
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The Dream Book

Another interesting type of daybook is the dream book kept near your 
bedside. recording your dreams is a very good way to tap into the sub-
conscious. As da Vinci asked, “Why does the eye see a thing more clearly 
in dreams than with the imagination awake?” it is important to keep 
track of your dream state, because when in this state you overcome the 
inhibitions you experience in the daytime. Force yourself to jot down 
your dreams when you first wake up in the morning, or they will be easily 
lost. it is paramount that you keep a book and pen right next to your 
bed. Sometimes i’ve found that in the middle of the afternoon when i 
become sleepy i will suddenly remember the dreams i had the previous 
night. Suddenly i’m back in the dream state. this is also a perfect mo-
ment to bring out your dream book and sketch or note things you were 
dreaming about. Kerouac said that he was always forcing himself “to 
catch the fresh dream, the fresh thought” (nicosia 1983, 279).

The Design Journal

the rome Fellowship, founded in 1894, is awarded annually by the 
American Academy in rome to thirty of America’s most promising schol-
ars and artists. Each fellow spends a year at the academy, free from finan-
cial pressure, with a monthly stipend, living accommodations in a 

Figure 2-13  John Wong. Measured 
studies in daybook. Italy, 1981. Pen and 
ink.
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spacious studio or study, and funds for travel. When norman t. newton, 
author of Design on the Land, won the rome Prize, he kept a design jour-
nal. it was a 4-by-6-inch bound book with gridded pages. newton would 
also carry a small scale in his pocket. When on his travels he found a 
space, garden detail, or structure of interest, he would measure its di-
mensions and draw these to scale in his journal. Back in his studio, he 
would draft them at a larger scale using a straightedge. this is an excel-
lent method for determining scale, understanding space, and reinforc-
ing what you are seeing. this type of file becomes an extremely important 
design reference. You can find excellent results of this process in the 
drawings of garden details in Spanish Gardens and Their Patios, by Arthur 
and Mildred Byne, published in 1924.

When Walter Gropius, who founded the Bauhaus design School in 
Germany, took over as dean of the Graduate School of design at har-
vard, it marked the end of the Beaux-Arts education, which was unfortu-
nately viewed with scorn by the Bauhaus. L’Ecole des Beaux-Arts was 
established in Paris in 1819. it was a system of architectural study based 
on learning from classical antiquity. the role of drawing and rendering 
in watercolor was extremely important. in tribute to Gropius and the 

Figure 2-14  Bill Griffin. Travel 
sketches. Pen and ink. (Courtesy 
Fantagraphics)
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modern movement, many of the professors and students ceremoniously 
destroyed their design journals. What a loss.

The Travel Journal

Another important use of the daybook is as a travel journal, to jot down 
daily observations and create analytical drawings of places, gardens, and 
landscapes. these become valuable visual accounts of places you’ve vis-
ited. travel journals are adjuncts to the design journal. in the 1800s and 
early 1900s, when artists and architects were taking the grand tour of 
Europe, they kept daily journals. in the evenings they would gather to 
discuss the sketches and notes they had been working on that day.

Artists’ Travel Sketchbooks

J. M. W. turner was able to pack an amazing amount of information into 
tiny, evocative sketches that become even more remarkable when we re-
alize that each drawing is roughly 1 by 11⁄2 inches. turner used the 
thumbnail sketch as visual shorthand, often drawing in sketchbooks that 
measured only about 4 by 6 inches. When he made these sketches, he 
was planning his itinerary for an upcoming trip to italy by copying illus-
trations of the sites he hoped to see. the sketchbooks clearly illustrate 
that drawing can be a mentally transporting experience. Whenever pos-
sible you should try and draw the places you plan to visit; it can help you 
to catalog your expectations and sharpen your imagination.

Samuel Palmer, a contemporary of turner’s, also produced volumes of 
small sketchbooks; unfortunately, only 2 out of 20 have survived. his 
sketchbooks contain a lively variety of drawings and jottings. Like turner, 
Palmer often used a small sketchbook. this sketchbook is 41⁄2 by 77⁄16 
inches. the tree silhouettes really capture the gesture of the various 
forms, and the contour lines in the thumbnail landscapes contain an 

Figure 2-15  Laurie Olin. Sketchbook. 
Pen and ink.
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incredible amount of visual information. Working small keeps you from 
becoming too detailed and forces you to concentrate on the forms and 
major compositional elements. one by two inches is a good thumbnail-
sketch size.

Figure 2-16  J. M. W. Turner. 
Thumbnail sketches of Italian landmarks 
from a sketchbook entitled italian 
Guidebook. Pen and ink. 61⁄8" × 
315⁄16". This particular sketchbook is a 
visual directory of the places Turner 
intended to visit; the drawings were 
copied from travel guide books of Italy. 
(Clore Collection, Tate Gallery, London/
ArtResource, N.Y.)
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Bill Griffin, the creator of the Zippy the Pinhead cartoon, published a 
compendium of his travel sketches. his book, Waiter Get Me a Table With-
out Flies, is full of wonderful drawings, unique insights, and humorous 
situations. he has said that he uses a 3-by-5-inch spiral notepad so people 
will refrain from coming up and asking him what he is doing because 
they think he is a detective.

When traveling it can be very helpful to carry a lightweight folding 
stool. Carrying an aluminum tripod stool with a shoulder strap will make 
it easier to stop and draw. i’ve found that when i’m not carrying my stool 
with me i will only stop and draw where there is a comfortable seat, thus 
limiting my subjects. With a portable seat, you can increase your oppor-
tunities for recording visual elements. it is also helpful to carry a couple 
of heavy rubber bands with you. use these to secure the pages of your 
daybook from blowing in the wind.

these are just a few of the possible variations on the daybook format. 
You don’t have to follow any one form, but should develop your own 
individual method.

Figure 2-17  Eugène Delacroix. 
illustration from travels through 
Morocco Sketchbook. 1832. Pen and 
ink and watercolor. 711⁄16" × 51⁄8". 
Delacroix’s sketchbooks from his 
expedition to Morocco illustrate an 
excellent balance of small thumbnail 
sketches, gestures, and watercolors 
intermixed with written notes. The 
gesture of Delacroix’s figures and 
landscapes is brilliant in capturing the 
mood and sense of place, color, and 
sensation. He used these information-
packed studies as the basis for many 
paintings he did in his studio in Paris. 
(Musee du Louvre Département des Arts 
Graphiques)
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Exercise 2-4:  Watercolor Travel Sketchbook

Plan weekend outings with a group of friends for field watercolor sketching. 
Pick specific sites to visit before leaving on your journey. Begin your drawing 
with light construction lines in 6B pencil to develop a composition. After you’re 
pleased with the pencil sketch, lay down light watercolor washes, working from 
the background to the foreground, adding the shadows last. Try not to take 
longer than 30 minutes for each painting. When the 30 minutes are up, cri-
tique each other’s work before moving on to another view. Always travel with 
your watercolor kit and travel sketchbook.

Exercise 2-5:  Draw Every Day

Try to develop your own personal notation or visual language to record your 
environment and ideas. Your daybook should be an extension of your mind, a 
graphic indication of the struggles that are going on in your subconscious. It 
should illustrate your design process. Write down your impulses and thoughts, 
practice your composition, work on the interaction between text and image. 
View each page as a design element.

Figure 2-18  Samuel Palmer. 
Landscape studies. 1824. Pen and ink 
and watercolor. 41⁄2" × 77⁄16". This page 
contains imaginative contour drawings 
of foliage and beautiful landscapes.  
(© British Museum)
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Exercise 2-6:  Drawing Projected Images During Slide Lectures

An excellent method to improve your drawing skills is to always sketch the im-
ages during slide lectures. Begin by outlining a small frame, about 2 inches 
square, with an ink pen in your daybook; then use a quick gesture to capture 
the essence of each slide. This technique helps to build a concise memory of each 
image.

draw and write in your daybook every day and carry it with you always. 
the daybook is one of the most important pieces in your design reper-
toire. it’s a tool to help you indicate and test your ideas. Your book 
should always be at your side, your pen forever ready to jot down those 

Figure 2-19  Elise Brewster. 
Sketchbook. Pen and ink. A quick series 
of vertical lines record a forest and 
stream.

Figure 2-20  The working daybook is 
used continually by Randy Hester in his 
community design practice. This 
sketchbook page was developed on site in 
a community design workshop to help the 
participants visualize the design of 
Augustus F. Hawkins Nature Park. 
Randy uses a combination of pencil, ink, 
collage, and watercolor on site to help the 
community define their view of nature. 
Often he draws upside down while 
explaining an idea to the participants 
standing in front of him. (Photo: Steven 
Brooks)
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fleeting ideas that will lead you on fantastic explorations. in 1948 when 
Matisse showed his sketchbook to Françoise Gilot, a painter and Picas-
so’s first wife, she said it was full of “rapid signlike notations, an intimate 
document of his inquisitive mind at work” (Gilot 1990, 90).

Figure 2-21  Yes Duffy. The 
sketchbook is often used by graffiti artists 
to develop ideas for potential designs. 
These sketchbooks are the artist’s bible 
and therefore are not carried out to sites 
where the images are to be painted, 
because of the very real danger that they 
will be confiscated by the authorities 
while “getting up.” The sketchbooks are 
passed around with other graffiti artists 
to discuss and compare new designs, 
critiquing one another in the manner of 
the traditional artist’s salon. (Photo: 
Steven Brooks)
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Chapter Three

The Creative Environment

All those li’l finksters sittin’ in the back of class in 
all the schools around the world copyin’ junk out 
of my catalog at the back of class pumping out 

reams of worthless (?) trash as far as the teachers 
and parents are concerned, but developin’ their 
skills and style of thinkin’. That’s the important 
part. Keepin’ them hands busy and lettin’ their 

imaginations soar! Reality is a concept that we try 
to impose on kids and sometimes we destroy their 
ability or desire to fly with thoughts and ideas.

Ed “Big daddy” roth 
Confessions of a Rat Fink
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The Studio

ideally you will want to have your own space where you can draw, write, 
and think. ultimately your studio will become inextricably connected to 
your creativity. it is much more than just a room; it is a space filled with 
your life. this room should be a refuge, a welcoming place, a very special 
location where you can study, learn, and develop your individuality. it 
doesn’t have to be a huge artist’s loft; it can be any size. Most important, 
it should be accessible and comfortable, quiet, receptive, and relaxing. 
it can be even a small corner of a room, as long as you are happy in it 
and can leave your tools, books, and drawings undisturbed.

the creative process cannot be separated from the environment in 
which the work is made. no one will give you a creative space in which to 
work; it is something you will have to make yourself. it should be a place 
that excites you. Every day when i get up, i really look forward to going 
to my studio; in the evenings before i go to bed, i usually can’t wait to get 
back there the next morning.

Creative workspaces have many consistent features. one of the most 
common is access to natural light. A clear, uninterrupted flow of natural 
light is invaluable, and if you are lucky, a view is also nice. Leonardo rec-
ommended that the painter have a window shade to raise or lower to 
control the natural light. he also said the light for drawing from nature 
should come from the north so it will not vary. da Vinci felt that if you 

Figure 3-1  Studio of Ireneusz 
Ciesiolkiewicz. (Photo: Kathryn 
Drinkhouse)
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have southern light exposure, you should use an opaque cloth to cover 
the window to evenly disperse the sunlight.

the bigger the window the better, although Parisian garrets often have 
but one small opening. it is something simply elegant and wonderful 
when sunlight flows across your studio, illuminating your space with ra-
diant light.

Some artists will use adjustable white canvas curtains to vary the inten-
sity and provide an even cast of light. i prefer a southern exposure,  

Figure 3-2  Ireneusz Ciesiolkiewicz. 
Desk in corner of kitchen designed for 
drawing while cooking or making coffee. 
(Photo: Kathryn Drinkhouse)
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because i like to feel the sunlight on my back. however, i do have large 
canvas awnings to filter the light. unfortunately, the new tinted and ther-
mally insulated glass diminishes the quality of natural light by reducing 
the sun’s glare.

Most artists place a sizable easel or drawing board near the light source. 
nearby will be a small table for brushes, tools, and supplies. the artist 
must also have room to move away from the work in progress and to view 
it from a variety of distances. no matter what creative endeavor you are 
involved with, it’s important to be able to move away from the work and 
reflect on it. Many artists place a comfortable chair at a distance from 
the easel for reflection and contemplation.

Studios often contain a smaller table for writing, making small sketches, 
or working in a daybook. this is a thinking spot, where you can gaze out 
the window (if you have one) and let your thoughts run free. it allows 
you to change easily from the large-scale drawing to much smaller, more 
detailed sketches.

Another thing found in most studios is a comfortable place for reading 
or napping—perhaps a couch with a bookshelf nearby. Artists often look 
to books for inspiration; it’s always interesting to ask them what they are 
reading. Among the cases or piles of books found in this area of the stu-
dio you will often find books lying about open to photos or paintings. i 

Figure 3-3  The author drawing in 
natural light, with a cat as watchful 
critic. (Photo: Kathryn Drinkhouse)
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start the day by reading for a short period, then i work for a long time; 
later i take another short reading break, alternating between working 
and reading throughout the day and night. Being able to read while you 
work is an incredible luxury, but it is part of the overall process.

Many artists take short naps in their studios. in addition to being re-
freshing, naps also connect you with your dreams. rousseau would sleep 
in a chair right in front of his easel, alternating between painting and 
sleeping. Salvador dali would sometimes fall asleep in his studio, then 
jump up and immediately paint what he had been dreaming. i have 
found that napping in a slightly uncomfortable chair keeps me from 
sleeping too long—neck cramps limit me to 15 or 20 minutes.

Each individual personalizes his or her studio in a unique way. it is 
fascinating to go to different studios and see what artists have put up for 
inspiration. the whole studio will sometimes develop the character of 
the artist. You’ll find copies of the work of other artists, sheet music, 
train tickets, photos, cutouts from magazines, and all sorts of knick-
knacks. the walls of Braque’s studio looked almost like collages, hung 
with African masks, guitars, cutouts, thumbnail sketches, and keys. You 
could almost see his thought process at work.

Figure 3-4  A small area for working 
out ideas for larger projects. (Photo: 
Kathryn Drinkhouse)
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in a different vein, the English artist Glen Baxter has his drawing table 
set up in his living room in front of the television set. While he draws he 
also watches the television as a sort of meditation. this might explain the 
sardonic outlook of his work, which depicts unusual juxtapositions.

Artists usually like to be surrounded by their own work in addition to their 
tools and supplies. Your works become like family and friends: enjoyable to 
look at and comfortable to have around. if you get angry at or tired of a 
certain piece, you can always take it down and hide it away until you cool off.

Figure 3-5  Maria McVarish’s studio. 
(Photo: Cheryl Fenton)
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Some studios i’ve visited are so teeming with creative energy that i’ll 
want to pick up a pencil and start drawing, and sometimes i do. Maria 
McVarish’s studio is like that for me. Maria is a San Francisco artist who 
makes small constructions and assemblages in her tiny 5-by-8-foot studio. 
her whole studio has become a collage. Everything is so well designed and 
well placed that the room is a chamber of energy and dynamism. this sort 
of dynamism is described by Musa Mayer, Philip Guston’s daughter:

When I visited [Philip Guston] those last years, this big cinder block 
space with its tiny high windows seemed cavelike to me, like some under-
ground chamber filled with treasure. You walked in, he turned on the 
lights and there they [the paintings] were. You were completely sur-
rounded by amazing images, by legs and shoes, and ladders, by high red 
tides and drowning heads. (1988, 241)

Exercise 3-1:  Creating a Studio Space

Visit as many artists’ studios and design offices as you can. Make mental notes 
as to what features work and what elements you would like to incorporate into 
your own space.

Work on obtaining and setting up your own studio space. Spend as much 
time as necessary personalizing it and making it a comfortable refuge in which 
to work undisturbed.

Figure 3-6  The author’s studio 
surrounds him with his work. (Photo: 
Kathryn Drinkhouse)
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The Artistic Community

Pablo Picasso once said he “never avoided the influences of others.” Art 
does not happen in a vacuum. it needs reinforcement, reassurance, 
community, and criticism. often artists have only one another for en-
couragement.

none of the great artistic movements of the past happened in the sub-
urbs. Most have grown in urban environments—Paris, new York, San 
Francisco. it seems that at some point in their careers most poets, writ-
ers, painters, and designers find sources of inspiration in cities. Cities 
provide a variety of venues where people of similar interests can gather. 
in these centers you are surrounded by creative people who are passion-
ate about their work. through socialization and companionship, a 
strong bond develops among the arts. it is important for artists to be 
surrounded by others who are driven and motivated. in Seeing with the 
Mind’s Eye Mike and nancy Samuels wrote, “Artists are nourished by each 
other more than by fame or by the public… to give one’s work to the 
public is an experience of peculiar emptiness” (1975, 169). the type of 
social environment they spoke of can be infectious, generating an en-
ergy that often results in a movement.

A perfect example of this is the Paris salon of Gertrude Stein and Alice 
B. toklas, which was a haven for writers, poets, and artists in the 1930s. 
Picasso, Braque, hemingway, and other members of the “lost genera-
tion” were highly influenced by the ideas exchanged there.

Figure 3-7  Maria McVarish. A 
dynamic creative environment. (Photo: 
Cheryl Fenton)
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the communication between henri Matisse and Pablo Picasso devel-
oped a new style of painting. Picasso referred to their relationship as a 
marriage. in 1908 the two artists

initiated an unusual artistic dialogue which they pursued day after day 
until 1914. They worked in separate studios and met in the evening to 
evaluate works in progress and agree on further research. The ideas they 

Figure 3-8  Maria McVarish. Small 
drawing desk next to window. (Photo: 
Cheryl Fenton)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


52 Drawing the Landscape

developed and shared attracted other artists, who adapted them to suit 
their own needs. (Gilot 1990, 187)

in new York City during the Abstract Expressionist movement of the 
1940s and 1950s, artists, poets, and writers would gather at the Waldorf 
Cafeteria. the Waldorf was a well-heated, all-night cafeteria where you 
could talk for hours and not be thrown out. Joyce Johnson, a writer who 
was a college student at that time, recalls these days:

Ideas flashed by like silver freight trains that wouldn’t stop at your sta-
tion to unload but had to push on to a vanishing point in the distance. 
What was Jungian? Existentialist? Abstract Expressionism?… [Those 
who stopped by included] e. e. cummings, W. H. Auden, Maxwell Boden-
heim, Delmore Schwartz. Painters like Hans Hofmann, Jackson Pollock, 
and Franz Kline. Obscure younger people too, like Allen Ginsberg, who 
moved downtown to the Lower East Side before he followed [Jack Ker-
ouac’s] route westward in pursuit of Neal Cassady. (1983, 42)

new York’s Cedar tavern was the favored drinking establishment for 
painters and writers of the period. there were generally lively discus-
sions or fistfights going on about one ideology or another. Painters such 

Figure 3-9  Gathering in SoHo after 
Clark Coolidge’s poetry reading at a 
nearby gallery. 1986. (Photo: Kathryn 
Drinkhouse)
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as Willem de Kooning, Franz Kline, Larry rivers, and Jackson Pollock 
were just a few of the regulars. Jack Kerouac also mingled with these art-
ists, whose work was similar to his in style.

Like Picasso and Matisse, robert rauschenberg and Jasper Johns also 
had an important creative relationship. in the summer of 1953 rauschen-
berg moved into a loft on Pearl Street in new York City, where Johns 
lived. they would visit each other at the end of the day and look over 
what they had both worked on. Perhaps their union allowed them to 
break away from Abstract Expressionism, the major force in the art world 
at that time. they criticized and encouraged each other’s work and 
shared long discussions. their communion was important despite their 
different styles. of it, Johns is quoted as saying:

You get a lot by doing. It is very important for a young artist to see how 
things are done. This kind of exchange we had was stronger than talk-
ing. If you do something and I do something, it means more than what 
you say. It’s nice to have verbal ideas about painting but better to express 
them through the medium itself. (Scharifman 1993, 204)

When i studied at the Art Students’ League in the 1970s, new York saw 
an incredible explosion in creative energy. it was a tremendously inspir-
ing environment that continues to influence my work. the Lower East 
Side was bursting with new galleries, poetry readings, performance art, 
and the punk rock scene. Participating in this opened my eyes to the 
potentials of interaction between the arts. Associating with artists who 
were so committed and passionate about their art that they were willing 
to fight about it was deeply moving.

i have found that same energy since moving to the San Francisco Bay 
area. the Bay Area has always been a center for the literary arts, begin-
ning with the Beats in the early 1950s and continuing today with the 
poetry renaissance and underground comic scene. San Francisco is a 
nucleus for performance art, installation art, and underground theater. 
the Bay Area is also a mecca for landscape architects and home to many 
of the profession’s heroes: halprin, Eckbo, and Walker. i am pleased to 
be among a group of artists, poets, writers, architects, and landscape ar-
chitects that meets once a week to discuss current projects.

But throughout the united States, the profession of landscape archi-
tecture must become part of the larger creative community, participat-
ing and collaborating with artists from all fields. Start a group or salon 
where you meet with colleagues once a week. invite a variety of people 
from many disciplines; get together and discuss one another’s work, and 
visit each other’s studios. the main thing is that you make your meetings 
consistent, because once you break the routine it becomes easier to not 
get together. Picking a topic to discuss beforehand is a good way to begin 
your meeting; many groups find shared reading a good way to get 
started.

You don’t have to be in a large metropolitan area to find or start a 
reading group. Small reading groups have been forming throughout the 
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country in connection with a monthly publication called the Utne Reader, 
which is an anthology of articles, book excerpts, and assigned articles on 
current topics. the publication even provides guidelines for starting 
local reading groups. Each person reads the issue and comes to the 
meeting prepared to discuss it. depending on how each group is set up, 
the meeting is scheduled at the same place each month, or it revolves to 
each member’s home. it’s helpful to be a member of a supportive group 
that can offer positive feedback, even if you’re not discussing art or land-
scape architecture per se.

Figure 3-10  Opening night of an 
exhibition of landscape drawings, 
paintings, and sculptures at Facade 
Gallery, New York City, 1984. (Photo: 
Kathryn Drinkhouse)

Figure 3-11  Wally Wood. Pen and ink. Wally Wood/Weird Science #18. (Mars is heaven by Ray Bradbury © 1948  
© 1952 Fables Publishing Co., Inc. re © 1980 William M. Gaines, Agent)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


The Creative Environment 55

country in connection with a monthly publication called the Utne Reader, 
which is an anthology of articles, book excerpts, and assigned articles on 
current topics. the publication even provides guidelines for starting 
local reading groups. Each person reads the issue and comes to the 
meeting prepared to discuss it. depending on how each group is set up, 
the meeting is scheduled at the same place each month, or it revolves to 
each member’s home. it’s helpful to be a member of a supportive group 
that can offer positive feedback, even if you’re not discussing art or land-
scape architecture per se.

Figure 3-10  Opening night of an 
exhibition of landscape drawings, 
paintings, and sculptures at Facade 
Gallery, New York City, 1984. (Photo: 
Kathryn Drinkhouse)

Figure 3-11  Wally Wood. Pen and ink. Wally Wood/Weird Science #18. (Mars is heaven by Ray Bradbury © 1948  
© 1952 Fables Publishing Co., Inc. re © 1980 William M. Gaines, Agent)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


56 Drawing the Landscape

Inspiration

Examine all things intensely and relentlessly. Probe and search… follow 
it down until you see it in the mystery of its own strength. (Dillard 
1989, 78)

how do you find your own source of ideas and locate your personal 
muse? inspiration is integral to the drawing process, for one must be 
inspired to draw well. Art is the process of sifting through many inspira-
tional sources and bringing them into focus to produce your own  

Figure 3-12  Ed “Big Daddy” Roth 
with customized VW-powered “Secret 
Weapon.” 1967. (Petersen Publishing 
Company, Photo Department. Courtesy 
Ed Roth)
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singular vision. Finding your own muse is critical to sparking your imag-
ination. First, you must love your work and love that which fires your 
imagination. no one will come up and whisper directions into your ear. 
You must be open-minded and simultaneously focused on your ideas. 
You must develop tricks to spur your imagination and consistently court 
your muse, for it can be elusive and bewildering.

Since i did not have a traditional art education, my personal sources of 
inspiration tend to be unusual. Sometimes you must look for unusual 

Figure 3-13  High school sketchbooks, 
1963. Pen and ink.
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and nontraditional sources of inspiration if you are going to take innova-
tive leaps. inspiration and creativity are very closely linked.

My earliest inspiration came from the illustrations in 1950s Mad maga-
zines, particularly the science fiction landscapes of Wally Wood. Each of 
his highly detailed drawings could hold my attention for at least an hour. 
unfortunately, that was the length of our high school class periods. i 
would spend an entire class period losing myself in his drawings and 
exercising my imagination rather than memorizing math or Shake-
speare. Luckily, i did not suffer much in the long run. i learned primar-
ily from copying Wood’s marvelous ink lines, highlights, and shadows. 
drawing his wild landscapes opened up my imagination while i devel-
oped my drawing skills. today i judge the quality of a drawing by how 
long it holds my attention; the proper length of time is the length of a 
high school class, about fifty minutes.

Later in high school i discovered the “monster” t-shirts of Ed “Big 
daddy” roth and sent away for his catalog. i would spend hours studying 
his drawing technique and the crazy, imaginative custom cars he designed, 
and copying his t-shirt designs until i could draw them from memory. 
Eventually i took all these images and reassembled them into surrealistic 
landscapes, which were my first forays into landscape architecture.

Figure 3-14  Ed “Big Daddy” Roth’s 
“Beatnik Bandit.” 1962. (Photo: 
Kathryn Drinkhouse)

Figure 3-15  Neal Cassady with Jack 
Kerouac in San Francisco, 1949. (Photo: 
Carolyn Cassady)
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these images, together with the sculptural art of hot-rod cars, were my 
early muses. What i learned from these works was that art is a transfor-
mational process, something that you do for the love and passion of it, 
something that rarely pays for itself. Most people have to work other jobs 
in order to support their art, but it is the vision that counts.

As noted earlier, in addition to studying the visual arts, many illustra-
tors, painters, and sculptors immerse themselves in literature or poetry. 
in college i discovered the literature of the Beats and was especially awed 
by Kerouac’s On the Road. it was from his observations of the artistic com-
munity that i first realized the importance of being part of a community 
of like-minded beings. i was also impressed with the Beats’ enthusiasm 
for life, and their explosive way of embracing their surroundings. their 
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work allowed me to begin to see landscapes in a nontraditional way and 
forever changed my perceptions of reality:

I wasn’t frightened at all that night; it was perfectly legitimate to go 110 
and talk and have all the Nebraska towns—Ogallala, Gothenburg, Kear-
ney, Grand Island, Columbus—unreel with dream-like rapidity as we 
roared ahead and talked. It was a magnificent car; it could hold the road 
like a boat holds on water. Gradual curves were its singing ease. “Ah, 
man, what a dream boat,” sighed Dean. “Think if you and I had a car 
like this what we could do. Do you know there’s a road that goes down to 
Mexico and all the way to Panama?” (Kerouac 1955, 189)

The Creative Process

When Matisse painted he tried to get closer and closer to his original sen-
sation, to apprehend and comprehend the mood, the mode, and feeling 
that led him in a certain direction. He trusted his intuition; he concen-
trated until eventually he was able to conclude. (Gilot 1990, 156)

Creativity is perhaps the most important step in the production of inno-
vative and exciting drawings. there is a certain degree of magic and 
mystery to creativity, but if you understand the process, it may come eas-
ier. First, you must be open and receptive to your imagination. Creativity 
is not one of those things that comes effortlessly; it is not instantaneous. 
it takes a lot of work, and artists strive for it constantly. Creativity is 90 
percent hard work and intense preparation. ideas implanted in your 
mind linger for a long time; they’re nurtured, then explode into a burst 
of creative energy. When hemingway lived in Key West, he would get up 
early every morning and go out to his writing studio. he would sit at his 
typewriter until early afternoon even if nothing came to him, even if he 
could not write a single word. if nothing came by afternoon, he would 
then head down to Sloppy Joe’s Bar. But when the ideas clicked and the 
energy flowed, he would sit for days typing. the creative flow is very 
much intertwined with perseverance.

in their book Seeing with the Mind’s Eye, Mike and nancy Samuels state 
that the creative process consists of four stages: preparation, incubation, 
illumination, and verification. in the first stage, preparation, the artist 
consciously and unconsciously searches for an idea; sometimes this idea 
remains unknown to the artist. As a result, he or she builds a storehouse 
of ideas, collecting data, reading, looking. Preparation is a state of an-
ticipation and even anxiety.

during the incubation stage, the ideas, thoughts, designs, and con-
cepts gestate in the subconscious. researchers theorize that this is the 
most important stage of creativity. the impulse lies dormant in the sub-
conscious mind and deals primarily with images. often in this stage, art-
ists receive incomplete visions of images they are trying to resolve. As the 
Samuelses put it, “in the mind unconscious images join, rejoin, become 
interlocked, and form entirely new images” (1975, 241).

Figure 3-16  Charles Burchfield. Falling Leaves, Maple tree. Crayon on paper. 21" × 15". (Courtesy Kennedy Galleries 
Inc., New York)
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the third stage, illumination, is that unexpected moment when the 
vision takes on concrete form in the imagination. images come forth 
freely and easily; the artist is connected with a stream of consciousness. 
this spontaneous moment of inspiration is combined with feelings of 
happiness and well-being. this is the state for which all artists strive, and 
it is perhaps the most exciting stage in the creative process. the Samu-
elses call the moment of illumination “a visualization experience—a 
dense, wordless, sensory experience symbolic of a highly complicated 
concept” (1975, 248).

Verification is the process of organizing and refining the work. the 
design begins to take form easily; you reshape the ideas, making minor 
adjustments, and complete the product. the artist can step away from 
his or her personal attachment to the work and view it with a critical eye. 
this is the point where the skill to draw the images from stream of con-
sciousness becomes valuable.

of course, this is a very rational analysis of the process, and artists 
should not try to force their work into such an orderly system. however, 
you should try to be aware of how your own ideas originate, form, and 
become reality. realize that there is no linear way to proceed and that 
the creative process shifts among these stages.

Exercise 3-2:  Finding a Comfortable Place to Work

To facilitate the creative process, it is important that you have a place set up 
where you can work. This must be a personalized space, receptive and relaxing. 
Next, you must set aside a certain time each day when you will be at this place; 
this time should be sacrosanct. Sit there daily, drawing, writing, thinking, and 
daydreaming.

Figure 3-17  Chip Sullivan 
Visionary Landscape. 1989. Pen and 
ink on paper.
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the most productive time of day varies with the individual. Some art-
ists get up at four in the morning and work before they have to go to the 
office. others find the late evening to be their best time. Some come 
home from work in the evening, take a short nap, get up and make a pot 
of coffee, then work late into the night. Find the best time for yourself to 
work and stick to it.

When Jack Kerouac had written his first complete draft of On the Road, he 
experienced an almost ecstatic state. After many false starts, beginning with 
his journal entries in 1948, Kerouac embarked on a new version of the 
novel in 1951. in early April he taped together twenty-foot strips of Japa-
nese drawing paper so he would not have to interrupt his flow of words by 
having to put new sheets of paper into the typewriter. he then began.

For the next twenty days he types almost non-stop. He slept rarely…. He 
was sweating so badly that he went through dozens of tee-shirts a day, 
wringing them out and hanging them all over the apartment. By April 9 
he had written 34,000 words; by April 20, 86,000, nearly finishing the 
novel. The whole manuscript was a single paragraph with no commas 
and few periods…. He had finally found his own literary Road.  
(Nicosia 1983, 343)

You have to work very hard to reach such an intense flow of creativity; 
if and when you find it, stay with it, as you can work for long periods of 
time in this heightened state.

When the painter Philip Guston was overcome by the creative state, 
the results were much the same:

I’ve been painting around the clock, 24 hours or more—sleep a bit and go 
back to it—it is totally uncontrollable now…. It is a new “Real” world 
now that I am making—and I can’t stop…. This is a way of working 
not defined essentially by chronological age, but by certain attitudes: a 
newly discovered freedom, a belief in instinct, a sense of isolation, a feel-
ing of holy rage. (Mayer 1988, 179)

Charles Burchfield also spoke of reaching this point:

Ideas, memories and sensations are pouring in upon me…. I feel as if I 
ought to have four hands and 48 hours…. After I got into bed I had to 
get up again and again to jot down ideas. My hand seemed to work with-
out any help from my mind. It was almost midnight before the tumult in 
my brain subsided. (Baur 1956, 76)

understanding the steps that induce such a heightened condition is a 
good place to begin. the productive states just mentioned transmit and 
translate ideas from our minds into visual representation.

Visionary artists, able to discern what the rest of us still cannot, embrace 
and announce through their art the principles emanating from this “spir-
itus mundi.” (Schlain 1991, 387)
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Chapter Four

Equipment and  
Drawing Instruments

One thing is quite certain: in creative moments I 
 have the great privilege of feeling thoroughly 
calm, completely naked before myself, not the  

self of a day but the whole sum of self,  
totally a working instrument.

Paul Klee 
The Diaries of Paul Klee
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Equipment

now we take up the matter of equipment. though drawing aids are best 
avoided for spontaneous freehand drawings, there are certain tools you 
will need. the quality and character of your drawings will be dictated to 
an extent by the equipment and materials you use. there are so many 
kinds of drawing tools to choose from that even an expert can be over-
whelmed, so the best rule is to start out buying only a few tools of excel-
lent quality and then slowly accumulate more. You can learn a lot about 
drawing tools and supplies by studying catalogs. An excellent catalog is 
published by daniel Smith inc., A Catalog of Artists’ Materials (4130 First 
Avenue, South Seattle, Washington, 98134). Browsing in your local art 
supply store can also be very informative.

Figure 4-1  Drawing equipment.

Figure 4-2  Clockwise from top left: 
drafting-tape dispenser; tracing paper; 
flexi-curve; circle templates; T-square; 
clear plastic triangles; X-Acto knife; 
adjustable triangle; heavy-duty mat 
knife; metal straightedge; compass; 
architects’ and engineers’ scales; a 
parallel glider. (Photo: Kathryn 
Drinkhouse)
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A solid, smooth surface to work on is a necessity. A wooden drawing 
board, 23 by 31 inches, provides a good surface. For field sketching, a 
portable 18-by-24-inch drawing clipboard and large rubber bands to se-
cure the paper in the wind is useful.

A heavy sheet of illustration board can provide a fine drawing surface. 
if you leave your work out on the drawing board for extended periods of 
time, use a cloth cover to protect it. to hold your work in place use low-
tack drafting tape, available at art supply stores. Masking tape is much 
stronger and can easily rip paper. thumbtacks and pushpins will also 
come in handy for holding your work down and for hanging it up to 
look at. An X-Acto knife with a #11 blade will be useful. use a metal 
straightedge whenever you cut paper or cardboard.

triangles and a t-squares should be in every studio as well, to help you 
make straight lines. Standard triangle sizes are 30/60 degrees and 45 
degrees; an adjustable 45-degree triangle can be quite useful because it 
can be adjusted to make angles from 0 to 90 degrees. the length of the 
t-square corresponds to the length of the drawing board. test a variety 
of triangles and t-squares at the art supply store to find the ones that are 
right for you.

no studio should be without an architectural scale and an engineering 
scale. in representing objects that are larger than can be drawn to their 
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full size, it is necessary to reduce dimensions on the drawing proportion-
ately. Most often design ideas are drawn to a proportion of their true size 
so they can fit within the area of the drawing board. A scale can reduce 
or enlarge dimensions proportionally. Scales can come in two different 
types, either flat or triangular. Architectural scales are divided into 3⁄32, 
1⁄8, 3⁄16, 1⁄4, 1⁄2, 11⁄2, and 3 inches to the foot. Engineering scales are divided 
into 10, 20, 30, 40, 50, and 60 parts to the inch. these come in many 
varieties; pick one that suits your individual taste.

A variety of circle templates will also be necessary, particularly for draw-
ing landscape plans. obtain templates with both small and large circles. 
An adjustable compass with interchangeable ink and pencil points is an 
excellent tool for drafting circles of all sizes.

Empty tomato cans and large glass jars are great for holding drawing 
tools. Cigar boxes are not only beautiful objects, but also utilitarian. if 
you don’t smoke cigars, visit your local cigar store and buy empty boxes.

A large portfolio is necessary to protect and store your drawings; be 
sure to always lay your work flat. in the field, a large canvas carpenter’s 
bag is ideal for holding all of your tools.

Finally, it is also a good idea to work in a well-ventilated place with a 
window that you can open for fresh air.

Figure 4-3  Storage containers. 
(Photo: Kathryn Drinkhouse)

Figure 4-4  Emily Stussi. Drawing 
done with pencil and kneaded eraser.
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The Pencil

Even the experienced artist, accustomed to the everyday use of these acces-
sories, can hardly gaze upon a new clean sheet of paper and pencils 
pointed and ready to use without itching to begin, a desire to seize a pen-
cil and be at it. There is something about such materials that lures you on 
and urges you to do your best. (Guptill 1977, 15)

the pencil is a timeless instrument and perhaps one of the most versatile 
drawing tools you can own. the old-fashioned wooden pencil has an in-
credibly sensitive touch and feel. Wooden pencils are the best to use 
because of the warm feel of the wood. they also give off a wonderful 
wood smell when they are hand-sharpened with a knife. When used to 
their full potential, pencils can yield marvelous results, from quick stud-
ies to detailed works. Paul Klee became so attached to his pencils he gave 
them names such as nero, Chrüttli, and rigoletto.

Graphite pencils range from very soft to very hard. the pencil grading 
system ranges from 9h, for hardest, to 9B, for softest, with hB and B in 
the medium range. Pencils are usually numbered in the following order: 
9h, 6h, 5h, 4h, 3h, 2h, h, hB, B, 2B, 3B, 4B, 5B, 6B, 7B, 8B. the softer 
the pencil, the more often you will have to sharpen it. Pencils are either 
hexagonal or round; you have to decide which type is the most comfort-
able to use. often you will use a few different pencils in the same drawing  

Figure 4-5  Pencils, clockwise from 
right: the classic Dixon Ticonderoga #2; 
HB; 2B; 6B; Berol 314 Draughting; 
Ebony 6325; Pink Pearl eraser cut into 
special shapes; kneaded eraser pushed 
into small ball; erasing shield with bent 
corner for easy pickup; sanding block; 
single-edged razor blade; pencil extenders. 
(Photo: Kathryn Drinkhouse)
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in order to achieve a variety of marks. it is best to avoid the harder draft-
ing pencils, except for specific tasks such as hard straight lines. When 
selecting a pencil look for one that will produce a consistent, solid line 
with lead that does not break easily. the Eberhard Faber Ebony 6325 is 
a classic pencil and produces a very smooth black line. Another classic is 
the Berol 314 draughting pencil, which was developed for architectural 
sketching and drafting. Along with these, everyone’s sketch box should 
contain a dixon ticonderoga #2, an hB, a 2B, and a 6B.

Sharpening

For sharpening the pencil some artists use a hand-operated or electric 
pencil sharpener. the advantages of the electric sharpener are that it is 
quick and produces a consistent symmetrical point, but it wastes a lot of 
the pencil. the best way to sharpen a point is still by hand; this gives the 
most control over the type of point selected. to shape a point by hand, 
use a single-edged razor blade or an X-Acto knife. Cut the wood back 
three-quarters of an inch, exposing a quarter inch of lead. use a sanding 
block to point it; if you’ve made a long taper, the pencil can easily be 
repointed many times on the sanding block before recutting it. First 
decide what type of point is needed: a standard tapered point, chisel 
point, or blunt point. the chisel point can be used to create a variety of 
very sharp to very broad lines. the blunt point can be used to make very 
broad, thick lines. Keep a rough piece of paper next to your drawing and 
rub the point on it to shape it between sandings. Keep a soft cloth nearby 
to wipe excess graphite from the point. i’ve made a special box for sharp-
ening my pencils that holds the cuttings and has a built-in sanding block 

Figure 4-6  To sharpen the pencil, cut 
back the wood to a long taper, exposing 
about a quarter-inch of lead. (Photo: 
Kathryn Drinkhouse)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


Equipment and Drawing Instruments 71

and cloth. When doing a lot of pencil work it is a good idea to start the 
day by sharpening a number of them. When the drawing is going well 
you won’t have to waste time sharpening your pencil. this ritual is some-
thing that should be enjoyable and savored.

the pencil holder or lengthener is a great device that prolongs the life 
of a pencil, which is especially important if you become attached to your 
pencils. Some artists like them for the balance they give the pencil. When 
doing a lot of pencil drawing, put a cloth or piece of paper under your 
hand to keep from smudging the lines. Better yet, use a drawing bridge 
so your hand floats above the paper. A drawing bridge is a slightly ele-
vated resting surface for your drawing hand and prevents smudging. 
they can be purchased at most art stores. After completing a drawing, 
varnishlike effects can be achieved by coating it with either acrylic matte 
medium or acrylic gloss medium.

Exercise 4-1:  Pencil Practice

After selecting your pencils, practice drawing with them on a variety of surfaces. 
Look for the different reactions of each pencil. Practice filling up a large piece of 
paper with random, wandering doodles; see what kinds of lines the different 
pencils produce. Use a sanding block to make different points and see what they 
can do. Push the limits of each pencil.

Erasing

the all-around best tool for erasing pencil work is the soft, pliable 
kneaded rubber eraser. the kneaded eraser can be used in several ways: 
you can press it down and lift off the graphite to lighten up lines or 

Figure 4-7  Use the sanding block to 
point the lead into a tapered, chiseled, or 
blunt point. (Photo: Kathryn 
Drinkhouse)
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tones; it can be pinched together to erase small areas; and with firm rub-
bing it can totally remove pencil marks. Pink Pearl or gum erasers are 
ideal for erasing graphite not easily removed with a kneaded eraser. With 
a knife they can be trimmed into small shapes for tiny erasures. Keep a 
soft brush nearby to wipe the erasures off the paper so they will not get 
smudged into the drawing. A flexible stainless-steel erasing shield can be 
used as a guide to accurately remove a limited area of pencil work with-
out disturbing the surrounding drawing.

Drawing Paper

there is an enormous variety of papers available today; find the types 
that are most receptive to your work. take time to learn about the unique 
characteristics of each type of paper. When you find the right paper it 

Figure 4-8  When drawing, put a 
cloth, a piece of paper, or a drawing 
bridge under your hand. (Photo:  
Kathryn Drinkhouse)
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can be an inspiration. there is no substitute for feeling and seeing the 
paper to learn about its qualities. You should always use an acid-free 
paper with a neutral ph. the tooth of the paper is its surface roughness 
and will affect line quality. For example, a smooth, glossy paper requires 
a much softer pencil, whereas rough paper takes a harder pencil.

For general sketching practice, an 18-by-24-inch newsprint sketch pad 
is fine. it is acid-free and provides an excellent surface for drawing in all 
media, including wash. Strathmore 500 Series bristol drawing paper is 
outstanding for drawing. it is 100 percent cotton, is acid-free, and can 
take repeated erasures and reworking. it comes in a vellum finish, which 
is slightly toothy, and a plate finish, which is smooth. Lightweight yellow 
tracing paper has many fine qualities for drawing with pencil: it has a 
wonderful tooth, it can be used for overlays, and it is inexpensive. its yel-
low tint makes it pleasing to the eye and a good background for pencil. 
drafting vellum has a fine surface for pencil drawing and drafting, along 
with excellent tooth and good erasability. it is transparent and can be 
used for overlays. Because of their transparency, both yellow trace and 
vellum have long been the standard papers for blueprinting and diazo, 
which is a copying process. When used in large-format copiers, yellow 
trace will produce a slightly gray background, but many designers like 
this effect. Vellum will usually reproduce fairly clearly.

Soft Media

Soft media such as charcoal and pastel are not often used in landscape 
architectural drawings, but they can be employed for special effects. the 
red chalk landscape drawings of Leonardo da Vinci illustrate the poten-
tial of soft media. he was able to produce atmosphere and detail with a 
simple piece of chalk.

Charcoal

Charcoal is an indispensable tool for the artist and has been used for 
centuries. it comes in a variety of hardnesses. it is easy to use and is excel-
lent for atmospheric techniques or quick drawings. For landscape draw-
ing it can be rubbed into a smooth rich surface to produce dense areas. 
to smooth it you can use your fingers, a kneaded eraser, a stump, or a 
tortillon (rolled papers for smoothing soft media). A kneaded eraser can 
also be used to lighten dark areas. the best type of charcoal to use is a 
4B Conté compressed stick. the Bistre (brown umber) and the San-
quine Watteau (red) Conté crayons are also classic drawing tools and 
can be used in the same manner as charcoal.

Pastels

An advantage of pastel is that it is immediate and convenient, and it 
comes in a wide range of brilliant colors. it can be very difficult, however, 
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to get fine details, and because of its powdery nature, it must be set with 
a fixative. Pastels are effective for transparent washes of brilliant color 
over ink or pencil drawings. the basic primary colors are all that is 
needed to begin. For skies, water, or ground planes, they are ideal. take 
a razor blade or an X-Acto knife and shave off a fine powder of pigment 
onto a sheet of paper. use a cotton ball or cotton swab to pick up the 
pigment and lightly rub it down on the drawing. repeat this process 
until the designated area is covered. use your fingers, a stump—a cigar-
shaped implement to blend or smudge soft drawing mediums—or a soft 
cloth to smooth it out. A kneaded eraser can also be used for blending 
or lifting off the pigment.

Figure 4-9  Leonardo da Vinci. 
Storm over a Valley in the Foothills 
of the Alps. Red chalk. c. 1500. 198 × 
150 mm. (The Royal Collection © 2003 
Her Majesty Queen Elizabeth II)
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Oil Pastels

oil pastels are very expressive media and difficult to use. they can be 
used for creating bold, abstract, and impressionistic landscapes. they 
cannot be sharpened, so they’re not very accurate; also, you cannot erase 
them. oil pastels are more resistant to rubbing than pastels and do  
not need to be fixed. they are best used over an ink or pencil drawing  
for broad areas of color. oil pastels produce unusual depth when you 
use them to color the underside of drawings on transparent paper.  
You can blend them with linseed oil and a cotton swab, and use a knife 
to scrape away color, creating sharp lines. You can also use oil pastels to 
color photocopies.

Exercise 4-2:  Soft Media

Take you all your soft media and play with them in your newsprint tablet. See 
what they can do. Practice blending, rubbing, lifting, and erasing them. Use 
your fingers to push them around.

Figure 4-10  Clockwise from top right: 
Conté crayons; 4B Conté compressed 
charcoal stick; kneaded eraser; tortillon; 
pastels; oil pastels; stump. (Photo: 
Kathryn Drinkhouse)
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Pen and Ink

Pen and ink was used for writing and drawing as early as 2500 b.c. From 
the renaissance through the nineteenth century, artists and draftsmen 
developed the pen-and-ink technique to the point where, today, it holds 
an important position among the artistic media. drawing with pen and 
ink has distinct advantages. it is a very inexpensive medium that allows 
you to make crisp, delicate, accurate drawings with absolutely black lines. 
ink line drawings will not fade and can be effectively and economically 
reproduced as high-quality images. there is probably no other medium 
that allows for such a high degree of development of personal style.

The Steel Quill Pen

the steel quill pen is an exquisite instrument; nothing can quite equal its 
undulating swiftness. it is one of the most vigorous and expressive of all the 
available drawing instruments. there are innumerable styles of pen points 
from which to chose. For a good, versatile beginning set, choose the #102 
hunt crow quill for very detailed, fine-line work; the #99 hunt drawing 
point has a very flexible point that produces some very expressive lines; and 
the #512 hunt extra-fine bowl point has a rounded point for making large, 
bold lines. A holder with a good feel is the Koh-i-noor #127 with a cork 
handle. Write down the style and number of your pen points before they 
become caked with ink and you cannot read them.

Figure 4-11  Walter Hood. 
Landscape. Oil pastel. 1994.
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india ink is the best to use in your pens. Get a bottle with a wide bot-
tom so it will not spill easily, and a rubber dropper to fill the pen point. 
Always shake and stir the ink before using it. A small wide-mouth jar with 
a lid can be used as an inkwell and is faster than using the ink dropper. 
Placing the ink source in a small cardboard box makes it next to impos-
sible to spill. next to the ink source, tape down a small piece of paper to 
test the ink flow before drawing. next to the test strip have a soft cloth, 
and wipe your pen clean every so often.

Technical Pens

technical pens are a great advancement for architectural drafting; they 
produce even lines and can’t be beaten for drafting work that needs 
consistent line quality. this uniformity of line is also one of the major 
drawbacks of technical pens; they don’t allow the dynamic texture and 
spontaneous line of a flexible steel quill.

technical pens come in a variety of widths from very fine to quite wide. 
Another disadvantage of these pens is that it can be difficult to keep 

Figure 4-12  Left to right: the 
technical pen; #512 Hunt extra-fine 
bowl; #99 Hunt drawing point; #102 
Hunt crow quill. (Photo: Kathryn 
Drinkhouse)
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them working, because they clog easily, although there are now several 
on the market that are trouble-free, including the rotring and the rapi-
dograph. Point sizes 00, 1, and 3 provide the basic line weights for most 
drawing requirements. For special effects you can use quill and technical 
pen together. A specially formulated nonclogging ink is designed for 
these pens, and you should use it. it is a dense, free-flowing ink that pro-
duces high-quality lines and comes in a variety of colors.

The Drawing Surface

Steel quill pens and technical pens work best on smooth, hard paper. if 
the paper is soft and rough, the finer pens will catch on the surface and 
break the flow of the line. the more porous papers will cause bleeding 
and will produce unusual lines. Sometimes this effect can be used to 
your advantage, but if you want control, don’t use porous paper. Like-
wise, tracing paper is difficult because it wrinkles under ink. drafting 
vellum is excellent for ink as well as for pencil drawing. the three-ply 
Strathmore 500 Series is great; both plate and vellum finishes respond 
well to ink. You can also get some interesting effects with watercolor pa-
pers. try a variety of papers to see which kinds work best for you. Before 
using the paper rub it with pounce, a powdery preparation that keeps 

Figure 4-13  Setting up for ink 
drawing. Clockwise from top left: holder 
for steel quill pens; metal school inkwell; 
wood holder for ink bottles and paper for 
testing pens; technical pens; cardboard 
holder for inkwell; rubber Higgins ink 
bottle holder; sketchbook with #99 Hunt 
drawing point; soft cloth for wiping pens; 
brush; #512 Hunt extra-fine bowl; 
tissue; Sanford MagicRub erasers. 
(Photo: Kathryn Drinkhouse)
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the ink from smudging and keeps oil from your hand off the page. Brush 
off any remaining pounce so that the pen does not pick it up. As you are 
drawing, periodically pounce the paper to remove any dirt or grease that 
might have accumulated.

inexpensive tracing paper can be used to work out your rough prepa-
ration sketches. the drawing sequence can evolve by tracing the original 
drawing onto a series of tracing paper overlays where the drawing is re-
fined on each successive overlay. When you begin your final ink drawing 
you can use a light table to trace the study drawing onto the final paper. 
Be careful not to drag your hand through the wet ink.

nonreproducible blue pencils can be used for the underdrawing for 
the finished ink drawing. When subjected to printing or photocopying, 
the blue underdrawing will disappear, leaving only the ink lines. the 
advantage of this process is that you do not have to erase the pencil lines. 
if you use a standard pencil for the underdrawing, make sure the ink has 
dried thoroughly before you erase. to erase the pencil use a plastic San-
ford Magic rub or a gum eraser. With a sharp single-edged razor blade, 
scrape off small mistakes. An old-fashioned typewriter eraser can be 
handy for removing mistakes or lightening the ink lines. An electric  
erasing machine can rapidly remove ink lines. these are excellent for  

Figure 4-14  Quill pen and ink on 
Strathmore board. 1989.
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removing large areas of ink, but they should always be used with an eras-
ing shield. Be careful not to damage the drawing surfaces.

Exercise 4-3:  Ink Practice

With all your ink pens, make thousands of lines in a bristol tablet. Learn the 
limitations and possibilities of your pens, but most of all, become comfortable 
with them. Because ink is permanent, many people are afraid to use it. Make 
random lines until you gain confidence.

Colored Pencils

through the use of colored pencils you can rapidly produce colorful 
three-dimensional drawings. Colored pencils come in a variety of brands. 
When you select your palette, look for colors that are easy to blend. two 
of the best colored pencils on the market are the Berol Prismacolor and 
the rexel derwent Studio Pencil. Prismacolor has a large-diameter lead, 
which gives soft, smooth lines that are very easy to blend. derwents are a 

Figure 4-15  Colored pencils, left to 
right: Berol Verithin; Faber Castell 
ColErase; Rexel Derwent Studio pencil; 
Prismacolor; Prismacolor sticks. (Photo: 
Kathryn Drinkhouse)
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little harder to blend, but they hold a fine point. Both brands have a 
wide selection of colors. the Berol Verithins have very hard, fine leads 
that can be sharpened to hold a fine point for drafted lines. they do not 
blend easily and are good for detail work and for emphasis over previ-
ously applied color. Faber Castell Col-Erase Pencils also have hard, fine 
leads that hold their point and do not blend well. they do have the ad-
vantage of being erasable, however, and have a special eraser on their 
tip. unfortunately only a few colors are now available.

Prismacolor also comes in stick form, which allows broad washes of 
color when laid on its side, and broad flat lines using its ends. try out a 
few brands of colored pencils to see which ones you like, then gradually 
build up your supply.

Sharpening

Because the lead in colored pencils is so soft and breakable, it is not a good 
idea to sharpen them in a hand-cranked pencil sharpener. it is also not wise 
to use an electric pencil sharpener, because the wax from the pencil will 
eventually clog up its mechanics. Even a small hand-held pencil sharpener 
will sometimes break the lead. therefore it is best to sharpen a colored  
pencil by hand, the same way you would a wood pencil. You can also use a 

Figure 4-16  Setting up the palette. 
Clockwise from top left: library of color 
combinations; sharpening box to hold 
shavings with sandpaper for pointing 
pencils; cloth for wiping point; pencil 
extender; sanding block; single-edge razor 
blade; pencil holder made from sheet of 
corrugated cardboard. (Photo: Kathryn 
Drinkhouse)
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sanding block to give the pencil a chisel point, which can be used for shad-
ing and blending.

Setting up Your Palette

it is important to develop a system for setting up your palette. Lay out 
your pencils according to color family, from light to dark. Corrugated 
cardboard or a cigar box is handy to keep pencils from rolling around, 
or you can buy a set that comes with a special tray. Some suggested colors 
from Prismacolor to start your palette are Crimson red, tuscan red, 
Canary Yellow, Yellow ochre, ultramarine, indigo Blue, Grass Green, 
dark Green, raw umber, Sienna Brown, Burnt ochre, and Sand.

Exercise 4-4:  The Basic Stroke

Lay out a page of 4-inch squares in a bristol pad. Use a sanding block to 
smooth the tip of a pencil to a slight angle; use any color. Hold the pencil lightly 
and, starting in one corner of the square, lay down smooth, even, diagonal 
lines that barely overlap. There should be no perceivable lines. Keep your stroke 
moving across the page at an even speed. See what happens when you speed up 
or slow down.

Exercise 4-5:  Overlaying Colors

Practice overlaying different colors on top of one another. Make a series of 
4-inch boxes and experiment with mixing different colors. Lay down smooth, 
even tones and overlay a variety of colors to see what happens. Mix several 
colors on top of one another to get deep overlays until no white paper shows 
through. See how the line changes when you grip the pencil harder.

Make sure the drawing surface is free of any cuts or small pieces of 
tape or paper, because your coloring will pick up shadow images of any-
thing on the surface below. When using colored pencils, work on a 
smooth, clean surface. the smoother and harder the surface, the 
smoother your color blending. Glass is an excellent surface to color on 
when you place your paper over it. different surfaces can be used to 
achieve unusual textures. For instance, coloring your drawing on a 
wooden wall will pick up the grain of the wood. Lay your drawing down 
on a sidewalk and color it to pick up unusual textures. it is fun to ex-
periment with different surfaces.

Coloring Your Drawing

Before starting a final rendering, make a page of 1-inch squares and fill 
them with the colors you will be using. note the colors used under each 
box. test the colors you want to use on a separate piece of paper to study 
the mood you want to achieve. determine the time of year you want to 
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portray; decide where the sun is coming from, and keep the light source 
consistent. Always start with the lightest colors, laying down smooth, 
even lines and building up color with a series of light washes. use a di-
agonal stroke and move very slowly. Start off with light pressure and grip 
the pencil harder as you gradually move toward completion. Add details 
and textures. After you have finished all the coloring and added high-
lights, put down shadows. Shadows should always be added last, since 
they can be effective for adding depth to the elements of the drawing.

Figure 4-17  The basic stroke, laying 
down smooth diagonal lines. (Photo: 
Kathryn Drinkhouse)
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Watercolor

one of the beauties of watercolor is its innate flexibility: you can make 
quick sketches in transparent wash and finely detailed finished paintings 
in luminous colors. Perhaps no other medium has such an ability to 
make landscape drawings come alive. once mastered, watercolor allows 
you to complete landscape drawings very quickly. Working in watercolor 
is also relatively inexpensive.

Brushes

the brush should be considered an extension of your arm. For water-
color it is very important that you use good brushes. the best type of 
brush to use is the sable round—the traditional watercolor brush shape. 
these extremely soft and flexible brushes hold an excellent point and 
are capable of making thick, broad areas and very thin lines. the Winsor 
& newton Series 7 brushes, made with Kolinsky sable hair, are just about 
the best watercolor brushes you can buy. the synthetic watercolor 
brushes now on the market also handle well. the Winsor & newton 
Scepter Gold, a mixture of sable and synthetic fiber, is much less expen-
sive than an all-sable brush and works about as well. the blend of natural 
and synthetic hairs holds water well and has a springy point. For a begin-
ning set i recommend three basic brushes: a number 7 for detail work, a 

Figure 4-18  The sable round 
watercolor brush, holding a good point. 
(Photo: Kathryn Drinkhouse)
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number 12 for general work, and a number 24 for large washes. test all 
brushes before buying them. Look for a brush’s balance point and check 
its springiness by bouncing it in the palm of your hand. Brush it along 
your cheek to see if it has any scratchy hairs; it should feel smooth and 
silky. Good art stores will usually have a jar of water and some paper for 
brush testing. dip the brush in the water and see if it holds its point. A 
good brush can last a lifetime.

Another good brush to have is the French-made isabey squirrel mop. 
the number 8 holds a lot of color and is great for laying down large 
washes for skies, water, or ground planes. Another important brush is 
the 1-inch sable flat. When this brush is loaded with paint it forms a 
broad chisel edge, which can be used for a lot of unusual effects, from 
broad sweeping washes to thin lines.

A couple of natural sponges are ideal for dampening areas, laying 
down washes, and removing color, and blotting paper can remove exces-
sive water or color from the painting. never clean your brushes with 

Figure 4-19  Basic watercolor brush 
set. Left to right: number 7 round; 
number 12 round; number 24 round; 
Isabey squirrel mop number 6; 1-inch 
flat. (Photo: Kathryn Drinkhouse)
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soap or hot water. After use, rinse them in cold water and store them 
upright. never leave them on their ends in water. use watercolor brushes 
only for watercolor.

Colors

there are two basic packages for watercolors: pans and tubes. tubes are 
handy for mixing large amounts of paint for broad washes; pans are por-
table and useful for traveling or outdoor sketching. the paints come in 
a variety of qualities, from cheaper student brands to expensive, high-
quality colors. the quality and brilliance of the better brands are so su-
perior that there is no comparison. there is some variation in color from 
one manufacturer to another, so it is a good idea to study the manufac-
turer’s color charts before buying paint. Winsor & newton Artists’ Water-

Figure 4-20  Watercolor types. 
Clockwise from top left: 15 ml tubes; 
watercolor field box, with pans for travel; 
half pans; 5 ml tube. (Photo: Kathryn 
Drinkhouse)
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colors are the most widely used colors in the world and are highly 
recommended for landscape painting. Before buying any colors open 
the end of the tube and see if any of the binder (the cementing ingredi-
ent in paint) oozes out or if the paint is dried out. though the high-end 
paints may seem expensive, they will last a very long time.

For mixing colors i recommend two palettes: the Winsor & newton 
china slant tile and the Winsor & newton china cabinet saucers. the 
slant tile is made out of porcelain, has five wells, measures 4 by 71⁄2 
inches, and can be used for laying out and mixing tube colors. When 
not using the slant, keep it covered with a piece of cardboard. the por-
celain cabinet saucers, with a diameter of 25⁄8 inches, come in a stack of 
five; you can use them individually for mixing large amounts of colors 
for washes. the saucers stack to cover and protect your mixes. A porce-
lain dinner plate bought at a secondhand store can also make a good, 
inexpensive palette. Just lay out your colors along the rim and mix them 
in the middle.

the basic colors needed for landscape painting are burnt umber,  
raw umber, raw sienna, burnt sienna, cadmium red–deep, cadmium yel- 
low–deep, hooker’s green, cobalt blue, French ultramarine, and Payne’s 
gray.

Figure 4-21  Setting up for watercolor. 
Clockwise from top left: jar for holding 
brushes; wide-mouth glass jars for water; 
sponge; china cabinet stacking saucers 
for mixing colors; paint tubes; holder for 
setting out brushes; blotting paper; 
drawing; test strip; sponges; paper towel; 
china slant tile for mixing colors. (Photo: 
Kathryn Drinkhouse)
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Paper

Watercolor paper comes in three types: hot press (smooth), cold press 
(mildly textured), and rough (highly textured). hot press is very smooth 
and is a fine surface for drawing in ink or pencil, but it absorbs water-
color washes very fast. it is difficult to work the color for any length of 
time on this paper, which is better suited for quick, light washes. Cold-
press paper takes both pencil and ink work and watercolor  
washes well. Because of the slight roughness of the paper, the color floats 
on the surface before being absorbed into the paper; therefore  
it allows you to work your washes longer. it is harder to draw smooth, 
even lines on rough watercolor paper, but it is excellent for washes. the 
rougher the surface of the watercolor paper, the darker the color will 
appear. the roughness of the surface will also affect the look of  
the transparent washes by allowing the paper to reflect light from the 
surface.

the thickness of the paper is measured by its weight; the higher the 
weight, the thicker the paper. Generally, watercolor paper comes in 
three weights: 90 lb., 140 lb., and 300 lb. Lighter papers tend to buckle. 
Always use acid-free, 100 percent rag paper, which is made from fibers of 
nonwood origin, including actual cotton rags, cotton linters, and cotton 
or linen pulp. the standard size for individual watercolor sheets is 22 by 
30 inches. Watercolor blocks are precut, prestretched sheets bound at all 
four edges in stacks of 20. they come in a variety of dimensions and 
weights and are quite convenient for field work. Arches watercolor paper 
is one of the most popular papers in the world. it is very versatile, han-
dles watercolor wonderfully, and is good for working in mixed media. 
Any top-of-the-line watercolor paper, such as Fabriano or Waterford, is 
excellent; each has its advantages and disadvantages. Experiment to find 
the one that works best for your style.

Stretching the Paper

When working with watercolors you can use either unstretched or 
stretched paper. the disadvantage of using unstretched paper is that it 
buckles when it gets wet, and your paint follows the buckles. As a result, 
you do not have total control of the wash, though some artists prefer that 
spontaneity. Stretched paper allows for much greater control. to stretch 
paper you need a drawing board at least 1⁄2 inch thick and several inches 
larger than your paper. thoroughly wet the paper with a sponge or soak 
it under a cold faucet. Lay the paper on the board, smoothing out wrin-
kles. Cut 2-inch strips of gummed kraft tape about 1 inch longer than 
each side of the paper. Wet the tape and apply it first to the longer sides 
of the paper, making sure that half is attached to the board. then tape 
the remaining sides. Lay the board flat until the paper dries completely. 
Some artists stretch several boards at once so that they can work on more 
than one drawing at a time.

Figure 4-22  Laying a wash. With a 
slow, even stroke move the brush across 
the paper, overlapping the previous stroke 
by 1⁄4 inch while keeping the leading edge 
of the wash wet.
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Setting Up

Set up your painting supplies beside the stretched paper. Some watercol-
orists work on a slight incline to aid the flow of their washes. the jar or 
can that holds your brushes should be placed for easy access. Your pal-
ette, along with two wide-mouth jars filled with water, should be right 
next to the painting. use one jar for cleaning brushes and one for mix-
ing colors. Keep your coffee cup away from these jars or you will soon be 
dipping your brush into it or drinking from your water jars. to the right 
of the palette, tape down a scrap piece of watercolor paper for testing 
the amount and intensity of color in the brush before using it. it is also 
a good idea to put a piece of blotting paper or a heavy paper towel along-
side the palette to blot excess water in the brush.

Exercise 4-6:  Laying Washes

Learning to lay washes is one of the most important steps in watercolor paint-
ing. Skill in laying washes is acquired only by practice. Before you even attempt 
a painting you must master the graded wash, which is a wash that is gradated 
from dark to light. On a sheet of watercolor paper draw several 4-inch squares. 
Load the brush with pigment and place it at the top of the square at about a 
45-degree angle. Very carefully, and with a slow, even stroke, move the brush 
across the paper. Repeat the strokes, alternating back and forth. Every few 
strokes, dip the brush in clean water so that by the time the wash reaches the 
bottom of the square it is almost clear. Always keep the brush moving; if you 
hesitate, it will leave a line. Always keep the leading edge of the wash wet with a 
film of color. Never go over the previous stroke, because it will leave a mark. 
Keep practicing until you can make perfectly graded washes. Practice laying 
washes with all your colors. When you master the 4-inch square wash, move up 
to 12-inch square washes.

Exercise 4-7:  Transparent Glazes

One of the beauties of watercolor is that you can create luminous, transparent 
glazes. After your practice sheets for the last exercise have dried, practice laying 
another color wash on top. Let them dry and add a third color. Watch what 
happens. The wash should be as light as possible so that each layer of color can 
shine through.

Painting over a Drawing

You can transfer a drawing to watercolor paper by using transfer paper, 
which is a type of carbon paper, or by tracing your drawing on a light 
table. You can also lay out the drawing directly onto the watercolor paper 
in a soft pencil such as a Berol 314, then ink in the pencil lines. After the 
ink has completely dried, erase the pencil with a plastic eraser, taking 

http://lib.ommolketab.ir
http://lib.ommolketab.ir


90 Drawing the Landscape

care to do this away from the area where you will be watercoloring. oth-
erwise, no matter how hard you try, one of these eraser crumbs will land 
right on one of your washes and ruin it. You can watercolor over an ink 
or pencil drawing. it depends on the effect you’re after; a pencil drawing 
will be much more subtle than an ink drawing. After you’ve inked the 
drawing, lightly rub the ink with a wet sponge to reduce its intensity.

With watercolor, always work from light to dark, from the background 
to the foreground, and from broad areas to details. Working wet-to-wet, 
or laying down wet washes and adding color directly into them, gives you 
less control. the color bleeds and is diluted; this is a great technique for 
expressive skies and bodies of water. You can control the perimeter of 
the washes by painting a mask to form a temporary coating; use Winsor 
& newton Art Masking Fluid or rubber cement. When the wash has 
dried, remove the mask. You can also use an X-Acto knife to cut straight 
lines into (not through) the paper so that when you lay down a wash the 

Figure 4-23  Pen and ink with 
watercolor washes on rough watercolor 
paper. 1990. 9" × 12".
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color will accumulate in the channel, making a fine line. Each successive 
wash added to the drawing should be slightly darker. remember that it 
is difficult to correct your mistakes in watercolor, so you must plan ahead 
and move deliberately. After you have laid out the areas of color, add the 
detail using a dry brush and a lot of pigment; this way you can almost 
draw the details. Add shadows last.

In a tool box there are many different tools for different tasks. Preferably, 
you do not tighten a nut with a hammer! (Bernt Nilsson, Magnus 
Troedsson, Jesper Magnusson, and Boris Kildetoft—International Labo-
ratory of Architecture and Urban Design)
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Chapter Five

Preliminary Drawing  
Exercises

Lines may now give the idea of being two shooting 
stars which move with speed through the universe. 

Your empty paper has been transformed by the 
simplest graphic means to a universe in action. 

This is real magic.

hans hofmann 
Search for the Real
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Holding the Drawing Instrument

the drawing instrument is not a hammer, a coffee cup, or a cigar; it is a 
delicate, expressive instrument. Learn to see the drawing tool as con-
nected to your hand, eye, and mind, and it can be a pathway to freedom.

Grip it lightly, move freely, achieve looseness. hold the instrument like 
a chopstick and push it forward; feel its movement on the surface of the 
paper, feel it caress the paper. See what happens when you vary the pres-
sure as you glide across the page. Françoise Gilot remembered Picasso 
describing line drawing as “the most demanding form of expression and 
also the purest, since each stroke had to define itself and the positive 
and negative space on each side” (Gilot 1990, 90).

developing hand-eye coordination is one of the major objectives of 
the exercises in this chapter. it is important to first establish your rela-
tionship to the line and learn to judge distances. Begin by placing your 
hand on the environment of the page. think of it as an object in space. 
Be conscious of the relationship between your eye and the tip of your 
drawing instrument. there should be an intimate connection between 
your eye and hand. You are taking your eye on an adventure. You direct 
the action.

through the drawing of lines you produce a language that determines 
how the environments you create will be perceived. A line is like a letter 
in the alphabet; it has calligraphic meaning. A series of lines can be like 

Figure 5-1  Quick gesture travel sketch 
from daybook.

Figure 5-2  Holding the pencil. 
(Photo: Kathryn Drinkhouse)
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a literary passage. You should make each line mean something; it should 
have its own character. A true artist can make a single line read like a 
total composition. hemingway tried to write one true sentence. Like-
wise, you should try to draw one true line.

In drawing there are lines which travel fast, which carry the eye over 
space with surprising rapidity and land you at a nodal point, where you 
are forced to rest, and then take new departure at the same or quite a 
different speed. There are lines that are heavy, dragging, lines that have 
pain, and lines that laugh. (Henri 1923, 114)

As you work through the following exercises, try these variations:

 1. Begin the exercise with your natural writing hand using a Berol 314 
draughting pencil or Ebony pencil. After completing the exercises 
go back and use your opposite hand; then draw with both hands at 
once.

 2. repeat all of the exercises as slowly as possible.

Holding the Drawing Instrument

the drawing instrument is not a hammer, a coffee cup, or a cigar; it is a 
delicate, expressive instrument. Learn to see the drawing tool as con-
nected to your hand, eye, and mind, and it can be a pathway to freedom.

Grip it lightly, move freely, achieve looseness. hold the instrument like 
a chopstick and push it forward; feel its movement on the surface of the 
paper, feel it caress the paper. See what happens when you vary the pres-
sure as you glide across the page. Françoise Gilot remembered Picasso 
describing line drawing as “the most demanding form of expression and 
also the purest, since each stroke had to define itself and the positive 
and negative space on each side” (Gilot 1990, 90).

developing hand-eye coordination is one of the major objectives of 
the exercises in this chapter. it is important to first establish your rela-
tionship to the line and learn to judge distances. Begin by placing your 
hand on the environment of the page. think of it as an object in space. 
Be conscious of the relationship between your eye and the tip of your 
drawing instrument. there should be an intimate connection between 
your eye and hand. You are taking your eye on an adventure. You direct 
the action.

through the drawing of lines you produce a language that determines 
how the environments you create will be perceived. A line is like a letter 
in the alphabet; it has calligraphic meaning. A series of lines can be like 

Figure 5-1  Quick gesture travel sketch 
from daybook.

Figure 5-2  Holding the pencil. 
(Photo: Kathryn Drinkhouse)
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 3. Put your pencil in your mouth and do the exercises.
 4. Get a stick, cut it to a drawing point, dip it in ink, and repeat the ex-

ercises.
 5. dip your forefinger in ink and complete the exercises.
 6. Some Japanese Zen masters would, when drunk, soak their hair in 

ink and draw with their heads. try this.
 7. Gather up several different kinds of paper. Put your nose right next 

to the page and smell the differences between each type of paper. 
now draw invisible lines with your nose.

 8. As a final activity, go back and do each one of these exercises with 
your eyes closed.

Exercise 5-1:  The Palmer Handwriting Method

The Palmer beginning handwriting exercises are a very good introduction to 
hand-eye coordination. On an 81⁄2-by-11-inch sheet of yellow ruled paper at 
quarter-inch intervals, do five pages each of slants, the letter m, spirals, and 
continuous circles. Let your wrist glide above the page and use your whole  
arm. Work on your accuracy and speed. As a last exercise in this series, draw  
a page of loops and on each successive page progressively widen the loops. Keep 
widening the loops to the longest loop that you can draw with accuracy and 
speed.

Exercise 5-2:  Line Exercises

This exercise is a method to gain a feeling for line control and the relationship 
between the pencil and the eye. On the long side of an 18-by-24-inch sheet of 
smooth bristol paper, draw a series of parallel lines a quarter inch apart. Start 
and stop your lines on the sheet and leave a half-inch border around the edge of 
the page. Make a complete line from beginning to end, trying to achieve author-
ity in your line movement. Draw one page of lines with equal line weight and 
another page varying the line weight by altering the pressure of your hand on 
the pencil. Try to draw one true line. Observe how the lines react to different 
pressures from your grip, and notice how the white spaces between the lines react 
to the varying line weights. See Figure 5-4.

Exercise 5-3:  The Basic Line Weights

Drawing can be broken down into three basic line weights: light, medium, and 
heavy. Practice these three line types by drawing them vertically on an 18-by-24-
inch sheet. Start by drawing one long, very light line; a quarter inch from it 
draw a medium-width line by gripping the pencil slightly harder. Parallel to this 
line draw another one, but this time use an even firmer grip and make a very 
dark and heavy line. Repeat this procedure over and over until you fill the 
page. See Figure 5-5.

Figure 5-3  Palmer handwriting exercises.
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 3. Put your pencil in your mouth and do the exercises.
 4. Get a stick, cut it to a drawing point, dip it in ink, and repeat the ex-

ercises.
 5. dip your forefinger in ink and complete the exercises.
 6. Some Japanese Zen masters would, when drunk, soak their hair in 

ink and draw with their heads. try this.
 7. Gather up several different kinds of paper. Put your nose right next 

to the page and smell the differences between each type of paper. 
now draw invisible lines with your nose.

 8. As a final activity, go back and do each one of these exercises with 
your eyes closed.

Exercise 5-1:  The Palmer Handwriting Method

The Palmer beginning handwriting exercises are a very good introduction to 
hand-eye coordination. On an 81⁄2-by-11-inch sheet of yellow ruled paper at 
quarter-inch intervals, do five pages each of slants, the letter m, spirals, and 
continuous circles. Let your wrist glide above the page and use your whole  
arm. Work on your accuracy and speed. As a last exercise in this series, draw  
a page of loops and on each successive page progressively widen the loops. Keep 
widening the loops to the longest loop that you can draw with accuracy and 
speed.

Exercise 5-2:  Line Exercises

This exercise is a method to gain a feeling for line control and the relationship 
between the pencil and the eye. On the long side of an 18-by-24-inch sheet of 
smooth bristol paper, draw a series of parallel lines a quarter inch apart. Start 
and stop your lines on the sheet and leave a half-inch border around the edge of 
the page. Make a complete line from beginning to end, trying to achieve author-
ity in your line movement. Draw one page of lines with equal line weight and 
another page varying the line weight by altering the pressure of your hand on 
the pencil. Try to draw one true line. Observe how the lines react to different 
pressures from your grip, and notice how the white spaces between the lines react 
to the varying line weights. See Figure 5-4.

Exercise 5-3:  The Basic Line Weights

Drawing can be broken down into three basic line weights: light, medium, and 
heavy. Practice these three line types by drawing them vertically on an 18-by-24-
inch sheet. Start by drawing one long, very light line; a quarter inch from it 
draw a medium-width line by gripping the pencil slightly harder. Parallel to this 
line draw another one, but this time use an even firmer grip and make a very 
dark and heavy line. Repeat this procedure over and over until you fill the 
page. See Figure 5-5.

Figure 5-3  Palmer handwriting exercises.
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Exercise 5-4:  The Exclamation

On an 18-by-24-inch page, practice a series of lines spaced a quarter inch apart 
in which you start and stop with a strong accent. Concentrate on starting and 
stopping with a dark mark; this will give your line work a sense of authority 
and confidence. Between the accents, vary your line weight. This is a very im-
portant exercise for learning control.

Exercise 5-5:  Fades

Practice creating lines that fade from very dark to very light. Alternate between 
dark-to-light and light-to-dark lines. Also, at the beginning and end of each 
line, practice the exclamations learned in Exercise 5-4.

Exercise 5-6:  Dots

Learning to draw and accurately place dots might seem simplistic, but it can 
add a very lively dimension to your drawing. They can be used for a variety of 
beautiful effects. The Japanese wood-block artists were masters of the dotted line. 
Draw a series of horizontal rows of dots. Work on developing a rhythm in your 
rows, then vary the sequences. Work on different spacing. Draw slowly, then 
faster; notice how this will affect the appearance of the dotted lines. This is a 
good exercise to do while playing music. Notice that different types of music 
affect your dots.

Figure 5-4  Line exercises.

Figure 5-5  The basic line weights.

Figure 5-6  The exclamation.
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Exercise 5-4:  The Exclamation

On an 18-by-24-inch page, practice a series of lines spaced a quarter inch apart 
in which you start and stop with a strong accent. Concentrate on starting and 
stopping with a dark mark; this will give your line work a sense of authority 
and confidence. Between the accents, vary your line weight. This is a very im-
portant exercise for learning control.

Exercise 5-5:  Fades

Practice creating lines that fade from very dark to very light. Alternate between 
dark-to-light and light-to-dark lines. Also, at the beginning and end of each 
line, practice the exclamations learned in Exercise 5-4.

Exercise 5-6:  Dots

Learning to draw and accurately place dots might seem simplistic, but it can 
add a very lively dimension to your drawing. They can be used for a variety of 
beautiful effects. The Japanese wood-block artists were masters of the dotted line. 
Draw a series of horizontal rows of dots. Work on developing a rhythm in your 
rows, then vary the sequences. Work on different spacing. Draw slowly, then 
faster; notice how this will affect the appearance of the dotted lines. This is a 
good exercise to do while playing music. Notice that different types of music 
affect your dots.

Figure 5-4  Line exercises.

Figure 5-5  The basic line weights.

Figure 5-6  The exclamation.
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Exercise 5-7:  Fades to Dots

Practice drawing from right to left dark lines that fade to faint lines, then to a 
series of dots, and dots that build to light and then dark lines. Observe the 
white space between the lines. See Figure 5-8.

Figure 5-7  Landscape architect David Meyer began his fellowship at the American Academy in Rome by warming up with the line exercises 
from this chapter to generate ideas. (Photo: Steven Brooks)

Figure 5-8  Fades to dots.
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Exercise 5-8:  The Wiggly-Wiggly Line

On a good sheet of bristol paper, practice making straight lines a quarter inch 
apart as slowly and wiggly as possible. Vary the pressure as much as possible 
and leave occasional breaks in the line. This type of line tends to have a lot of 
character and the appearance of reflected light. Many years ago artists would 
bang a wooden rule against the edge of a table many times, then use it to easily 
draw this type of line. See Figure 5-9.

Exercise 5-9:  Connect the Dots

Randomly place a series of dots on a large sheet of paper and then connect them 
with continuous lines. Use straight lines, fades, wiggly-wigglies, and slightly 
curving lines. Notice the development of the white space between the lines. See 
Figure 5-10.

Figure 5-9  Wiggly wiggly line.

Exercise 5-7:  Fades to Dots

Practice drawing from right to left dark lines that fade to faint lines, then to a 
series of dots, and dots that build to light and then dark lines. Observe the 
white space between the lines. See Figure 5-8.

Figure 5-7  Landscape architect David Meyer began his fellowship at the American Academy in Rome by warming up with the line exercises 
from this chapter to generate ideas. (Photo: Steven Brooks)

Figure 5-8  Fades to dots.
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Exercise 5-10:  The Scallop

The scallop has a lot of application to landscape drawing. Frank James, artist 
and landscape architect, used this form as a basic line in his repertoire and as 
a foundation for his drawings.

When drawing this form, develop a freedom of movement in your wrist; let the 
marks fly out of your hand. Start the bottom of the scallop by marking a point 
in space with the exclamation, then draw a downward arc with two  
serrations. Next draw the upper scallop, connecting it to the top of the lower 
scallop. Try to match the upper serrations and lower serrations. Vary the sizes 
and the angles of the scallops; fill pages and pages with them, watching the 
white space. Work on making the scallops progressively longer. Finally, make 
one continuous scalloped line all the way across the page, then fill a page  
with these. Work on accuracy. On your own, develop as many variations  
as possible.

Figure 5-10  Connect the dots.

Figure 5-11  The scallop.
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Exercise 5-11:  The Expressive Line

Charles Burchfield used expressive lines to abstract his visual experiences into 
calligraphic patterns and forms. He attempted to translate the hidden moods of 
nature through his experimental line work. Develop for yourself expressive lines 
that abstract your feelings about nature. Begin by trying some quick loosening-
up exercises, and draw lines that express shortness, height, and confidence. 
Next, invent lines that have meaning to you. Draw as fast as possible, with a 
loose wrist, while trying to capture emotion. Be sure to always use one continu-
ous line as you try to capture feeling with quick shorthandlike strokes.

Try this exercise out in the field while looking at the landscape, and then 
draw an emotional impression as one quick movement. Do this exercise a little 
bit every day. When composing all of these shorthand impressions on your page, 
think of them as a symphony of lines.

Exercise 5-12:  Drawing the Sphere

This warm-up exercise for drawing was developed by the artist and teacher Jo-
seph Slusky while teaching at the College of Environmental Design at the Uni-
versity of California at Berkeley. This is one of the most important exercises in 
this chapter, and a good introduction to the next chapter. Always use the sphere 
as a warm-up exercise.

Use a sheet of good 18-by-24-inch paper. Do this exercise standing with your 
weight on the balls of your feet. Get centered by balancing yourself and concen-
trating on the page. Start by drawing a large circle the full size of the page. Set 
up your relationship to the circle; discover its roundness. Begin to shift its center 
point, varying the line width. Loosen up your wrist and put your whole body 

Figure 5-12  The expressive line.
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not with a ball of string, but with an object with depth and energy. Stand back 
and look at it; it should occupy space and carry weight. Draw another sphere 
using your other hand. Then draw two more spheres, this time using both hands 
at once. You can also add variety by changing media while drawing the sphere.

Exercise 5-13:  Ray, Spike, and Sphere

The ray, spike, and sphere are simple forms that can help you create flowing 
gestures. Practice drawing them very quickly, repeating these exercises on  
several large sheets of paper working in a series. After you’ve learned to draw 
them with ease, combine them into compositions. Again draw these compositions 
very rapidly on an 18-by-24-inch sheet of paper, spending five to ten minutes on 
each sheet.

1. Draw the ray as a series of continuous radiant lines from a variety of 
points.

2. The spike should be drawn with deft strokes producing definitive quick 
accents. The spike is used to create points of tension and counterpoints in the 
composition.

3. After practicing the ray and spike begin to draw spheres of different sizes. 
Try to get them to relate to one another in scale, large and small, and orbiting 
around one another. Orchestrate how the spheres fill the space of the page and 
how they react to one another.

4. Practice your compositions by rapidly drawing the ray, spike, and sphere 
together in spontaneous masses. Draw these as a series of small compositions on 
an 18-by-24-inch sheet.

Exercise 5-14:  Loosening Up

Loosening-up exercises are intended to be fun, spontaneous, and humorous. 
Don’t be worried about the final results. On an 18-by-24-inch sheet, quickly 
draw anything that comes into your mind: spaceships, coffee cups, knives, 
balls, desserts, and so forth. Fill the page with these objects flying through the 
air. Fill up many sheets of paper. Be repetitive. Have someone read poetry or a 
story or play music to occupy your left brain and help free your right brain to 
wander.

Exercise 5-15:  Imagining Sound

Find a comfortable, relaxing place to sit. Use a 10-by-12-inch sheet of paper and 
a pen or soft pencil such as a 6B. Close your eyes and listen to the sounds you 
hear for a few minutes. Try to imagine what these sounds might look like if you 
could see them. When you can visualize a particular sound, abstract it into a 
gesture that expresses it. Do this with your eyes closed. Fill the page with a vari-
ety of sounds. Do this exercise as a one-hour meditation. To draw sounds you 
have to imagine; you have to stop and listen. This exercise helps you observe the 
environment.

Figure 5-13  Drawing the sphere: The 
Joseph Slusky technique. 18" × 24".

into it: your fingers, hand, arm, shoulder, torso, and mind. Keep drawing the 
sphere as a nonstop, continuous line. Continue to move the axis while building 
up its form with backward and forward motions. See how the sphere begins to 
build up volume. Bring out the lights and darks by varying the  
pressure of your pencil. Feel the width of the sphere as it begins to take shape, 
becoming heavy and occupying space. Feel the drawing come into being as an 
object full of dynamism, vitality, movement, and rhythm. You should end up 
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not with a ball of string, but with an object with depth and energy. Stand back 
and look at it; it should occupy space and carry weight. Draw another sphere 
using your other hand. Then draw two more spheres, this time using both hands 
at once. You can also add variety by changing media while drawing the sphere.

Exercise 5-13:  Ray, Spike, and Sphere

The ray, spike, and sphere are simple forms that can help you create flowing 
gestures. Practice drawing them very quickly, repeating these exercises on  
several large sheets of paper working in a series. After you’ve learned to draw 
them with ease, combine them into compositions. Again draw these compositions 
very rapidly on an 18-by-24-inch sheet of paper, spending five to ten minutes on 
each sheet.

1. Draw the ray as a series of continuous radiant lines from a variety of 
points.

2. The spike should be drawn with deft strokes producing definitive quick 
accents. The spike is used to create points of tension and counterpoints in the 
composition.

3. After practicing the ray and spike begin to draw spheres of different sizes. 
Try to get them to relate to one another in scale, large and small, and orbiting 
around one another. Orchestrate how the spheres fill the space of the page and 
how they react to one another.

4. Practice your compositions by rapidly drawing the ray, spike, and sphere 
together in spontaneous masses. Draw these as a series of small compositions on 
an 18-by-24-inch sheet.

Exercise 5-14:  Loosening Up

Loosening-up exercises are intended to be fun, spontaneous, and humorous. 
Don’t be worried about the final results. On an 18-by-24-inch sheet, quickly 
draw anything that comes into your mind: spaceships, coffee cups, knives, 
balls, desserts, and so forth. Fill the page with these objects flying through the 
air. Fill up many sheets of paper. Be repetitive. Have someone read poetry or a 
story or play music to occupy your left brain and help free your right brain to 
wander.

Exercise 5-15:  Imagining Sound

Find a comfortable, relaxing place to sit. Use a 10-by-12-inch sheet of paper and 
a pen or soft pencil such as a 6B. Close your eyes and listen to the sounds you 
hear for a few minutes. Try to imagine what these sounds might look like if you 
could see them. When you can visualize a particular sound, abstract it into a 
gesture that expresses it. Do this with your eyes closed. Fill the page with a vari-
ety of sounds. Do this exercise as a one-hour meditation. To draw sounds you 
have to imagine; you have to stop and listen. This exercise helps you observe the 
environment.

Figure 5-13  Drawing the sphere: The 
Joseph Slusky technique. 18" × 24".
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Figure 5-14  Practice drawing the ray, spike, and sphere quickly to develop flowing gestures. Sketches by José Parral.

Figure 5-15  Have fun when you 
draw your loosening-up exercises, fill the 
page with similar images. Sketches by José 
Parral.

Figure 5-16  Joseph Slusky. Mixed 
media. 1984. 8" × 10".
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Figure 5-14  Practice drawing the ray, spike, and sphere quickly to develop flowing gestures. Sketches by José Parral.

Figure 5-15  Have fun when you 
draw your loosening-up exercises, fill the 
page with similar images. Sketches by José 
Parral.

Figure 5-16  Joseph Slusky. Mixed 
media. 1984. 8" × 10".
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I managed to have a peek at the series of line drawings piled high in a 
corner… Matisse’s lines were so spontaneous and so dynamic, their impe-
tus had such vitality, that it seemed as if they were about to collide with 
one another. Instead the masterful strokes stopped suddenly before any 
fatal encounters allowing the passage of light, giving ample breathing 
space. His hand obviously knew exactly when to lift away from the paper. 
(Gilot 1990, 24)

Figure 5-17  Close your eyes and 
listen to the sounds you hear, then draw 
these sounds as abstractions. Sketches by 
Laura Jerrard.

Figure 5-18  José Parral. Collage. 
Ink, text, and photos.

Figure 5-19  After Maximus at the 
Circus Max. David Meyer’s warm-up 
pencil exercises evolved into the rendering 
style used for a series of illustrations 
exhibited at the annual exhibition of 
work at the American Academy. Drawn 
on Fabriano hot press watercolor paper 
with 2-H lead pencil. (Photo: Steven 
Brooks)
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I managed to have a peek at the series of line drawings piled high in a 
corner… Matisse’s lines were so spontaneous and so dynamic, their impe-
tus had such vitality, that it seemed as if they were about to collide with 
one another. Instead the masterful strokes stopped suddenly before any 
fatal encounters allowing the passage of light, giving ample breathing 
space. His hand obviously knew exactly when to lift away from the paper. 
(Gilot 1990, 24)

Figure 5-17  Close your eyes and 
listen to the sounds you hear, then draw 
these sounds as abstractions. Sketches by 
Laura Jerrard.

Figure 5-18  José Parral. Collage. 
Ink, text, and photos.

Figure 5-19  After Maximus at the 
Circus Max. David Meyer’s warm-up 
pencil exercises evolved into the rendering 
style used for a series of illustrations 
exhibited at the annual exhibition of 
work at the American Academy. Drawn 
on Fabriano hot press watercolor paper 
with 2-H lead pencil. (Photo: Steven 
Brooks)
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Chapter Six

Tone and Texture

By “chiaroscuro of nature” English painter John 
Constable also meant that some drama of light 

and shade must underline all landscape 
compositions, and give the keynote of feeling in 

which the scene was painted.

Kenneth Clark 
Landscape into Art
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Light, Shade, and Shadow

if lines give structure and context to a drawing, then it is light, shade, 
and shadow that make a drawing come alive. Leonardo advised: “You 
who draw from nature, look carefully at the extent, the degree and the 
form of the lights and shadows” (richter 1976, 132). tone and shadow 
breathe life into a landscape drawing while giving it depth and atmo-
sphere. Landscape drawings are usually a combination of line and tone. 
the potential mood or tone in a drawing can be quite exciting:

Within tonal art the most extraordinary variety of effects is possible—the 
psychological studies of Leonardo da Vinci, the classical “tenebroso” real-
ism of Caravaggio, the classic serenity of Poussin, the pulsation of lights 
in El Greco’s mystic vision. (Taylor 1964, 154)

i first learned the significance of tone, shade, and shadow while working 
in the office of Sasaki Associates in Boston. i had a huge landscape perspec-
tive spread out on a table when Frank James walked over and pulled the 
pencil right out of my hand as i was finishing the vegetation, yelling, “You’re 
doing this all wrong!” he rolled out a large sheet of tracing paper and pro-

Figure 6-1  Ireneusz Ciesiolkiewicz. 
Landscapes in tone. 1993. Pencil on 
paper.
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ceeded to show me how to render shadows and texture to the plants. Since 
then i’ve always savored that moment when the drawing begins to take on 
depth and the psychological dimensions of tone.

Tone and Value

“tone and value are synonymous, but ambiguous terms in the visual arts, 
both refer to the gradations of gray—between white and black” (hill 1966, 
45). Simply put, tone and value are measures of light and dark in a drawing. 
through the integration of light and dark, a range of graded tones is cre-
ated, a smooth modulation from white to black. to produce tone with a soft 
medium such as pencil or charcoal, you place the strokes closely together to 
create subtle, smooth, even gradations. With pen and ink, tone is built up 
with lightly applied parallel and cross-hatched lines. used correctly, tone will 
help to render landscape forms realistically and enrich the drawing.

tone will aid in the articulation of form by establishing volume and 
giving weight to the elements in your pictorial space. Also, by contrasting 
tones one can create emphasis, and in a landscape drawing this will help 
the viewer to see shapes. When drawing the landscape begin by building 
up an equal distribution of tonal volumes gradually to obtain unity. You 
must understand how to distribute tones in order to produce depth in 
your drawing. remember, the direction of light will always affect the 
graded tones of the landscape.

Exercise 6-1:  Learning to Observe Tone

Learn to judge tone by always looking around you. Develop your powers of ob-
servation by studying innate natural tones and their effects on your surround-
ings. Before you begin a drawing, first learn the tones and values of your 
subject. Squinting when looking at a subject will help you to see tones. Practice 
drawing vegetation in the landscape as objects shaded with graded tones.

Figure 6-2  Creating graduated tones 
from black to white in pencil.
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Exercise 6-2:  Tone Studies

This is a standard but basic exercise for creating a series of tones. On an 18-by-
24-inch sheet of good paper draw five 2-inch-square boxes across the top of the 
page, and repeat the rows all the way down the page. In each row use different 
shading methods to create a series of tones in gradations from black, in the first 
box, to white, in the last box on the right. Be inventive!

Do one page each with 6B pencil, soft charcoal, and pen and ink. When 
practicing these exercises in pen and ink, use separate strokes rather than a 
continuous smooth tone.

Exercise 6-3:  Smooth Tones

The object of this exercise is to practice making smooth, even tones from light to 
dark. On a sheet of paper draw 2-by-14-inch rectangles. In each rectangle lay 
down your tone as smoothly as possible with closely spaced parallel strokes, 
working from light to dark. Use a kneaded eraser and a paper stump to rub 
down the lines so that they become smooth and almost imperceptible. Alternate 
light-to-dark rectangles with dark-to-light ones. Do one sheet in 6B pencil and 
another in charcoal.

Hatching

hatching is a simple drawing convention that can give the effect of tone 
and value with pen and ink. it is a classic method for producing beautiful 
drawings. Leonardo’s pen-and-ink drawings are marvelous examples. 
hatching can also increase the expressive quality of line and produce 
texture. hatched lines, or hatchures, are short parallel strokes repeated in 
patterns. By controlling the variety and intensity of the hatching, tones 
will appear dark or pale. the parallel lines can be spaced loosely or 

Figure 6-3  Practice making smooth 
tones from dark to light and vice versa in 
pencil and charcoal.
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tightly to control the tone. For added character, hatchures can be slightly 
curved or placed at different angles.

Exercise 6-4:  Hatching

On a sheet of smooth 18-by-24-inch bristol board, draw in pen and ink a series 
of 2-by-16-inch rectangular boxes. Within these boxes, experiment in tone with 
short hatched lines, starting with loosely spaced parallel lines, then gradually 
increasing their density until they become almost black. Use a different type of 
line in each box.

Crosshatching

Crosshatching is a variation of hatching, but it can produce a wider 
range of tonalities. to create crosshatching draw a series of short parallel 
lines. At right angles draw a series of overlapping parallel lines. Keep 

Figure 6-4  Hatching to create tone in 
pen and ink.

Figure 6-5  Crosshatching to create 
tone in pen and ink.
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repeating this process by overlapping the hatched lines at a slightly dif-
ferent angle each time until you produce almost total blackness.

Exercise 6-5:  Crosshatching

On a sheet of 18-by-24-inch smooth bristol board, draw in pen and ink a series 
of 2-by-16-inch rectangular boxes. Within these boxes practice crosshatching 
from light tones to black. Vary the type of strokes you use, including slightly 
curving and arching strokes, and strokes in different directions.

Chiaroscuro

renaissance artists perfected this technique, which is essentially the use 
of very subtle transitions in tone with almost no lines. Chiaroscuro fuses 
the range of values of the drawing, giving the artist a broad range of ex-
pression. in this method, always work your preliminary sketch creating 
depth by keeping in mind the light and how it can be brought out most 
effectively by use of shadows. to build up chiaroscuro, first identify the 
lightest portions of the subject, and plan to allow the white of the paper 
to show through. Gradually build up layers of light tones, finally drawing 
the darkest shades of the shadowed edge. the cumulative effect is of at-
mosphere around the element occupying space in the composition.

Light

Before beginning a drawing always note where the light is coming from. 
determine its point of origin and place yourself in reference to the light. 
Exploiting the light will illuminate your landscape drawing and bring 
out the third dimension. through the careful distribution of light you 
can achieve the feeling of emotion in your drawing.

Work out the composition of your drawing using light construction lines, 
starting with the light areas and then adding the shade. the source and the 
quality of the light will effect your gray tones. through the manipulation of 
bright light, you can create divine and miraculous situations; with dimin-
ished, murky light you can represent deep thoughts or introspection.

Exercise 6-6:  Observing the Changing Light

To understand light quality try this experiment. On a clear day get up before 
dawn, and from a fixed, comfortable viewing station such as a large window, 
back porch, or hillside, spend the day until twilight observing how the land-
scape is affected by the changing light. Develop an awareness of how the mood 
changes as the light passes. Follow the angle of the shadows and the glint of 
light, and the juxtaposition of light and shadows. Record your thoughts and 
observations in your daybook.
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With the proper use of light and shadow a drawing will become fuller. 
Light can be used to create highlights that lead the eye to certain points, 
or as a focus, to create areas of emphasis. When light is used in combina-
tion with tone it can produce a sense of volume.

Shadow

the opposite of light is shadow; shadow cannot happen without light. Leon-
ardo da Vinci said, “Shadow is the obstruction of light. Shadows appear to 
me to be of supreme importance in perspective, because without them, 
opaque and solid bodies will be ill defined” (richter 1970, 69).

through the interplay of light and shadow a drawing will become 
fuller and give the illusion of relief. rembrandt brought drama to his 
paintings by manipulating shadow on a level reached by few artists. ob-
serve the use of shadow in his etchings, the strong contrasts of light and 
dark. We can look at shadow as a material that can be painted, making 
surfaces and planes stand out. Shadow is not something one depicts; it is 
something with which one depicts. that is, you create light on white 
paper by creating shadow. Shadows are cast by objects in a landscape 
through the interception of light on the ground plane or background. 
in full sunlight shadows are sharper and more distinct; on overcast days 
their edges are softer. According to Leonardo, “the shadows of plants are 
never black, for where the atmosphere penetrates there can never be 
utter darkness” (richter 1970, 277).

Light projected on an object will cast a shadow on the plane on which 
the object rests. the area of the object opposite the light source is shaded. 
the cast shadow generally appears darker than the shaded side of the 
object, and the shadow is darkest along its leading edge. the boundary 
between shade and shadow is called the shaded edge. the shadow will also 
reflect the form of the object that is casting the shadow, and will always 
follow the contours of the ground plane. in drawing composition, shade 
and shadow can be used in many possible combinations: as a silhouette, 
as a frame for different shapes, or to define the picture plane.

Figure 6-6  Using tone to create 
chiaroscuro.
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Exercise 6-7:  Drawing the Sphere in Chiaroscuro

Place a white sphere under strong light in the evening; this primary shape is 
one of the dominant forms in the landscape. Look very carefully at the object 
before you begin to draw. Observe how the light source hits the object; look for 
the highlights, the shadow, and the shaded edge, and notice how the shadow 
hits the surface. Draw the sphere in the traditional chiaroscuro method using 
6B pencil, then charcoal. To facilitate the building up of smooth tone, sharpen 
an eraser to a point or pinch a kneaded eraser into a line, and as you lay down 
your parallel lines, gently smooth them together. You may also want to use a 
paper stump. Keep repeating this method until the desired volume and weight is 
achieved. This process is called sfumato—the creation of imperceptible grada-
tions of tone in light and shadow.

Basic Solids in Tone

understanding how to draw the basic geometric solids is important be-
cause everything in nature, and especially in landscape drawing, is mod-
eled according to them. the basic building blocks are the sphere, cone, 

Figure 6-7  Rembrandt van Rijn. the three trees. 1643. Etching with dry point and burin. 85⁄8" × 11". (National Gallery of Art, 
Washington, Rosenwald Collection)

Figure 6-8  Shadowed edge. Figure 6-9  Shade used to create a silhouette.

Figure 6-10  Drawing a sphere in 
tone with (a) highlights, (b) shadow,  
(c) shaded edge, and (d) cast shadow.

Figure 6-11  Observe the basic 
geometrical forms in nature and draw 
them in tone.
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Exercise 6-7:  Drawing the Sphere in Chiaroscuro

Place a white sphere under strong light in the evening; this primary shape is 
one of the dominant forms in the landscape. Look very carefully at the object 
before you begin to draw. Observe how the light source hits the object; look for 
the highlights, the shadow, and the shaded edge, and notice how the shadow 
hits the surface. Draw the sphere in the traditional chiaroscuro method using 
6B pencil, then charcoal. To facilitate the building up of smooth tone, sharpen 
an eraser to a point or pinch a kneaded eraser into a line, and as you lay down 
your parallel lines, gently smooth them together. You may also want to use a 
paper stump. Keep repeating this method until the desired volume and weight is 
achieved. This process is called sfumato—the creation of imperceptible grada-
tions of tone in light and shadow.

Basic Solids in Tone

understanding how to draw the basic geometric solids is important be-
cause everything in nature, and especially in landscape drawing, is mod-
eled according to them. the basic building blocks are the sphere, cone, 

Figure 6-7  Rembrandt van Rijn. the three trees. 1643. Etching with dry point and burin. 85⁄8" × 11". (National Gallery of Art, 
Washington, Rosenwald Collection)

Figure 6-8  Shadowed edge. Figure 6-9  Shade used to create a silhouette.

Figure 6-10  Drawing a sphere in 
tone with (a) highlights, (b) shadow,  
(c) shaded edge, and (d) cast shadow.

Figure 6-11  Observe the basic 
geometrical forms in nature and draw 
them in tone.
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cylinder, and square. Before you can go on to draw the landscape you 
must first master these forms in tone. these simple objects are com-
bined to produce more complicated shapes.

Exercise 6-8:  Drawing the Basic Solids in Tone

On a good sheet of 18-by-24-inch paper draw the sphere, cone, cylinder, and 
square in full tone across the top of the page in pencil. Repeat these forms below 
in pen and ink. On another sheet of paper draw the same basic solids with 
shade and cast shadow. Ideally it is helpful to make these objects out of card-
board or wood, paint them white, and draw them at night with a bright light 
on them. On another sheet of paper draw the solids defined with shadow and 
tonal background. This is an exercise in how to use shadow and background to 
make forms appear as if they are occupying space. It is an important step in 
learning to create a landscape. In placing these objects on your page, think of 
your composition. Do each of these projects in 6B pencil, soft charcoal, and pen 
and ink.

Exercise 6-9:  Drawing Common Objects in Tone

Collect a bunch of common objects such as wine bottles, cups, pitchers, and so 
on. Try to find objects with character; no plastic, please. Paint them white and 
arrange them into a still life, taking care to overlap them. When you are setting 
them up, think of them as a landscape design. This exercise is an introduction 
to the drawing of landscape. Turn a bright light on the objects and draw them 
in charcoal with shadowed backgrounds. Use your kneaded eraser and paper 
stump. When drawing, think about the positive and negative space and try to 
see the relationships between them.

Exercise 6-10:  Contrasting Forms

This exercise is about learning to draw forms to contrast with one another. Cut 
abstract shapes out of cardboard and set them up as a still life. Work on the 
arrangement of positive and negative spaces and overlapping shapes. Under a 
bright light, render them in tone with shadow and shadowed background. Use 
charcoal, kneaded eraser, and a paper stump.

Exercise 6-11:  Rendering Values

Paper is an excellent medium for studying and rendering values. Take a paper 
bag and crumple it up over and over again, until it is very pliable. Scrunch it 
up and draw it under a bright light in pencil. Try to depict its full range of 
tone. When drawing, imagine it as the ground plane of a landscape. Draw it 
from a variety of angles using 6B pencil, kneaded eraser, and a paper stump.

(a)

Figure 6-12  The sphere, cone, 
cylinder, and square: (a) in tone in 
pencil, (b) in pen, (c) with shade and 
cast shadow, (d) with tonal background.
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v

(b)

(c)

cylinder, and square. Before you can go on to draw the landscape you 
must first master these forms in tone. these simple objects are com-
bined to produce more complicated shapes.

Exercise 6-8:  Drawing the Basic Solids in Tone

On a good sheet of 18-by-24-inch paper draw the sphere, cone, cylinder, and 
square in full tone across the top of the page in pencil. Repeat these forms below 
in pen and ink. On another sheet of paper draw the same basic solids with 
shade and cast shadow. Ideally it is helpful to make these objects out of card-
board or wood, paint them white, and draw them at night with a bright light 
on them. On another sheet of paper draw the solids defined with shadow and 
tonal background. This is an exercise in how to use shadow and background to 
make forms appear as if they are occupying space. It is an important step in 
learning to create a landscape. In placing these objects on your page, think of 
your composition. Do each of these projects in 6B pencil, soft charcoal, and pen 
and ink.

Exercise 6-9:  Drawing Common Objects in Tone

Collect a bunch of common objects such as wine bottles, cups, pitchers, and so 
on. Try to find objects with character; no plastic, please. Paint them white and 
arrange them into a still life, taking care to overlap them. When you are setting 
them up, think of them as a landscape design. This exercise is an introduction 
to the drawing of landscape. Turn a bright light on the objects and draw them 
in charcoal with shadowed backgrounds. Use your kneaded eraser and paper 
stump. When drawing, think about the positive and negative space and try to 
see the relationships between them.

Exercise 6-10:  Contrasting Forms

This exercise is about learning to draw forms to contrast with one another. Cut 
abstract shapes out of cardboard and set them up as a still life. Work on the 
arrangement of positive and negative spaces and overlapping shapes. Under a 
bright light, render them in tone with shadow and shadowed background. Use 
charcoal, kneaded eraser, and a paper stump.

Exercise 6-11:  Rendering Values

Paper is an excellent medium for studying and rendering values. Take a paper 
bag and crumple it up over and over again, until it is very pliable. Scrunch it 
up and draw it under a bright light in pencil. Try to depict its full range of 
tone. When drawing, imagine it as the ground plane of a landscape. Draw it 
from a variety of angles using 6B pencil, kneaded eraser, and a paper stump.

(a)

Figure 6-12  The sphere, cone, 
cylinder, and square: (a) in tone in 
pencil, (b) in pen, (c) with shade and 
cast shadow, (d) with tonal background.

(continued)
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(d)

Texture

texture combined with tone creates pictorial space. the landscape con-
tains an endless variety of textures; this is one of the characteristics that 
defines a landscape. Every element in the landscape has some amount of 
texture, and these textures must be reflected in the drawing.

in his book A Guide to Drawing, daniel M. Mendelowitz writes that tex-
ture and its representation are “fundamental to the aesthetic strength of 
any drawing” (1967, 109). texture is also about touch. unless we can 

Figure 6-13  Common objects in full 
tone with shadowed backgrounds.
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touch the texture we are rendering, we must rely on our eyes to interpret 
it for us. A drawing should express the emotion of tactile experience.

the artist may mix the media of strongly textured materials with drawn 
representations of textures. the Cubist painters Braque, Picasso, and 
Gris were some of the first artists to incorporate newspaper ads, wallpa-
per samples, stamps, and so on in their work to evoke textural interest in 
the flat surface of the canvas. Georges Braque’s “Musical Forms” and 
Kurt Schwitters’s “de Stijl” are good examples of how real textures are 
incorporated into a work.

our perceptions of texture influence our landscape drawings. Many 
landscape textures are taken for granted by the casual observer. Look 
carefully at the textures of the landscape before you begin to draw them. 

Figure 6-14  Abstract shapes in full 
tone with shadowed backgrounds.

Figure 6-15  A crumpled paper bag in 
full tone and shadowed background.
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in Rendering in Pencil, Arthur Guptil talked about developing a “textural 
consciousness” to ensure a constant awareness of the textures that sur-
round you. Learn to recognize textures that are shiny or smooth, dull or 
sharp, hard or soft. observe the effects of different textural combina-
tions and develop a perception of surfaces.

in landscape drawing it is best to abstract the textures of your vision. if 
you look at maps and plan views, you will notice that abstracted textural 

Figure 6-16  Elise Brewster.Landscape 
in texture. From travel sketchbook.

Figure 6-17  Frank James, Sasaki 
Associates. Abstract landscape textures.
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symbols are used to represent different landscape forms. First interpret 
the texture, then abstract it into simple descriptive representation. You 
must interpret the textures of the subject, giving each a separate identity, 
and at the same time develop a textural style that unifies the picture. Van 
Gogh’s landscape drawings contain an amazing array of textures and are 
charged with emotion. Avoid using many types and styles of textural rep-
resentation, since this will only make the drawing chaotic. texture is 
more than just pattern; it is lively interwoven lines that remind the viewer 
of the sense of touch and stimulate the imagination. Shadows reflect the 
various textures of the landscape upon which they are cast.

these beginning texture exercises build on the preliminary loosening-
up exercises discussed earlier. By overlapping and building up the lines 
you’ve already practiced you can create texture. As American painter 
and teacher robert henri said, “texture is a tactile quality, fabricated 
from the use of lines and tonal value. it is not just a by-product but part 
of the larger context and function the drawing is to serve” (1923, 196).

Figure 6-18  Vincent van Gogh.  
View of Arles. 1888. Reed pen. 171⁄16" 
× 215⁄8". (Museum of Art, Rhode Island 
School of Design, gift of Mrs. Murray S. 
Danforth)
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Exercise 6-12:  Varying Textures

Lay out 2-by-16-inch rectangles on an 18-by-24-inch sheet. The boxes will give 
you the chance to really see the effects you can achieve by drawing textures. 
Work on varying the texture from light to dark, considering it a compositional 
element. This gradation will become important when we begin to draw actual 
landscapes. The trick here is to develop consistency in your lines and create a 
pattern through the repetition of line. Explore and invent your own textures. Do 
practice sheets in 6B pencil and pen and ink.

Figure 6-19  Varying textures from 
light to dark with repetition of line. 
Sketches by David Meyer. (Photo: Steven 
Brooks)

Figure 6-20  Grace Kwak. Texture abstracted. 1993.
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Exercise 6-12:  Varying Textures

Lay out 2-by-16-inch rectangles on an 18-by-24-inch sheet. The boxes will give 
you the chance to really see the effects you can achieve by drawing textures. 
Work on varying the texture from light to dark, considering it a compositional 
element. This gradation will become important when we begin to draw actual 
landscapes. The trick here is to develop consistency in your lines and create a 
pattern through the repetition of line. Explore and invent your own textures. Do 
practice sheets in 6B pencil and pen and ink.

Figure 6-19  Varying textures from 
light to dark with repetition of line. 
Sketches by David Meyer. (Photo: Steven 
Brooks)

Figure 6-20  Grace Kwak. Texture abstracted. 1993.
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Exercise 6-13:  Learning to Feel Texture

In order to draw textures it is important to first feel them. Collect a variety of 
manufactured objects, such as tinfoil, wax paper, bottle caps, sandpaper, bricks, 
and others, and natural objects, such as tree bark, leaves, sticks, rocks, gravel, 
and so on. Find enough objects to fill a tabletop and set them out randomly. Sit 
down at the table and blindfold yourself with a bandana. Run both your hands 
over the objects to feel the different textures. Notice with which hand you best feel 
the texture. While feeling these objects with the blindfold still on, interpret them 
by drawing what you feel on a pad of paper with 6B pencil.

Exercise 6-14:  Abstracting Textures

In order to draw textures it is important to learn to abstract them. Find five 
contrasting flat textures; cut them into 2-inch squares and glue them onto a 
sheet of paper. Mount them on one side of the page. Now construct two 2-inch 
squares beside each texture. In the first empty square draw a simulation of the 
texture. In the second create an abstraction of the actual texture. Be inventive. 
Repeat this exercise with other actual textures. Use a 6B pencil.

Figure 6-21  Sponges in a variety of 
textures can produce some unusual 
images.

Figure 6-22  Ireneusz Ciesiolkiewicz. 
Landscape in tone. 1993. Pencil on 
paper.

Figure 6-23  Sarah Kim used pen-
and-ink hatches and crosshatches to 
compose an award-winning architectural 
detail for the annual U.C. Berkeley 
College of Environmental Design 
Bakewell and Brown Drawing 
Competition. (Photo: Steven Brooks)
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Exercise 6-13:  Learning to Feel Texture

In order to draw textures it is important to first feel them. Collect a variety of 
manufactured objects, such as tinfoil, wax paper, bottle caps, sandpaper, bricks, 
and others, and natural objects, such as tree bark, leaves, sticks, rocks, gravel, 
and so on. Find enough objects to fill a tabletop and set them out randomly. Sit 
down at the table and blindfold yourself with a bandana. Run both your hands 
over the objects to feel the different textures. Notice with which hand you best feel 
the texture. While feeling these objects with the blindfold still on, interpret them 
by drawing what you feel on a pad of paper with 6B pencil.

Exercise 6-14:  Abstracting Textures

In order to draw textures it is important to learn to abstract them. Find five 
contrasting flat textures; cut them into 2-inch squares and glue them onto a 
sheet of paper. Mount them on one side of the page. Now construct two 2-inch 
squares beside each texture. In the first empty square draw a simulation of the 
texture. In the second create an abstraction of the actual texture. Be inventive. 
Repeat this exercise with other actual textures. Use a 6B pencil.

Figure 6-21  Sponges in a variety of 
textures can produce some unusual 
images.

Figure 6-22  Ireneusz Ciesiolkiewicz. 
Landscape in tone. 1993. Pencil on 
paper.

Figure 6-23  Sarah Kim used pen-
and-ink hatches and crosshatches to 
compose an award-winning architectural 
detail for the annual U.C. Berkeley 
College of Environmental Design 
Bakewell and Brown Drawing 
Competition. (Photo: Steven Brooks)
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Exercise 6-15:  Accenting Texture

Get several types of sponges; take a toothbrush soaked in India ink and splatter 
the sponges with the ink. This will accent the different textures of the sponges. 
Draw these with tone and texture using your 6B pencil and kneaded eraser. 
Repeat this exercise with different types of bark or leaves or anything else you 
can find that has interesting texture.

Exercise 6-16:  Observing Contrasting Texture

Cut 1-by-16-inch strips from newspapers, magazines, or other printed media, 
staying with black and white because this will enhance the textures. Glue them 
down parallel to one another, and observe the effect of the contrasting textures.

in summary, a refined use of texture can describe the individual land-
scape elements, create tactile responses, enrich the pictorial space, and 
control or reinforce the spatial composition.

[N]atural objects, leaves and stones are rendered precisely, and there is 
Bellini’s sense of precious light…. Only, in Italy all natural things are as 
it were woven through and through with gold thread, even the cypress 
revealing it among the folds of its blackness. It is the golden light and 
flowing rhythm in the line of trees and contours which make Giorgione’s 
earliest landscapes poetical. (Clark 1976, 114)
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Chapter Seven

Drawing Techniques  
for Trees and Plants

Know your trees, their nature, their growth, their 
movement; understand that they are conscious, 
living things, with tribulations and desires not 

totally disassociated with your own.

John F. Carlson 
Carlson’s Guide to Landscape Painting
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132 Drawing the Landscape

the art student must first learn to observe. nature is the raw material of the 
artist, and one should spend much time making contact with actual objects.

trees and vegetation form the essence of landscape drawing. in order 
to be able to conceptualize, draw, and design landscapes in perspective, 
plan, and elevation, you must first gain an understanding of the organic 
structures of individual trees and masses of landscape forms. in this 
chapter we will work on developing a visual shorthand for trees and 
plants based on drawing techniques described in Chapters 4 and 5.

Figure 7-1  Frank James, Sasaki 
Associates. Landscape in gesture. Pen 
and ink.

Figure 7-2  Frank James, Sasaki 
Associates. Trees in gesture. Pen and ink.
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Contour Drawing

“When executed by the sensitive artist, a contour drawing of even the 
simplest forms acquires great distinction and elegance through disci-
plined purity of line” (Mendelowitz 1976, 93). to draw vegetation we 
must first learn to draw in contour. Contour drawing improves your 
power of observation and comprehension of shape. it is also an exercise 
in interpreting form. Contours are lines that delineate the edge of a 
form and distinguish one shape from another. typically, a contour line 
does not vary in width.

the art student must first learn to observe. nature is the raw material of the 
artist, and one should spend much time making contact with actual objects.

trees and vegetation form the essence of landscape drawing. in order 
to be able to conceptualize, draw, and design landscapes in perspective, 
plan, and elevation, you must first gain an understanding of the organic 
structures of individual trees and masses of landscape forms. in this 
chapter we will work on developing a visual shorthand for trees and 
plants based on drawing techniques described in Chapters 4 and 5.

Figure 7-1  Frank James, Sasaki 
Associates. Landscape in gesture. Pen 
and ink.

Figure 7-2  Frank James, Sasaki 
Associates. Trees in gesture. Pen and ink.
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Contour drawings are composed of pure line independent of tone, 
texture, and shadow. When you engage in contour drawing you draw 
with control, slowly and decisively, as Leonardo instructs:

Consider with the greatest care the form of the outlines of every object, and 
the character of their undulations. And these undulations must be sepa-
rate studies, as to whether the curves are of arched convexities or angular 
concavities. (Richter 1970, 29)

When drawing in contour don’t look at the page. instead, concentrate 
on following the edge of the shape with your eye. the contour line 
should follow the movement of your eye. Look at the outside edge of 
your subject very carefully; note every indentation, every little movement 
of the edge. does it move in or out, up or down, forward or backward? 
What you interpret in line should be based on exact observation. Before 
beginning, squint at the subject; by blurring your vision you may better 
understand its form.

Exercise 7-1:  Feeling the Contour

Start with a common object such as an apple, hat, or twig. Close your eyes and 
feel the edge of the object with your hand. With a 6B pencil draw a contour of 
the subject. Draw extremely slowly, as if in slow motion, while looking at the 
edge of the object very carefully. Begin by focusing on one part. Imagine that 
your pencil is touching the object rather than the paper. Avoid the temptation of 
looking at the page until you are done. Move your pencil slowly as you follow 
the edge of your subject. Concentrate and don’t draw too fast.

Next draw your hand as a large contour on an 18-by-24-inch sheet of paper. 
Fill the whole page. Again, work on your observation; look, and draw every 

Figure 7-3  Lisa Micheli. Hand and 
shoe in contour. Pen and ink on paper.

Figure 7-4  Landscape form observed 
and interpreted in contour. Pen and ink.
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nook and cranny on the edge of your hand. Hold your hand up close to your eye 
in order to see its detail. On another single sheet draw three hands in contrast-
ing poses.

Get an old, well-worn shoe, such as a tennis shoe, and draw a contour of it. 
While you are drawing try to understand it, and capture its folds. Again, feel 
the shoe before beginning. Next, do a single page with two shoes, and create a 
composition with them.

Exercise 7-2:  Contours of Plant Forms

“What outlines are seen in trees at a distance against the sky which serves as 
their backgrounds?” asks Leonardo (Richter 1970, 227). For this exercise, go 
outside and observe a variety of plant forms. Observe as many trees as possible 
before beginning to draw. Find ten distinctive types of vegetation; draw several 
on a large sheet of paper. Look for the distinguishing shapes and silhouettes. 
Follow the edge with your eye; work toward developing a sensitivity to the edge. 
Touch the edges of the plants before you draw them. Concentrate on the tree, not 
the drawing. Don’t look at your page. Observe carefully the outline of the plant. 
Be economical with line. If your drawing is out of proportion, don’t worry 
about it. After you complete each plant form, below it draw its contour in plan 
view, as if you’re flying above and looking down at its shape. Walk around the 
plants to grasp their plan view—are they perfect circles?

Figure 7-5  Frank James, Sasaki 
Associates. A gesture with elegance and 
force. Pen and ink.
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Gesture

A work of art in itself is a gesture. (Henri 1923, 90)

Learning to draw with gesture is the key to creating landscape drawings 
of elegance, force, and character. Gesture is a response to your initial 
observations. it is lacking in contemporary landscape drawing; as a re-
sult, many landscape drawings lack spontaneity and drama. Gesture is 
access to the inner form of the landscape.

Your ability to convey gesture depends on your powers of observation. 
A gesture is a way to project meaning onto inanimate objects. it is about 
the activity of drawing and the ability to correlate individual lines to pro-
duce a compositional effect. the successful gesture captures a moment 
through a few quick motions. it expresses the artist’s attitude. to draw 
gesturally one must be able to abstract. Great artists do not reproduce 
nature, but extract the intense sensation it has made upon them.

Gesture drawing relies on speed, movement, and a feeling for volume 
and light. in his book The Natural Way to Draw, Kimon nicolaides pro-
vides one of the best descriptions of how to correctly draw the gesture:

You are to draw, letting your pencil swing around the paper almost at 
will, being impelled by the sense of action you feel. Draw rapidly and 
continuously in a ceaseless line, from top to bottom, around and around, 
without taking your pencil off the paper. Let the pencil roam, reporting 
the gesture. You should draw not what the thing looks like, not even what 
it is, but what it is doing. Feel how the figure lifts or droops, pushes for-
ward here, drops down easily there. (1941, 14)

Exercise 7-3:  The Gesture

Start with a warm-up sphere that fills the page. Transfer that same energy to the 
following exercises. Draw a large gesture of your hand on a large sheet of paper. 
Then draw three hands on a page, thinking of them as a composition. Never 
draw a line twice; make your linear statement and then leave it alone. Your 
gesture should be clear and concise, with no excess lines. Your pencil should 
roam around the page as if you were drawing the sphere. Move the pencil in 
and out, up and down. Penetrate the subject to its very core. Do not lift your 
pencil from the page; express the gesture with one line from start to finish, while 
varying the pressure of your stroke.

After the hands, draw one large shoe on a single page, using a two-thirds 
view. Then draw several shoes on a page.

Exercise 7-4:  Drawing Plant Forms in Gesture

“The most vital things in the look of a face or of a landscape endure for only a 
moment” (Henri 1923, 27). This exercise should be done in the field. Find ten 
plants with unusual characteristics. Draw them large on 18-by-24-inch paper. 
As you draw, seize the vital impulse that registered during the first moment of 
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observation. Remember the Zen koan, “First thought, best thought,” and con-
sider the gesture a way to capture “first impression, best impression.” Work to-
ward proportion, rhythm, speed, and creating a sense of volume. Your motive 
should be to capture the essence and vitality of each plant; each one should tell 
a story. When drawing plants try to feel them, using the gesture as a guide. 
Before drawing, feel your hand and arm loosening up. Get the full swing of 
your body into it. Let your hand move freely, as if by impulse. Work with great 
speed. Capture the flow of energy. Do not change the course of the line until you 
have to. Before drawing each plant try to emphathize with it: How does it feel? 
What is its attitude? Seek the impulse or energy of what the plant is trying to 
do. Use intuition in your approach. For instance, a tree does not grow from the 
crown down to the trunk. It starts from within the earth and pushes up toward 
the sky, its leaves branching out, reaching to the sunlight, forming a dome.

Start your gesture of the plant at the ground plane. Push it up from the 
trunk, swinging it outward along the branching structure, following the move-
ment through to the leaves. Keep the pencil moving, working it in and out until 
you create a volume out of the cacophony of line. Try to avoid making superflu-
ous lines. Make every line descriptive. Stop only when you are satisfied with the 
form and it feels complete to you.

Below each plant form draw the plan view; with a quick gesture, capture its 
shape and habit in plan. Work from the center out, keeping the pencil moving 
all the time. Don’t stop drawing. Work outward along the branching form to 
the cloak of leaves and their edge. Penetrate through the center and outward 
again until the image begins to carry weight. Stop when you feel the perfor-
mance is complete. Keep working on this exercise until you develop rapid, accu-
rate, rhythmic lines that capture the soul of the living form. This is a good 
exercise to repeat with your opposite hand.

Plant Forms

After acquiring skill in contour and gesture, work to develop a graphic 
vocabulary that can describe the character of plant forms. Look at vari-
ous plants to grasp their individual gestures. Without drawing, look at 
the plant forms you pass every day and visualize their major gesture and 
outline. observe many kinds of plants under as many different light con-
ditions and situations as possible. observe the seasonal changes through-
out the year. discipline yourself to continually observe plants and analyze 
their conditions.

Plant Structure

When you begin studying plants, imagine the dominant line of growth as 
it moves through the plant. to visualize the trunk, first draw the silhou-
ette of the plant, then draw a light line through its center. the trunk 
should follow this central line, which will also express the trunk’s domi-
nant movement. From the trunk all of the features of the plant originate. 

Figure 7-6  Lisa Micheli. Hand in 
gesture. Pen and ink.
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Beginners will typically draw trees as if they were perfectly symmetrical; 
this does not reflect their true form in nature. trees are not cotton balls. 
they have a strong central spine that is usually a smooth curving line. As 
the branching moves away from the trunk each segment becomes pro-
portionally smaller. there is a proportional harmony to the growth of the 
branching. in other words, a tree is like the body of a person who is stand-
ing with arms stretched outward toward the sun. the appendages be-
come smaller the further they get from the trunk of the body.

there is a whole complex trunk and root system underneath the earth 
that has the same proportional harmony. usually this anatomy is more 

Figure 7-7  Plant forms in gesture.

Figure 7-8  A gestural vocabulary to 
describe the character of plant forms.

Figure 7-9  Finding the dominant 
line of growth.

(a) (b)

(c)

Figure 7-10  (a) Ground plane, 
silhouette, and center line. (b) Branching 
structure. (c) Adding foliage.
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Beginners will typically draw trees as if they were perfectly symmetrical; 
this does not reflect their true form in nature. trees are not cotton balls. 
they have a strong central spine that is usually a smooth curving line. As 
the branching moves away from the trunk each segment becomes pro-
portionally smaller. there is a proportional harmony to the growth of the 
branching. in other words, a tree is like the body of a person who is stand-
ing with arms stretched outward toward the sun. the appendages be-
come smaller the further they get from the trunk of the body.

there is a whole complex trunk and root system underneath the earth 
that has the same proportional harmony. usually this anatomy is more 

Figure 7-7  Plant forms in gesture.

Figure 7-8  A gestural vocabulary to 
describe the character of plant forms.

Figure 7-9  Finding the dominant 
line of growth.

(a) (b)

(c)

Figure 7-10  (a) Ground plane, 
silhouette, and center line. (b) Branching 
structure. (c) Adding foliage.
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extensive than the canopy structure above ground, flaring gracefully out-
ward into small roots that disappear into the earth. to help you imagine 
this, picture the canopy flipped upside down and under the earth.

to draw the branching structure, first draw the ground plane and the 
silhouette, then locate the center line. on either side of the center line, 
add the flare of the trunk in construction lines. From the main trunk, 
sketch the branching structure all the way out to the edge of the silhou-
ette, where the twigs taper to hairlines. use smooth lines that follow the 
general form of growth, and end the hairline twigs with exclamation 
points. thoroughly work out the branching structure before you draw 
the leaves. this will be the outline of the tree’s structure, to which you 
may add foliage and apertures. After you have drawn all your construc-
tion lines, determine the light source. the shadowed edge of the 
branches can be expressed by darkening the construction lines. this will 
help give volume to the branching.

Exercise 7-5:  Branching Practice

To gain an understanding of plant structure draw at least ten trees without 
their foliage. Winter is the best time to practice this exercise. Otherwise, look 
closely at the branching and use your imagination. Start with a silhouette of 
the plant, add the center line, then lightly draw in the branching structure.

Foliage

once you have analyzed the silhouette, structure, and branching, ob-
serve the character of the individual leaves. the most critical element 
about drawing leaves is being able to abstract them. Look closely at the 
leaves and twigs on a sunny day and abstract them in your mind. When 
trying to draw plants, most beginners attempt to reproduce every single 
leaf. it is always a temptation to draw the foliage as a pattern. to abstract 
the leaf forms you must first understand the individual leaf. After decid-
ing on a leaf form you will want to repeat it consistently as a gesture. You 
do not want 25 different kinds of leaves on one tree. indicate the foliage 
with just enough gesture to give it a minimal amount of form.

Exercise 7-6:  Leaves and Twigs in Tone

Take a twig with a few leaves and carefully do a tone drawing with a 6B pen-
cil. Draw five types of twigs and leaves organized on an 18-by-24-inch sheet. As 
an example, look at da Vinci’s Sprays of Oak Leaves and Dyer’s Greenweed. 
This was a study for the painting Leda. The red chalk lines of the shading are 
beautiful, but what is most interesting is the degree of study that Leonardo put 
into the individual leaves. Look at his use of parallel lines to produce a back-
ground for the leaves and twigs, and the sensitivity of his linework.

Figure 7-11  Analyze the branching 
structure before attempting to draw the 
foliage.

Figure 7-12  Observe the individual 
character of each leaf, then abstract it.
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extensive than the canopy structure above ground, flaring gracefully out-
ward into small roots that disappear into the earth. to help you imagine 
this, picture the canopy flipped upside down and under the earth.

to draw the branching structure, first draw the ground plane and the 
silhouette, then locate the center line. on either side of the center line, 
add the flare of the trunk in construction lines. From the main trunk, 
sketch the branching structure all the way out to the edge of the silhou-
ette, where the twigs taper to hairlines. use smooth lines that follow the 
general form of growth, and end the hairline twigs with exclamation 
points. thoroughly work out the branching structure before you draw 
the leaves. this will be the outline of the tree’s structure, to which you 
may add foliage and apertures. After you have drawn all your construc-
tion lines, determine the light source. the shadowed edge of the 
branches can be expressed by darkening the construction lines. this will 
help give volume to the branching.

Exercise 7-5:  Branching Practice

To gain an understanding of plant structure draw at least ten trees without 
their foliage. Winter is the best time to practice this exercise. Otherwise, look 
closely at the branching and use your imagination. Start with a silhouette of 
the plant, add the center line, then lightly draw in the branching structure.

Foliage

once you have analyzed the silhouette, structure, and branching, ob-
serve the character of the individual leaves. the most critical element 
about drawing leaves is being able to abstract them. Look closely at the 
leaves and twigs on a sunny day and abstract them in your mind. When 
trying to draw plants, most beginners attempt to reproduce every single 
leaf. it is always a temptation to draw the foliage as a pattern. to abstract 
the leaf forms you must first understand the individual leaf. After decid-
ing on a leaf form you will want to repeat it consistently as a gesture. You 
do not want 25 different kinds of leaves on one tree. indicate the foliage 
with just enough gesture to give it a minimal amount of form.

Exercise 7-6:  Leaves and Twigs in Tone

Take a twig with a few leaves and carefully do a tone drawing with a 6B pen-
cil. Draw five types of twigs and leaves organized on an 18-by-24-inch sheet. As 
an example, look at da Vinci’s Sprays of Oak Leaves and Dyer’s Greenweed. 
This was a study for the painting Leda. The red chalk lines of the shading are 
beautiful, but what is most interesting is the degree of study that Leonardo put 
into the individual leaves. Look at his use of parallel lines to produce a back-
ground for the leaves and twigs, and the sensitivity of his linework.

Figure 7-11  Analyze the branching 
structure before attempting to draw the 
foliage.

Figure 7-12  Observe the individual 
character of each leaf, then abstract it.
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the foliage of a tree is like its clothing. the individual abstract gesture 
of the leaf form will be repeated over and over in your plant drawing to 
create a feeling of volume in the foliage. You want to capture the essence 
of the leaf in a simple line movement that can be repeated in a single 
sweeping stroke. the stroke should not be an exact copy of the plant’s 
leaf. the best way to draw foliage is with a combination of the line and 
texture exercises in Chapters 4 and 5. the M’s, W’s, wandering lines, 
scallops, and dots are very good basic lines to use for inventing your own 
shapes. determine the scale of your foliage, based on your viewing dis-
tance from the plant. this will affect the intensity of your leaf gestures; 
the closer you are, the more detail you will see.

Most trees have apertures, or openings in the foliage where you can see 
through to the branching structure, and sometimes completely through 
to the sky beyond. Careful rendering of apertures adds a third dimension 

Figure 7-13  Leonardo da Vinci. 
Sprays of oak Leaves and dyer’s 
Greenweed. Red chalk touched with 
white on red prepared paper. 188 × 153 
mm. (The Royal Collection © 2003 Her 
Majesty Queen Elizabeth II)

Figure 7-14  Line and texture 
combined to illustrate foliage.

Figure 7-15  To draw palm trees, start 
with thumbnail sketches, then draw the 
center line of each frond. Abstract the 
form.
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the foliage of a tree is like its clothing. the individual abstract gesture 
of the leaf form will be repeated over and over in your plant drawing to 
create a feeling of volume in the foliage. You want to capture the essence 
of the leaf in a simple line movement that can be repeated in a single 
sweeping stroke. the stroke should not be an exact copy of the plant’s 
leaf. the best way to draw foliage is with a combination of the line and 
texture exercises in Chapters 4 and 5. the M’s, W’s, wandering lines, 
scallops, and dots are very good basic lines to use for inventing your own 
shapes. determine the scale of your foliage, based on your viewing dis-
tance from the plant. this will affect the intensity of your leaf gestures; 
the closer you are, the more detail you will see.

Most trees have apertures, or openings in the foliage where you can see 
through to the branching structure, and sometimes completely through 
to the sky beyond. Careful rendering of apertures adds a third dimension 

Figure 7-13  Leonardo da Vinci. 
Sprays of oak Leaves and dyer’s 
Greenweed. Red chalk touched with 
white on red prepared paper. 188 × 153 
mm. (The Royal Collection © 2003 Her 
Majesty Queen Elizabeth II)

Figure 7-14  Line and texture 
combined to illustrate foliage.

Figure 7-15  To draw palm trees, start 
with thumbnail sketches, then draw the 
center line of each frond. Abstract the 
form.
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to your volume and helps to animate your plants with light and shade. to 
construct the sky aperture draw an outline lightly around the opening, 
then sketch in the leaf gestures around the opening. Capture the shape 
and essence of the opening. don’t overemphasize the placement of these 
apertures—that is, don’t punch the tree full of holes. Carefully place 
them to add interest with a consideration of the overall composition.

the renaissance painters titian and Girolamo Muziano drew beauti-
ful and evocative foliage in their pen-and-ink landscapes. they abstracted 
the boughs of foliage into delicate scalloped strokes. With this technique 
they were able to achieve amazing depth with full tonal contrast and at-
mospheric effects. rembrandt was a master of rendering landscapes in 
gesture. Much faster and looser than the renaissance artists, he cap-
tured the essence of foliage with spontaneous compound lines repeated 
rapidly to produce texture. in his pen and bister (umber) wash drawing 
A Thatched Cottage Among Trees, one can easily see the vigorous strokes he 

Figure 7-16  Use apertures to add 
volume to vegetation.

Figure 7-17  Titian. Landscape 
with Castle. Pen and brown ink on 
paper. 217 × 347 mm. (titian 
drawings: M. Agnese Chiari Moretto 
Wiel, Rizzoli)

Figure 7-18  Girolamo Muziano. 
Forest Landscape. Sixteenth century. 
(Gabinetto Disegni e Stampe degli Uffizi)

Figure 7-19  Rembrandt van Rijn.  
A thatched Cottage Among trees. c. 
1650. Pen and bister wash. 172 × 271 
mm. (Courtesy Dover Publications)
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to your volume and helps to animate your plants with light and shade. to 
construct the sky aperture draw an outline lightly around the opening, 
then sketch in the leaf gestures around the opening. Capture the shape 
and essence of the opening. don’t overemphasize the placement of these 
apertures—that is, don’t punch the tree full of holes. Carefully place 
them to add interest with a consideration of the overall composition.

the renaissance painters titian and Girolamo Muziano drew beauti-
ful and evocative foliage in their pen-and-ink landscapes. they abstracted 
the boughs of foliage into delicate scalloped strokes. With this technique 
they were able to achieve amazing depth with full tonal contrast and at-
mospheric effects. rembrandt was a master of rendering landscapes in 
gesture. Much faster and looser than the renaissance artists, he cap-
tured the essence of foliage with spontaneous compound lines repeated 
rapidly to produce texture. in his pen and bister (umber) wash drawing 
A Thatched Cottage Among Trees, one can easily see the vigorous strokes he 

Figure 7-16  Use apertures to add 
volume to vegetation.

Figure 7-17  Titian. Landscape 
with Castle. Pen and brown ink on 
paper. 217 × 347 mm. (titian 
drawings: M. Agnese Chiari Moretto 
Wiel, Rizzoli)

Figure 7-18  Girolamo Muziano. 
Forest Landscape. Sixteenth century. 
(Gabinetto Disegni e Stampe degli Uffizi)

Figure 7-19  Rembrandt van Rijn.  
A thatched Cottage Among trees. c. 
1650. Pen and bister wash. 172 × 271 
mm. (Courtesy Dover Publications)
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used to produce the unique characteristics of each tree. the impression-
istic quality of Van Gogh’s vegetative gestures are a dynamic wonder. Van 
Gogh was able to capture the life forces of plant growth. his reed-pen 
drawings are an encyclopedia of linear gesture, exhibiting passionate 
and frenzied line work. Van Gogh’s Cypresses is a fantasy of swirling lines 
that seem to push up out of the earth. his pen strokes animate the cy-
presses; the trees seem as if they are on fire. Charles Burchfield devel-
oped a calligraphic style in which he could capture his mental association 
of the vegetation he drew in the field. When he began to feel that his 
work lacked impulse, he would spend some time working spontaneously 
from nature.

“I need to paint right in front of the objects,” he said, “feel it, experience 
that emotional state that actual presence produces in us.” (Baur 1956, 53)

Figure 7-20  Vincent van Gogh. 
Cypresses, Saint-remy. 1889. Reed 
and pen bister. 623 × 468 mm. (The 
Brooklyn Museum, Frank L. Babbott  
and Augustus A. Healy Fund)

Figure 7-21  Charles Burchfield. Pine 
tree. 1955. Conté crayon.  
191⁄4" × 13". (Private collection; 
drawing courtesy Archives of the 
Burchfield Society)
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Shadow

When you draw, work to discriminate between the brightness of the 
lights and the extent of the darkness of the shadows. drawing shadows is 
critical to producing realistic landscapes with depth and atmosphere. 
the most straightforward method to shade your vegetation is to use 
three values, light, medium, and dark, in combination with a shadowed 
edge. When vegetation is in the foreground or middle ground you can 
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work lacked impulse, he would spend some time working spontaneously 
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that emotional state that actual presence produces in us.” (Baur 1956, 53)
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usually see these three tones clearly. the background often requires only 
two tones, and the most distant portions may be implied with broken or 
dotted lines.

After you have lightly sketched in your silhouette and branching con-
struction lines, you can add the foliage. Along the leading edge your line 
weight should be a very faint, almost broken line, because this is where 
the sun is brightest and the eye will not discern a solid line. on the op-
posite side, draw the shadowed edge as a dark line. then repeat your 
abstracted leaf gesture to build up tone.

Always work from light to dark; lay down the medium tone, then slowly 
work back to the darkest tone, gradually building up volume. With your 
line work you should try to produce an even gradation from light to 
dark, keeping your stroke consistent. Make the shadowed edge as dark 
as possible. Finally, draw the shadow on the ground plane, which will be 
darkest next to the shadowed edge. the edges of shadow will be lighter 
than the center, and some flickers of light will show through. remember 
too that your shadow will pick up the texture on which it lies.

When shadowing the branching structure use the same process. Keep 
the edge nearest the sun as light as possible (using a broken line); on the 
opposite side draw a heavy dark line and add the medium tones. to add 
further realism, darken the tree crotches and, where a branch passes 
over another, add a shadow on the lower branch. use the exclamation 
point throughout your drawing; you will be surprised at what a dynamic 
quality it can add.

Figure 7-22  To create volume use 
abstracted leaf gesture to build up tone. 
Use the shadowed edge and shade for 
realism. Use the same process to shade  
the branching structure.

Figure 7-23  Titian. Landscape 
with nymphs and Satyrs. c. 1560. Pen 
and brown ink. 265 × 405 mm. (titian 
drawings: M. Agnese Chiari Moretto 
Wiel, Rizzoli)
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Cross contours are an excellent way to add detail and volume to the 
branching structure. Feel the bark. Look at its scale and texture. on the 
side away from the sunlight draw parallel lines following the upward 
growth of the tree. these lines lighten as they get further from the shad-
owed edge. Abstract the quality of the bark with your line. to add fur-
ther detail to the branches use cross contour lines at right angles to the 
parallel lines of the bark. the cross contours should be slightly circular 
to express the volume and growth of the plant. Branches that come for-
ward are usually darker. in Landscape with Nymphs and Satyrs, see how ti-
tian’s cross contours give a feeling of volume and description to the bark. 
his line work gives each tree’s structure a unique individuality.

Exercise 7-7:  The Leaf Gesture

As a preliminary exercise to drawing the finished plant, practice graded tone 
with a variety of gestures. Begin by lightly drawing a series of 2-inch circles 
freehand with a 6B pencil. Indicate the direction of the sunlight with an arrow. 
Start on the sunlit edge with a broken line that gets progressively darker as it 
reaches the shadowed edge. On each circle use a different leaf gesture. Work on 
building tone, making spheres from the circles. Develop consistency with your 
leaf gesture to build up a smooth graded volume. This is also a good time to 
work on inventing new gestures.

usually see these three tones clearly. the background often requires only 
two tones, and the most distant portions may be implied with broken or 
dotted lines.

After you have lightly sketched in your silhouette and branching con-
struction lines, you can add the foliage. Along the leading edge your line 
weight should be a very faint, almost broken line, because this is where 
the sun is brightest and the eye will not discern a solid line. on the op-
posite side, draw the shadowed edge as a dark line. then repeat your 
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further realism, darken the tree crotches and, where a branch passes 
over another, add a shadow on the lower branch. use the exclamation 
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quality it can add.

Figure 7-22  To create volume use 
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realism. Use the same process to shade  
the branching structure.
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After completing one whole page of circles in pencil, do another page with a 
bamboo pen. The bamboo pen is made from a bamboo stem and has a stiff, 
thick, fibrous nib and can make harsh, angular, bold lines. You will not get the 
same consistency or the same amount of control as with the pencil, so allow for 
experimentation and accident. Work quickly when using the bamboo pen; keep 
drawing circles in gesture until you get used to the pen.

Exercise 7-8:  Silhouette Studies in Wash

This exercise should be done in the field, to help you to discern and communi-
cate the shape and form of vegetation. You will need an 18-by-24-inch tablet of 
newsprint, a large Japanese bamboo brush, three small wide-mouth jars, and 
India ink. Mix three gradations of black in the jars, from very light gray to 
dark. First experiment with the brush. With this type of brush you can get a 
wide variety of effects, from fine lines to broad washes.

Select a tree with interesting form, and squint to see the silhouette and edge of 
the form. Remember that when using water-based techniques, always work from 

Figure 7-24  Regan McDonald. 
Silhouette Study in Wash. 1991. 
Japanese bamboo brush and ink on 
newsprint. (Courtesy of Department of 
Landscape Architecture, University of 
California, Berkeley)
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light to dark. First lay down the ground plane along the bottom of the page. 
Note the direction of the sun. With your lightest tone quickly paint the silhouette 
of the tree, trying to capture its unified pattern, or the gestalt of its form. Pay 
particular attention to the edges. It should almost look like a large, light blot. 
With your medium tone paint in the branching structure, capturing its gesture. 
Take your second tone and paint in the shadowed edge, working back to the 
center of the plant form adding the shape. Use the same tone to paint the 
shadow. With your darkest tone put in the areas of shade and shadow, adding 
details to the branching and the leaves. Finally, add accents by using ink right 
from the bottle.

You can also experiment with a dry brush to produce unusual details. Blot 
all of the excess water from the brush and drag or stipple it lightly across the 
surface of the paper.

After you become familiar with painting in wash, keep speeding up until you 
can do a wash gesture in five to ten minutes. Do ten different types of trees and 
shrubs, one to a page.

Exercise 7-9:  The Thumbnail Sketch

The thumbnail sketch is handy for quick preliminary studies. It can be used as 
a warm-up exercise for the larger drawing. The thumbnail is different from the 
gesture in that you are working out the details and getting acquainted with the 
subject and its scale.

Draw a series of 2-inch square boxes on an 18-by-24-inch sheet. In each box 
do a five-minute study of a variety of plant forms, illustrating all their major 
elements. Switch back and forth between 6B pencil and pen and ink.

Exercise 7-10:  The Sustained Gesture

This exercise will combine all the previous ones and should be done in the field. 
Do a full-page sphere to warm up. Select a plant form that has an interesting 
shape and unique character. On an 18-by-24-inch sheet of newsprint, do a 
wash study. Look for the silhouette, shape, edge, and branching structure. Cap-
ture the gestalt of its form.

On an 18-by-24-inch sheet of two-ply bristol board, draw a 2-inch-square 
thumbnail sketch of the plant. Just above it draw a quick gesture. Touch the 
plant and observe its form close up. In the upper-left-hand part of the sheet, do 
a tone drawing of a twig with leaves; study its form and segmentation. As the 
central focus of your page, rough out your plant with light construction lines. 
Begin with the ground plane, then lightly gesture in the silhouette. Always work 
with your light construction lines first, getting slightly darker with each step. 
Draw your main center line, then lightly sketch the branching structure. Deter-
mine the light source, abstract the leaf form, and slowly build up the tones and 
textures, giving the tree volume. Add the darkest accents and the shadowed 
edges of the foliage and branching. As the last step draw the cast shadow and 
dark accents. Do at least ten types of plants.
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Exercise 7-11:  Drawing Around the Tree

Pick out a specimen tree. On a large sheet of newsprint draw the tree in 6B 
pencil from every angle as you move around it.

Exercise 7-12:  Ten Trees

Divide an 18-by-24-inch sheet horizontally. Along the upper portion of the page 
draw ten species of trees from life, in gesture, with tone and texture. Below each, 
draw the trees in plan view in gesture with shadow.

Exercise 7-13:  The Daylong Sustained Gesture

On a nice day select a specimen tree; start in the morning and observe it all 
day. As you are watching the tree do a continual series of drawings that express 
the changes during the day. Use all the media you have been practicing with.

Exercise 7-14:  The Yearlong Tree Study

Observe and study a single tree in your yard or next to your home for one year. 
Notice and record the effects of the changing seasons on the shadows, textures, 
colors, and flowers. Draw the tree once a week in varying media to capture its 
seasonal variations.

Figure 7-25  Sustained gesture of a 
tree, with thumbnail sketches.

Figure 7-26  Select a specimen tree 
and draw it from a variety of angles.

Figure 7-27  Frank James, Sasaki 
Associates. Tree gestures.
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Tree and Plant Massing

Your object, as a painter, is to know in what manner one tree differs from 
another in its growth, so as to recognize a type and to be able to distin-
guish the varieties of individuals by their departure from that type. (Cole 
1965, 147)

When drawing masses of trees, first find the direction of the sunlight and 
do a few thumbnail sketches. the trees in the foreground have more vis-
ible texture and sharper detail than those in the middle distance and 
background. the crosshatching in the foreground is dark and becomes 
lighter as it moves off into the distance. discern the outlines of the plants 
against the sky and against one another. Look for the positive and nega-
tive shapes, and be particularly aware of the negative space around each 
plant. Begin by roughing in the silhouettes with construction lines. to 
create depth, contrast the textures of one plant against another to create 
the illusion that one is in front of another. By alternating the shadows of 
each plant from dark to light as they go off into the distance, you will 
reinforce the feeling of depth. Also, diminish your line weight as the 

Figure 7-28  Harold R. Foster. 
Prince Valiant. 1946. Creating depth 
within forest masses. (Reprinted with 
special permission of King Features 
Syndicate)

Figure 7-29  Plant masses with thumbnail sketches.
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plants move into the background. You can observe many of these tech-
niques in the landscapes of the master cartoonists. the early Prince Val-
iant comics by harold r. Foster had excellently rendered forest masses.

Exercise 7-15:  Plants in Masses

For this exercise locate a series of three to five trees and shrubs in something of a 
line. Place yourself at a three-quarter view with the sun coming from the side. 
Begin with a thumbnail sketch of the composition in the lower right corner of 
the page. On the full page lightly outline in 6B pencil the plant masses and 
their branching structures. Sketch in the leaf textures, building up the volume. 
Concentrate on making each receding volume alternate from dark to light. Let 
your line weight become gradually lighter as it recedes. Use a dotted line for the 
volumes in the background.

Exercise 7-16:  High-Contrast Rapid Sketches

Select a plant mass and start with very light construction lines, quickly rough-
ing in the composition. Always work from light to dark. Where light hits the 

Tree and Plant Massing

Your object, as a painter, is to know in what manner one tree differs from 
another in its growth, so as to recognize a type and to be able to distin-
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1965, 147)

When drawing masses of trees, first find the direction of the sunlight and 
do a few thumbnail sketches. the trees in the foreground have more vis-
ible texture and sharper detail than those in the middle distance and 
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reinforce the feeling of depth. Also, diminish your line weight as the 

Figure 7-28  Harold R. Foster. 
Prince Valiant. 1946. Creating depth 
within forest masses. (Reprinted with 
special permission of King Features 
Syndicate)

Figure 7-29  Plant masses with thumbnail sketches.

http://lib.ommolketab.ir
http://lib.ommolketab.ir


156 Drawing the Landscape

edges, use a faint or dotted line. Draw the deep shadows with your darkest lines, 
using crosshatching to build up tone and shadow, with which you can get in-
credible depth very rapidly. As the plant masses recede into the distance use 
lighter line weights. Use a dotted line for the background. This exercise should 
be done in less than five minutes. Try to bring out the individual characteris-
tics of each plant. Eliminate any unnecessary line work, using the most eco-
nomical line to describe your images. In this exercise the shadows and shadowed 
edges should describe the plant forms.

drawing vegetation can be one of the most difficult elements in the 
process of learning to draw the landscape. But the most important thing 
is to go through these exercises slowly, repeating them until you can do 
each one proficiently before going on to the next one. once you learn 
the basics you will advance quickly. Be encouraged by the words of 
Leonardo:

And when you have thus schooled your hand and your judgment by 
such diligence, you will acquire rapidity before you are aware. (Richter 
1970, 247)

Figure 7-30  High-contrast rapid 
sketch.
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Chapter Eight

Composing the  
Landscape Drawing

[Rembrandt] was one of the most sensitive and 
accurate observers of fact who ever lived, and one 
who, as time went on, could immediately find a 
graphic equivalent for everything he saw. In his 
landscape drawings of the 1650s, every dot and 

scribble contributes to an effect of space and  
light…. The white paper between three strokes  

of the pen seems to be full of air.

Kenneth Clark 
Landscape into Art
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to create landscapes of interest and excitement, one must be able to 
create dynamic compositions, whether in perspective, plan, or elevation. 
the process of composition cannot begin without facility in drawing ges-
ture. the gesture is the foundation upon which the composition is built. 
think of composing the landscape drawing as if you were designing a 
movie or theater set.

Good landscape drawing does not just happen; it is grounded in many 
studies and a strong plan. John Constable had a lengthy process of ob-
servation, drawing, and design before beginning a final oil painting. he 
did this series of observations separately and in distinct stages. he would 
begin by doing small pencil sketches in tiny notebooks. then he would 
do small oil sketches, working out the theme of light and shade. next, 
using pencil, he would study the definition of form. After that he would 
do detailed drawings from nature of the various landscape elements that 
eventually would be arranged into the painting. After this stage he would 

Figure 8-1  Chip Sullivan. tuscan 
Landscape. Pen and ink on paper. 
1989.

Figure 8-2  Chip Sullivan. Lost 
Alchemy. Pen and ink on paper.
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paint the larger oil sketches, studying the composition. the last step was 
the development of full-sized sketches at the same scale as the painting. 
Finally, after thoroughly acquainting himself with his subject, he would 
begin to paint his full-scale oil canvas.

Behind Claude Lorrain’s landscape paintings was an incredible amount 
of preparation. Every element placed in his landscapes was the result of 
considerable thought and imagination. he would first do many sketches 
of landscapes in the field. these studies would often become parts of set-
tings in larger oils. these field sketches were done for the pure enjoy-
ment of drawing from nature. he would also make sketches of his ideas 
for landscape compositions, which would later become the bases for 
paintings. Finally he would work on the actual studies of the final compo-
sition for the painting. only after this process of observation and study 
would he begin the oil painting. As a result of this lengthy study, he pro-
duced paintings in which a harmony of elements formed a whole.

to create landscapes of interest and excitement, one must be able to 
create dynamic compositions, whether in perspective, plan, or elevation. 
the process of composition cannot begin without facility in drawing ges-
ture. the gesture is the foundation upon which the composition is built. 
think of composing the landscape drawing as if you were designing a 
movie or theater set.

Good landscape drawing does not just happen; it is grounded in many 
studies and a strong plan. John Constable had a lengthy process of ob-
servation, drawing, and design before beginning a final oil painting. he 
did this series of observations separately and in distinct stages. he would 
begin by doing small pencil sketches in tiny notebooks. then he would 
do small oil sketches, working out the theme of light and shade. next, 
using pencil, he would study the definition of form. After that he would 
do detailed drawings from nature of the various landscape elements that 
eventually would be arranged into the painting. After this stage he would 

Figure 8-1  Chip Sullivan. tuscan 
Landscape. Pen and ink on paper. 
1989.

Figure 8-2  Chip Sullivan. Lost 
Alchemy. Pen and ink on paper.
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though i don’t advocate such an exacting process, i think it illustrates 
the importance of preparation. through their lengthy design processes, 
Constable and Lorrain familiarized themselves thoroughly with all the 
compositional elements before beginning. thus they organized the 
landscape form into a logical unity.

to create compositions you must train your hand and pencil to do 
what your eye does naturally when you observe a landscape. Artists edit 
the environment. they take from it what they deem pertinent, leave out 
what they consider confusing, and sum up scattered details into compre-
hensive images to create a pictorial fiction. no two artists portray the 
same landscape identically.

not only should the landscape be well composed, it should express an 
idea and a mood. during the renaissance it was believed that the land-
scape could give rise to inspiration and activate the imagination. Centu-
ries later robert henri reinforced this idea:

The various details in a landscape painting mean nothing to us if they 
do not express some mood of nature felt by the artist. It isn’t sufficient 
that the spacing and arrangement of the composition be correct in for-
mula. The true artist in viewing the landscape renders it upon his can-
vas as a living thing. (1923, 118)

Charles Burchfield also felt that a picture must have a strong structure 
wherein all parts coordinate. he believed that this inner structure could 
come about only after a close study of nature’s laws. his chief aim in 
painting was to capture a personal mood derived from the genius loci, or 
spirit of the place. Burchfield approached his landscapes not with ready-
made formulas but with a humble reverence to learn from nature.

Figure 8-3  Use of thumbnail sketches 
to compose the drawing.

Figure 8-4  Claude Lorrain. 
Landscape with Psyche. 1663. Pen, 
various shades of brown wash, diagnosis 
in red chalk. 180 × 345 mm. (Staatliche 
Kunsthalle Karlsruhe)
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Landscape drawing provides a forum for the viewer to gain an under-
standing of his or her relationship to the order of nature. not only is the 
landscape composition a place for ideas, it is also a place for imagination. 
According to Clark, for rembrandt “landscape painting was the creation 
of an imaginary world, vaster, more dramatic and more fraught with asso-
ciations than that which we can perceive for ourselves” (Clark 1979, 61).

it is important not only to draw from nature, but to develop methods 
to imagine landscape compositions. Leonardo developed a marvelous 
technique for landscape imagination:

I cannot forbear to mention among these precepts a new device for study 
which, although it may seem but trivial and almost ludicrous, is never-
theless extremely useful in arousing the mind to various inventions. And 
this is, when you look at a wall spotted with stains, or with a mixture of 
stones, if you have to devise some scene, you may discover a resemblance 
to various landscapes, beautified with mountains, rivers, rocks, trees, 
plains, wide valleys and hills in varied arrangements; or again you may 
see battles and figures in action; or strange faces and costumes, and end-
less variety of objects, which you could reduce to complete and well-drawn 
forms. And these appear on such walls confusedly, like the sound of bells 
in whose jangle you may find any name or word you choose to imagine. 
(Richter 1970, 254)

Figure 8-5  Charles Burchfield. Study 
for the three trees. 1931. Charcoal. 
12" × 18". With study notes in the 
margins. (Collection of Kennedy 
Galleries, Inc., New York)
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Leonardo later returns to this concept in a slightly different manner in 
his notebooks, suggesting that the painter study not only walls but also 
“the embers of the fire, or clouds, or wind, or other similar objects from 
which you will find most admirable ideas… because from a confusion of 
shapes the spirit is quickened to new inventions… But first be sure to 
know all the members of animals and the members of landscapes, that is 
to say, rocks, plants and so forth” (Clark 1976, 90).

thus the design of landscapes is an interplay of the conscious and un-
conscious mind, evolving out of a chaos of form.

Exercise 8-1:  Imagining Landscapes

Follow Leonardo’s example. Find a well-worn wall with lots of texture and in-
teresting surfaces. Sit in front of it until you begin to imagine landscapes either 
in plan or perspective. Imagine it as a landscape drawing. In your daybook, 
with your fountain pen, sketch out what you see. Keep doing this until you 
easily see the landscapes in a wall (or until you start to gather a crowd).

The Picture Plane

in the fifteenth century Leon Battista Alberti described the picture plane 
as “an open window through which the subject is to be seen” (Frayling 
1992, 4). to begin your landscape drawing you must first establish the 
picture plane. After you have determined the subject, the picture plane 
will frame the pictorial field so that you can penetrate the space with your 
drawing. Being able to penetrate space is one of the essential elements of 
landscape drawing. You can also imagine the picture plane as an aperture 
that allows you to view the composition. through this imaginary pane of 
glass passes your line of vision, and the pictorial elements of the landscape Figure 8-6  The picture plane.
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drawing are composed. thus it becomes a frame of reference for the draw-
ing. Since the physical surface of the plane is flat, it will be transformed 
into the third dimension through the act of drawing.

Exercise 8-2:  The Viewfinder

Using a viewfinder is an excellent way to put yourself into the picture plane, 
and helps you to see how the frame creates the space of the drawing. You can 
easily make a viewfinder by cutting a 21⁄2-by-3-inch rectangular frame from a 
piece of cardboard. It helps to attach to the opening a sheet of clear plastic with 
a half-inch grid on it. This device is also called an Alberti’s veil, though his 
was constructed out of a wooden frame and thread. Take your viewfinder out 
into the landscape and hold it up. As you move it around, you will see an in-
credible array of good compositions. It is similar to looking through a camera. 
Rotate the frame from a horizontal position to a vertical one and notice how the 
composition changes. Carry your viewfinder with you and use it whenever you 
see a landscape that catches your eye. You can also make a viewfinder out of an 
empty slide frame and keep it in your daybook.

Exercise 8-3:  Activating the Picture Plane

It is important to see how the placement of a mark on the page can activate the 
picture plane. Start by drawing a heavy dot in the center of an 18-by-24-inch 
sheet of paper. Draw a series of 2-inch squares on the page, and in each square 
draw the same size dot in a different location. Observe the effect of this simple Figure 8-7  Using the viewfinder.
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dot as it moves around the picture plane. How does its placement affect the 
tension within the frame? On another sheet of paper draw another series of 
2-inch squares and place two quarter-inch lines in different relationships to 
each other in each box. How do the two lines react to each other and to the space 
of the frame?

Drawing Paper

drawing paper is generally rectangular, with a three-to-two ratio. the 
longer side is roughly 11⁄2 times the length of the shorter side, which al-
lows you to use the sheet horizontally or vertically. usually landscape 
drawings are placed on the horizontal, and hardly ever in a square for-
mat. however, you should determine the layout of the page according to 
your specific subject and individual requirements.

Exercise 8-4:  On-Site Sketching

Charles Burchfield felt that you could not experience a landscape until

you have known all of its discomforts… You have to curse, fight mosqui-
toes, be slapped by stinging branches, fall over rocks and skin your knees, 
be stung by nettles, scratched by grasshopper grass, pricked by brambles… 
before you have really experienced the world of nature. (Baur 1956, 56)

Figure 8-8  Michael Laurie. 
Thumbnail landscape studies. Pencil 
with watercolor wash.

Figure 8-9  The three stages of a 
landscape blot by Alexander Cozens. 
Final landscape blot completed by 
Catherine Harris.
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While this is a little extreme, it is important to draw directly from nature. For 
this exercise you should spend as much time as possible in the field making 
sketches from the landscape to later take back to the studio and work into ideas 
for designs or finished landscape drawings. Make yourself comfortable by tak-
ing a folding stool, a drawing board, and a bag of art supplies. Draw every-
thing from the smallest detail to broad horizontal compositions. While 
Burchfield was drawing in the field, he would sometimes throw himself down 
on the ground and embrace the earth with the hot sun glaring down on his 
back. You might try lying on the ground to feel the earth and watch the clouds 
move by for inspiration.

Make a habit of drawing in the field and collecting sketches and idea notes 
for later compositions or designs.

Exercise 8-5:  Observation and Drawing

Select a view you want to draw. Look at the view for a few moments and try to 
remember it. Quickly turn around, and draw everything that you remember. 
Turn around and face the view and see what you left out, then correct the origi-
nal. Keep repeating this process until you can complete the view.

dot as it moves around the picture plane. How does its placement affect the 
tension within the frame? On another sheet of paper draw another series of 
2-inch squares and place two quarter-inch lines in different relationships to 
each other in each box. How do the two lines react to each other and to the space 
of the frame?

Drawing Paper

drawing paper is generally rectangular, with a three-to-two ratio. the 
longer side is roughly 11⁄2 times the length of the shorter side, which al-
lows you to use the sheet horizontally or vertically. usually landscape 
drawings are placed on the horizontal, and hardly ever in a square for-
mat. however, you should determine the layout of the page according to 
your specific subject and individual requirements.

Exercise 8-4:  On-Site Sketching

Charles Burchfield felt that you could not experience a landscape until

you have known all of its discomforts… You have to curse, fight mosqui-
toes, be slapped by stinging branches, fall over rocks and skin your knees, 
be stung by nettles, scratched by grasshopper grass, pricked by brambles… 
before you have really experienced the world of nature. (Baur 1956, 56)

Figure 8-8  Michael Laurie. 
Thumbnail landscape studies. Pencil 
with watercolor wash.

Figure 8-9  The three stages of a 
landscape blot by Alexander Cozens. 
Final landscape blot completed by 
Catherine Harris.
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Exercise 8-6:  All-Day Landscape Sketches

This is another one of Burchfield’s drawing conventions. One evening while 
out drawing he had, an idea:

He would paint, in continuity, transitions of weather and seasons, such 
as the development of a thunderstorm from a clear day, followed by a 
brilliant moon rise. Each phase would be a separate picture, but the pic-
tures would be so designed that they could be united in a single composi-
tion. Hundreds of drawings were made, which he called “all-day 
sketches.” (Baur 1956, 32)

If you can spend a full day sketching the changing moods of the landscape, 
do a series of drawings in a scale and drawing medium that feels comfortable  
to you. This is an exercise you should do throughout your career. Use all of your 
drawing equipment.

Exercise 8-7:  The Cozens Landscape Blot

This exercise is a variation of the ones put forth in Alexander Cozens’ book, A 
new Method of Assisting the invention in drawing original Composi-

Figure 8-10  Michael Laurie. Field 
landscape composition in pencil and 
watercolor wash.
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tions of Landscape, first published in the late 1700s. This method is a varia-
tion on Leonardo’s system of visualizing landscapes from wall surfaces. Rather 
than the imagination being sparked by stationary elements, Cozens’ method can 
be done at any time, but still relies on accident and discovery. He states:

Composing landscapes by invention is not the art of imitating individual 
nature; it is more; it is forming artificial representations of landscape on 
the general principles of nature, founded in unity of character, which is 
true simplicity; concentrating in each individual composition the beau-
ties, which judicious imitation would select from those which are dispersed 
in nature. (1954, 166)

In this exercise you will work from nonspecific abstract shapes, lines, and 
blots, to imagine these forms in a landscape drawing (see Figure 8-9).

To start this exercise, use the Japanese bamboo brush and India ink. Lay 
down a diluted wash of India ink on an 18-by-24-inch sheet of newsprint. Rap-
idly move your bamboo brush all over the page so that forms develop by chance. 
You want to work very quickly to create an assemblage out of accidental shapes. 
Next, work on abstract shapes with no preconceived images in mind. This type 
of random blotting can give you an incredibly free beginning for creating com-
positions. Now lay down secondary forms and blots using a dry brush in as 
many inventive ways as you can think of.

The presence of an initial idea is the most important concept in this process. 
When doing this exercise one must be agile in the creation of the landscape com-
position. Cozens called the blot technique a “spirited sketch”; he believed the blot 
to be nearer to nature, because the forms in the landscape are distinguished not 
by lines but by shade and contour.

Work on blocking out positive and negative shapes, concentrating on the 
empty spaces. As a final step, use the ink directly out of the bottle and begin to 
define landscape shapes by outlining them in contour. Use the brush to add 
detail and delineate the landscape forms.

After the paper has dried, tape a sheet of tracing paper over the blot. Take an 
ink pen and draw a fine-tuned landscape drawing from the wash underneath. 

Figure 8-11  Diorama of the planes  
of a classic landscape composition. Pen 
and ink on bristol board.

Side view of diorama illustrating actual 
division of space. (Photo: Catherine 
Harris)
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You will be surprised by the unique landscape you come up with. Do at least ten 
blot washes and overlays.

The Classic Landscape Composition

this type of composition incorporates many theatrical devices. After you 
have selected your subject and established your picture plane, you are 
ready to begin to penetrate the space. Placed directly on the picture 
plane, an object such as a tree trunk or stump acts as a gauge to measure 
the space of the picture, and gives the eye something to look around and 
past. it also establishes the scale of the picture. the lower foreground 
usually contains what is called the ledge or stage, which drops away into 
the space of the picture. Also called the eye drop, it pulls the eye down and 
into the picture plane and is a very heavy ground plane at the bottom of 
the picture. Located on either side of the picture plane, the stage wings 
are similar to a theatrical scene. these are dark masses, usually of trees 
or rocks, that bracket the foreground, leaving the central frame of the 
picture open. this dark mass is sometimes called a coulisse, which is the 
space between the side scenes in the theater. often the four corners of 
the foreground are in deep shadow to stabilize the picture. From the 
foreground a strong side of the picture is developed from which a diago-
nal leads off into the distance. the eye usually enters the picture from 
the left, which allows the heavy objects to the right to act as a counterbal-
ance. the diagonal is often quite dramatic and may be a rhythmic, curv-
ing line that leads the eye into the distance.

Figure 8-12  Individual spatial 
planes of the classic landscape 
composition.
1. Picture plane and ledges or eye drop
2. Foreground measure
3. Foreground
4. Diagonal lead
5. Visual frame
6. Middle ground
7. Stage wings
8. Diminishing right angles
9. Background
10. Atmosphere

Figure 8-13  Landscape composition 
of alternating lights and darks. Pen and 
ink.
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You will be surprised by the unique landscape you come up with. Do at least ten 
blot washes and overlays.
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ready to begin to penetrate the space. Placed directly on the picture 
plane, an object such as a tree trunk or stump acts as a gauge to measure 
the space of the picture, and gives the eye something to look around and 
past. it also establishes the scale of the picture. the lower foreground 
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the space of the picture. Also called the eye drop, it pulls the eye down and 
into the picture plane and is a very heavy ground plane at the bottom of 
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or rocks, that bracket the foreground, leaving the central frame of the 
picture open. this dark mass is sometimes called a coulisse, which is the 
space between the side scenes in the theater. often the four corners of 
the foreground are in deep shadow to stabilize the picture. From the 
foreground a strong side of the picture is developed from which a diago-
nal leads off into the distance. the eye usually enters the picture from 
the left, which allows the heavy objects to the right to act as a counterbal-
ance. the diagonal is often quite dramatic and may be a rhythmic, curv-
ing line that leads the eye into the distance.

Figure 8-12  Individual spatial 
planes of the classic landscape 
composition.
1. Picture plane and ledges or eye drop
2. Foreground measure
3. Foreground
4. Diagonal lead
5. Visual frame
6. Middle ground
7. Stage wings
8. Diminishing right angles
9. Background
10. Atmosphere

Figure 8-13  Landscape composition 
of alternating lights and darks. Pen and 
ink.
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From the foreground stage there is a series of retreating planes paral-
lel to the well-defined ground plane in the foreground. the parallel 
spatial structure helps produce a linear order of space, dividing the pic-
ture clearly into foreground, middle ground, background, and distant 
atmosphere. this creates the illusion of depth and a measurable pro-
gression into the background.

to further enhance the illusion of space and to stabilize the picture, 
right angles are used to frame the receding lateral boundaries. this is the 
essence of pictorial structure. According to Clark, Poussin realized that

the basis of landscape painting lay in the harmonious balance of the 
horizontal and vertical elements in his designs. He recognized their rhyth-
mic relation to one another could have an effect exactly like the rhythmic 
travee (frame) or other harmonic devices of architecture; and in fact he 
often disposed them according to the so-called golden section. (1979, 129)

Poussin developed a structure to conduct the eye smoothly and rhyth-
mically through the pictorial space to the background. Alternating lights 
and darks enhances the rhythmic movement of the eye through positive 
and negative masses of vegetation and architecture. these contrasting 

Figure 8-14  The repetition of the arch 
in the upper level of the Villa Giustiniani 
illustrates a micro theme. Pen and ink.
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tones articulate the forms of the landscape while reinforcing the vol-
umes and the pictorial depth. Proportional keys such as buildings, 
bridges, roads, and individual specimen trees help the viewer to perceive 
depth in the painting. As counterbalances, these elements slow down the 
progress of the eye as it moves through the picture plane. When figures 
are used, they are subordinate to the landscape and indicate scale in in-
dividual retreating planes.

the eye is attracted by more detailed shapes and smaller textures. 
thus it is important to establish a hierarchy of shapes and textures—
larger ones in the foreground and smaller in the distance. Changes in 
scale and points of light can be used to enhance the movement of the 
eye. Generally, near the center of the landscape is an area of light where 
the eye will come to rest. this slightly off-center spot is called the focal 
point.

there is usually a macro theme and a micro theme in a landscape 
painting in which images are assigned a symbolic meaning to tell a story. 
the macro theme establishes the context, allegory, and iconography. 
the macro theme is also the primary image of the painting. When it is 
repeated at a much smaller scale within the picture it is called the micro 
theme. the micro theme is the place within the painting where the eye 
will come to rest. the landscape of symbolism was born in italy and was 
refined in the fifteenth century. italian landscape paintings of the re-
naissance were usually filled with allegory and strong iconography.

Optical Devices

renaissance artists were the first to use optical devices to explore visual 
perception; they became widely popular with the leisure class in the eigh-
teenth century, when the viewing and drawing of romantic landscapes 
became a refined pastime. these devices were used to distort perspective 
and make broad, expansive landscapes manageable. they create or ac-
centuate the mood of a space. overall, they are an attempt to understand 

Figure 8-15  Optical devices from 
author’s collection. Clockwise from top 
left: Claude mirror, stereoscope viewer, 
tinted Claude mirror, flat mirror, convex 
mirror, wide-angle convex mirror, colored 
camera filters. (Photo: Catherine Harris)
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and capture the landscape. Following are descriptions of a few of these 
tools and how they can be useful today.

The Mirror

the mirror is the simplest and most familiar tool for obtaining an alterna-
tive impression of landscapes and of your drawings. renaissance artists, in 
their search for the key to the mysteries of perspective, often used a mir-
ror to help them evaluate their work. Leonardo da Vinci suggested that

when you paint you should have a flat mirror and often look at your 
work as reflected in it, when you will see it reversed, and it appears to you 
like some other painter’s work so you will be better able to judge of its 
faults than any other way. (Richter 1970, 265)

(a)

(b)

Figure 8-16  (a) View of the 
panoramic landscape. (b) Landscape 
miniaturized in Claude mirror. (Photo: 
Catherine Harris)

(a)

(b)

(c)

(d)

Figure 8-17  (a) To draw the wide-
angle view, take a sheet of 18-by-24-inch 
paper and draw a horizontal frame 4 
inches high by 24 inches long in the 
center of the page, using any drawing 
media you are comfortable with. Find a 
center point and object directly in front of 
you. This will be your reference point. 
Draw the center line lightly, then draw 
the object in light construction lines.  
(b) Determine the edge of your peripheral 
vision. Lightly draw in the edges of the 
landscape on your far right and far left. 
(c) Draw in the ground plane line all the 
way across the picture plane. Now begin 
to draw in the landscape from left to right 
using your center point as a reference. As 
the landscape moves to the periphery it 
should grow a little out of focus. (d) 
Finish by adding in the details and 
shadows.
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Looking at a reverse image of your drawing will help you to spot com-
positional flaws and areas that need refinement. When painting out-
doors, it can be useful to take along a small mirror to view the landscape 
from a different perspective. reducing the three-dimensional landscape 
to a two-dimensional reflection makes it much easier to produce a two-
dimensional representation. the reversed image often helps jar you into 
seeing objects and relationships you’ve ceased to notice. through a mir-
ror, you might suddenly notice the web of power lines that stretch across 
a hillside, or the way a large tree forms a focal point in the distance. 
Leonardo wrote that the mind of the artist should be like a mirror, re-
flecting observed images.

A variation of the flat mirror, called the Claude mirror, was developed in 
the eighteenth century as a method of capturing panoramic landscapes. 
these mirrors were quite popular for the landscape painters of the eigh-
teenth century and also with those who wished to contemplate the land-
scape. the Claude mirror gave the landscape the varnished tones and 
exaggerated perspective of a Claude Lorrain painting. Lorrain revolu-
tionized landscape painting, and his atmospheric paintings were ex-
tremely popular in eighteenth-century England. Claude was able to 
capture the golden sunlight of italy and developed a system to create il-
lusion of depth in his landscapes. Ladies and gentlemen took weekend 
excursions into the country to observe and paint picturesque scenes in 
the style of Lorrain. ironically, Claude Lorrain never used a Claude mir-
ror; it was developed long after his death.

the Claude mirror was a small, handheld plano-convex darkened 
glass. the mirrors were backed with silver (for cloudy days) or black (for 
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inches high by 24 inches long in the 
center of the page, using any drawing 
media you are comfortable with. Find a 
center point and object directly in front of 
you. This will be your reference point. 
Draw the center line lightly, then draw 
the object in light construction lines.  
(b) Determine the edge of your peripheral 
vision. Lightly draw in the edges of the 
landscape on your far right and far left. 
(c) Draw in the ground plane line all the 
way across the picture plane. Now begin 
to draw in the landscape from left to right 
using your center point as a reference. As 
the landscape moves to the periphery it 
should grow a little out of focus. (d) 
Finish by adding in the details and 
shadows.
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sunny days). the darkness of the mirror reduced the color of the land-
scape to an even, monochromatic tone, allowing the viewer to focus on 
the basic landscape forms and the relationship of foreground, middle 
ground, and background without the distraction of color. the curve of 
the lens enhanced the human perspective and produced an exagger-
ated, visually dynamic image. in effect, it embraced a large, expansive 
landscape and miniaturized it into an image that could be held in the 
hand. imagine being able to possess a landscape in your palm.

Although original Claude mirrors are now quite rare, you can easily 
make your own with a small, inexpensive 3-by-4-inch convex mirror from 
an auto-supply store. Construct a box slightly larger than your mirror. 
Place the mirror inside the box so that you can attach a sheet of gray Plexi-
glas on the top of the box and you will have a facsimile Claude mirror. to 
use your mirror in the field, simply turn your back on the landscape com-
position you wish to draw, hold the mirror at eye level, and draw the reflec-
tion. draw the reverse image exactly as you see it, or even exaggerate it to 
accentuate the distortion of the mirror to capture the mood.

A contraption called a Claude lens, another instrument never actually 
used by Lorrain, was also popular with the landscape painters in the nine-
teenth century. these lenses came in a variety of colored glasses, about an 
inch in diameter, attached on a frame so that they could be used singularly 
or in combination to view the landscape in a variety of hues. they reduced 
the intensity of the landscape’s colors but did not reverse the image or 
reduce it to two dimensions. Leonardo also suggested the use of colored 
lenses in the field as a way to isolate and accent the varieties of colors in 
the landscape. observing the landscape through a color lens allows the 
viewer to study the effects different colors can have on a composition.

to create your own Claude lenses, purchase some used camera filters, 
hold them up to your eye, and observe the wide variety of moods pro-
duced by color. is the landscape composition enhanced or weakened by 

Figure 8-18  Claude Lorrain. 
Pastoral Landscape. 1645. Chalk, 
pen, and brown wash on paper. 81⁄2" × 
13". (© Pierpont Morgan Library, New 
York. III, 82.)
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the colors of the lenses? the landscape can seem impossibly vast, and 
sometimes static, if you do not appreciate how your eye deals with space. 
Looking through colored lenses gives you the opportunity to capture 
drama and excitement.

The Wide-Angle View

in their quest to conquer the vastness of nature, eighteenth-century Eng-
lish landscape painters often depicted the landscape in a wide-angle 
view. they used this technique to capture broad landscape views to cre-
ate the effect of a panorama. they would often paste as many as four 
sheets of paper horizontally to get a wide enough field to paint an inclu-
sive vista.

the wide-angle view incorporated the painter’s peripheral vision and 
can be used today as a method for breaking out of the limitations of lin-
ear perspective. it can emphasize the natural perspective we perceive 
and are surrounded by. the average human’s central ray of vision ex-
tends to about 60 degrees, radiating from the pupil in a conical form; 
peripheral vision extends out to about 120 degrees. the cone of vision is 
the area that the viewer can easily see without perceived distortion. You 
can check the range of your own peripheral vision by extending your 
arms out at eye level in front of you and slowly moving them to your sides 
until they become no longer visible. this is the visual cone you should 
try to include in your wide-angle drawing; it will help you become aware 
of everything in your total cone of vision. the photograph and the com-
puter have robbed us of our peripheral visual environment, because 
their imagery is in perfect focus and does not fade out around the edges 
the way human vision does. in drawing and design it is important to in-
clude the feeling of the total visual cone. Peripheral vision is important 
because it helps locate us in space and gives us a sense of place. imagine 
yourself on a train, next to the window. the landscape you see out of the 
single window can be considered to be the standard 60-degree cone of 
vision. now imaging standing back so that you can look out of all of the 
windows in the coach; this gives you the effect of the peripheral vision of 
the wide-angle view.

optical devices can limit variables, such as color and dimensionality, to 
let an artist concentrate on the structure and composition of an image. 
they jar us into seeing aspects of the landscape we may have ignored by 
upending the perspective we expect. they can provide us with a new way 
of looking at the landscape.

Exercise 8-8:  Visualizing the Landscape Composition

Spend some time looking at books of landscape paintings and studying their com-
positions. Notice how your eye moves through the picture. To reinforce this experi-
ment, lay a sheet of tracing paper over the reproduction of Claude Lorrain’s 
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Pastoral Landscape 1645. Use a decreasing line weight as your lines retreat 
into the background. Locate and trace the following compositional elements:
 1. Picture plane
 2. Foreground gauge
 3. Lower foreground ledge or stage
 4. Frame brackets
 5. Stage wings (coulisse), or outlines of tree masses
 6. The diagonal lead (use a dotted line with an arrow)
 7. Outlines of the retreating planes of the foreground, middle-ground, back-

ground, and distant atmosphere
 8. Vertical right angles

Diagonal Composition

Most artists favor one type of compositional style. however, it is important 
to gain an understanding of the basic types so that you can select or com-
bine them as needed. the diagonal is one of the most basic compositional 
devices used in ordering landscape space; used properly, it can be a pow-
erful design element. the diagonal catches the eye and directs it through 
the painting in either an ascending or descending motion. depending on 
its emphasis, it can lead the eye directly through the landscape or let it 
wander slowly. it can be implied with imaginary lines and reinforced by 
masses of vegetation or architecture, and combined and interwoven with 
other compositional systems.

Figure 8-19  Diagonal composition. 
Pen and ink.

Figure 8-20  Axial composition 
dividing the landscape into equal parts. 
Pen and ink.
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Axial Composition

in contrast to the horizontality of classic landscape composition is the 
axial composition. near the center of the picture is the main vertical 
axis. Parallel to this main axis is a series of verticals. the strong repeti-
tion of these verticals creates a sense of rhythm and order, pushing the 
eye up toward the sky. the vertical axis can also be used to create bal-
ance and symmetry by dividing the landscape into two equal parts.

Triangular Composition

triangular composition is based on a strong central axis and a pyramid. 
it is strongly directional, since it combines two upward diagonal move-
ments. depending on how it is accented, it will lead the eye either up or 
down. it symbolizes stability and grandeur. Sometimes the triangle is 

Figure 8-21  Triangular composition 
leading the eye upward. Pen and ink.

Pastoral Landscape 1645. Use a decreasing line weight as your lines retreat 
into the background. Locate and trace the following compositional elements:
 1. Picture plane
 2. Foreground gauge
 3. Lower foreground ledge or stage
 4. Frame brackets
 5. Stage wings (coulisse), or outlines of tree masses
 6. The diagonal lead (use a dotted line with an arrow)
 7. Outlines of the retreating planes of the foreground, middle-ground, back-

ground, and distant atmosphere
 8. Vertical right angles

Diagonal Composition

Most artists favor one type of compositional style. however, it is important 
to gain an understanding of the basic types so that you can select or com-
bine them as needed. the diagonal is one of the most basic compositional 
devices used in ordering landscape space; used properly, it can be a pow-
erful design element. the diagonal catches the eye and directs it through 
the painting in either an ascending or descending motion. depending on 
its emphasis, it can lead the eye directly through the landscape or let it 
wander slowly. it can be implied with imaginary lines and reinforced by 
masses of vegetation or architecture, and combined and interwoven with 
other compositional systems.

Figure 8-19  Diagonal composition. 
Pen and ink.

Figure 8-20  Axial composition 
dividing the landscape into equal parts. 
Pen and ink.
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combined into a repeating series or used as the central device in a large 
composition to move the eye upward.

The Square Composition

Like the triangle, a square composition will transmit a feeling of stability, 
and is one of the more easily recognized compositional forms. it is not 
usually incorporated into landscape composition, but it can be used as a 
module within a larger composition. the major square can be divided 
into smaller squares or bisected by a diagonal.

Empty Space

When drawing the landscape, you needn’t fill every square inch of pic-
ture space. there can be more power in empty spaces than in rendered 
ones. this is evident in the relative emptiness of the landscape paintings 
of the Sung dynasty (a.d. 959–1279). the unpainted areas are an inte-
gral part of the whole picture; the negative spaces of the compositions 
are charged with meaning and energy, and contribute to the atmosphere 
of the painting. this emptiness provides a certain restfulness, and 
through emptiness, forms are born (Calhill 1977, 66).

Exercise 8-9:  The Final Drawing

Now you are ready to start drawing a final composition. Take all your land-
scape blot field drawings and all-day sketches, and begin to work out composi-
tional studies. When you develop your compositional framework, lay it out with 
construction lines on a sheet of two-ply bristol board. Follow all of the previous 
steps to build up your landscape drawing. While you are working on it, rotate 
the page, viewing it from all angles. It should hold together as a composition 

Figure 8-22  Square composition 
producing a feeling of stability. Pen and 
ink.

Figure 8-23  Using negative space to 
create atmosphere.

Figure 8-24  Franklin Booth was 
probably the greatest pen-and-ink artist of 
the twentieth century. Booth was a master 
of rendering the sky as a landscape filled 
with velvety clouds. Our landscape 
drawings should recapture our childhood 
memories of lying on the grass in the 
summer and looking up at the sky, 
imagining the cloud formations coming 
alive with creatures. (John Fleskes, 
Franklin Booth: Painter with a Pen)
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from every angle, even upside down. Move back and observe it from a dis-
tance—sitting too close may be deceiving and can throw off your composition 
and proportion. Set your drawing aside and come back later to look at it with a 
fresh perspective. A good technique for judging your work is to look at it in a 
mirror; recall Leonardo’s suggestion that the reverse image will appear fresh to 
you so that you may judge the drawing’s faults.

combined into a repeating series or used as the central device in a large 
composition to move the eye upward.

The Square Composition

Like the triangle, a square composition will transmit a feeling of stability, 
and is one of the more easily recognized compositional forms. it is not 
usually incorporated into landscape composition, but it can be used as a 
module within a larger composition. the major square can be divided 
into smaller squares or bisected by a diagonal.

Empty Space

When drawing the landscape, you needn’t fill every square inch of pic-
ture space. there can be more power in empty spaces than in rendered 
ones. this is evident in the relative emptiness of the landscape paintings 
of the Sung dynasty (a.d. 959–1279). the unpainted areas are an inte-
gral part of the whole picture; the negative spaces of the compositions 
are charged with meaning and energy, and contribute to the atmosphere 
of the painting. this emptiness provides a certain restfulness, and 
through emptiness, forms are born (Calhill 1977, 66).

Exercise 8-9:  The Final Drawing

Now you are ready to start drawing a final composition. Take all your land-
scape blot field drawings and all-day sketches, and begin to work out composi-
tional studies. When you develop your compositional framework, lay it out with 
construction lines on a sheet of two-ply bristol board. Follow all of the previous 
steps to build up your landscape drawing. While you are working on it, rotate 
the page, viewing it from all angles. It should hold together as a composition 

Figure 8-22  Square composition 
producing a feeling of stability. Pen and 
ink.

Figure 8-23  Using negative space to 
create atmosphere.

Figure 8-24  Franklin Booth was 
probably the greatest pen-and-ink artist of 
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of rendering the sky as a landscape filled 
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the composition of landscapes can open up whole new worlds of ex-
pression. ideally, you want to internalize the systems presented in this 
chapter so that you can compose landscapes without thinking about the 
mechanics of the work. Your primary goal should be to create strong  
images with contents that express a sense of order and unity. All parts 
should relate to the whole.

Drawing is quick the line is semi-human.
Not all do I find but it’s done. No
time do fingers grip. Seeing goes as
picture it does. I don’t see the image
it comes. Where and I’m here.
The line from no time into time.
Not a picture but starts that come out.
To let the mind start before it.
Memories standing back. Room for nothing.
What’s beyond the grip of the hand. Follow
the passage with just light enough.

(Clark Coolidge, Baffling Means)

Figure 8-25  The landscape 
composition as a means for expression.
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Chapter Nine

Freehand Perspective  
Drawing

Every point in space has an almost infinite 
capacity to communicate information about the 
space around it. An infinite number of paths 

move through every point.

tom Bender 
Environmental Design Primer
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In most fine pictures which have stood the test of time, one sees a keen 
appreciation of the possibilities of perspective. (Cole 1967, 9)

Prior to the renaissance, perspective drawing was considered a feat  
of magic. Perspective techniques structure a drawing in response to  
observed spatial relationships. When combined with creativity and intu-
ition, perspective helps evoke the emotional impact of a place. unfortu-
nately, perspective is often taught today as a mechanical technique with 
little room for creative expression. As a result, perspective drawings 
often look dead or analytical, as if generated by a computer. By contrast, 
this chapter describes how to develop a gestural approach to creating a 
sense of perspective in freehand. this approach emphasizes the need to 
explore the relationships between elements of the visual environment 
that give life to the landscape.

Figure 9-1  Frank James, Sasaki 
Associates. Pen and ink. A quick 
freehand perspective.

Figure 9-2  Using freehand perspective 
to enhance the mysterious elements of the 
visual world. Pen and ink.

Figure 9-3  Rembrandt van Rijn. 
View in Gelderland. c. 1648. Pen and 
brush in bister, 145 × 261 mm. A 
sweeping horizontal landscape. (Courtesy 
Dover Publications)
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Learning how to create the illusion of the third dimension in land-
scape drawing without mechanical means is a great challenge. in order 
to understand how perspective creates a perception of scale, distance, 
and depth, i have recommended as exercises the construction and ap-
plication of perspective grids according to the old school of linear per-
spective. however, the goal of this chapter is to show you how to capture 
perspective in a gesture, as quickly and loosely as rembrandt drew his 
sweeping views of holland. if you learn to apply this intuitive approach 
over the long term, your landscape drawings will come alive.

Linear Perspective

drawing freehand perspective entails borrowing ideas and vocabulary 
from the tradition of constructed linear perspective. this tradition was 
initiated during the italian renaissance by painters such as Masaccio 
(1401–1428) and architects such as Filippo Brunelleschi (1377–1446). 
their techniques reflected the values of a culture that placed humanity 
at the center of a world created by a divine geometrician. Linear per-
spective is a geometrical system designed to project the three-dimen-
sional relationships between a pair of eyes and a landscape onto a 
two-dimensional page. in effect, the system mimics the way that a shadow 
projects an image of a three-dimensional object onto a two-dimensional 
wall or the way a slide projector conveys an image to a screen.

Linear perspective creates the illusion of a drawing being a window on 
a landscape. thus, the term refers to a hypothetical viewer, located at a 

In most fine pictures which have stood the test of time, one sees a keen 
appreciation of the possibilities of perspective. (Cole 1967, 9)

Prior to the renaissance, perspective drawing was considered a feat  
of magic. Perspective techniques structure a drawing in response to  
observed spatial relationships. When combined with creativity and intu-
ition, perspective helps evoke the emotional impact of a place. unfortu-
nately, perspective is often taught today as a mechanical technique with 
little room for creative expression. As a result, perspective drawings 
often look dead or analytical, as if generated by a computer. By contrast, 
this chapter describes how to develop a gestural approach to creating a 
sense of perspective in freehand. this approach emphasizes the need to 
explore the relationships between elements of the visual environment 
that give life to the landscape.

Figure 9-1  Frank James, Sasaki 
Associates. Pen and ink. A quick 
freehand perspective.

Figure 9-2  Using freehand perspective 
to enhance the mysterious elements of the 
visual world. Pen and ink.

Figure 9-3  Rembrandt van Rijn. 
View in Gelderland. c. 1648. Pen and 
brush in bister, 145 × 261 mm. A 
sweeping horizontal landscape. (Courtesy 
Dover Publications)
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fixed spot, in relation to either the drawing or the landscape that the 
drawing represents. the following terms are used to describe how to 
draw in perspective.

Horizon line. A demarcation between earth and atmosphere that 
defines the upper boundary of the ground plane and the fur-
thest extent of the viewer’s terrestrial vision.
Line of sight. this is the line that a string would describe if it con-
nected the viewer’s eye to an object in the imaginary landscape.
Cone or ray of vision. the full range of the viewer’s sightlines, 
which generally spreads over 45 to 60 degrees.
Picture plane. the surface of the drawing; it is approximately per-
pendicular to the viewer’s cone of vision.
Ground plane. the portion of the drawing located between the 
horizon line and the bottom of the page that represents the 
ground surface. the foreground is located closer to the page 
edge, while the background is closer to the horizon line.
Viewpoint (or station point). this point represents the viewer’s loca-
tion. in the drawing, it is where the line of sight at the center of 
the cone of vision intersects the picture plane.
Vanishing point. A point on the horizon that represents the far-
thest extent of a viewer’s sightlines.
Guide or construction lines. Lines used in a drawing to trace from 
the edge of an object to a vanishing point.

the renaissance artist used a central viewpoint to orient the entire 
picture plane, and relied upon a human’s height as a measure of scale. 
An illusion of depth is created by establishing links between the viewer’s 
eye, objects in the composition, and a vanishing point on the horizon 
line. the key is to create parallel guide lines, such as the top and bottom 
edge of a wall, and force them to converge upon a vanishing point, the 
way train tracks appear to meet before they disappear out of sight. A one-
point perspective relies on the use of one vanishing point, while a two-point 
perspective relies on the use of two.

thus the use of perspective during the renaissance served as a kind of 
radar to navigate the viewer through the space of the picture plane. 
however, this type of perspective can be a very limiting format because 
of its constricting rules and the way it makes the world converge rather 
than expand.

By contrast, Chinese landscape painters during the Sung dynasty de-
veloped a much different approach to rendering perspective. rather 
than using a central viewpoint, the artist relied on parallel perspective. in 
this system, receding lines are drawn parallel to one another, without 
converging upon a vanishing point, to give the viewer the feeling of see-
ing a series of views almost simultaneously. As a result, great panoramas 
of time and space could be illustrated in a single drawing.

Figure 9-4  The horizon line.

Figure 9-5  Line of sight.

Figure 9-6  Cone of vision.

Figure 9-7  The central viewpoint 
with the picture plane as an imaginary 
window.
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fixed spot, in relation to either the drawing or the landscape that the 
drawing represents. the following terms are used to describe how to 
draw in perspective.

Horizon line. A demarcation between earth and atmosphere that 
defines the upper boundary of the ground plane and the fur-
thest extent of the viewer’s terrestrial vision.
Line of sight. this is the line that a string would describe if it con-
nected the viewer’s eye to an object in the imaginary landscape.
Cone or ray of vision. the full range of the viewer’s sightlines, 
which generally spreads over 45 to 60 degrees.
Picture plane. the surface of the drawing; it is approximately per-
pendicular to the viewer’s cone of vision.
Ground plane. the portion of the drawing located between the 
horizon line and the bottom of the page that represents the 
ground surface. the foreground is located closer to the page 
edge, while the background is closer to the horizon line.
Viewpoint (or station point). this point represents the viewer’s loca-
tion. in the drawing, it is where the line of sight at the center of 
the cone of vision intersects the picture plane.
Vanishing point. A point on the horizon that represents the far-
thest extent of a viewer’s sightlines.
Guide or construction lines. Lines used in a drawing to trace from 
the edge of an object to a vanishing point.

the renaissance artist used a central viewpoint to orient the entire 
picture plane, and relied upon a human’s height as a measure of scale. 
An illusion of depth is created by establishing links between the viewer’s 
eye, objects in the composition, and a vanishing point on the horizon 
line. the key is to create parallel guide lines, such as the top and bottom 
edge of a wall, and force them to converge upon a vanishing point, the 
way train tracks appear to meet before they disappear out of sight. A one-
point perspective relies on the use of one vanishing point, while a two-point 
perspective relies on the use of two.

thus the use of perspective during the renaissance served as a kind of 
radar to navigate the viewer through the space of the picture plane. 
however, this type of perspective can be a very limiting format because 
of its constricting rules and the way it makes the world converge rather 
than expand.

By contrast, Chinese landscape painters during the Sung dynasty de-
veloped a much different approach to rendering perspective. rather 
than using a central viewpoint, the artist relied on parallel perspective. in 
this system, receding lines are drawn parallel to one another, without 
converging upon a vanishing point, to give the viewer the feeling of see-
ing a series of views almost simultaneously. As a result, great panoramas 
of time and space could be illustrated in a single drawing.

Figure 9-4  The horizon line.

Figure 9-5  Line of sight.

Figure 9-6  Cone of vision.

Figure 9-7  The central viewpoint 
with the picture plane as an imaginary 
window.
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Freehand Landscape Perspective

Draw frequently, vigorously and freely, always looking at the subject of 
your drawing. After you have drawn an object, study the drawing and 
ask yourself whether it conveys properly your position in space and your 
relation to the object. (Mendelowitz 1976, 103)

While the system of linear perspective generated amazing works of art, 
i advocate a less analytical approach to perspective. Although freehand 
perspective techniques borrow heavily from the tradition of linear per-

Figure 9-8  Locating the vanishing 
point on the horizon line creates a one-
point perspective.

Figure 9-9  Kuo His. Early Spring.  
c. 1072. Hanging scroll, ink and light 
colors on silk. 621⁄4" × 421⁄2". Parallel 
perspective. (treasures of Asia: 
Chinese Painting, James Cahill, 
Rizzoli)

Figure 9-10  Walter Hood. Pen and 
ink on Mylar.
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spective, there is less of an emphasis on strict grid constructions. Appli-
cation of freehand perspective relies more on feel than rules; a certain 
degree of precision is sacrificed to allow for personal expression. Below 
are the steps generally followed to depict a sense of perspective; inter-
spersed with these steps are exercises designed to emphasize key con-
cepts. once you have learned the basics of constructed linear perspective, 
i encourage you to proceed to violate the “rules” in your freehand im-
provisations. in freehand, your goal should be to produce a spatial order 
that reflects the emotional impact of the landscape on the viewer.

heed Leonardo da Vinci’s words:

The youth should first learn perspective, then the proportion of objects. 
Then he may copy from some good master to accustom himself to fine 
forms. Then from nature, to confirm by practice the rules he has learnt… 
then get the habit of putting his art into practice and work. (Richter 
1970, 243)

Horizon Line

Step One—Establish a Horizon Line

the artist depicts the horizon as a straight line segment of the world’s 
edge. the horizon is artifice; in nature a demarcation between earth and 
atmosphere cannot really be seen. in a drawing, the horizon directs the 
viewer’s eyes to sweep across the composition.

Freehand Landscape Perspective

Draw frequently, vigorously and freely, always looking at the subject of 
your drawing. After you have drawn an object, study the drawing and 
ask yourself whether it conveys properly your position in space and your 
relation to the object. (Mendelowitz 1976, 103)

While the system of linear perspective generated amazing works of art, 
i advocate a less analytical approach to perspective. Although freehand 
perspective techniques borrow heavily from the tradition of linear per-

Figure 9-8  Locating the vanishing 
point on the horizon line creates a one-
point perspective.

Figure 9-9  Kuo His. Early Spring.  
c. 1072. Hanging scroll, ink and light 
colors on silk. 621⁄4" × 421⁄2". Parallel 
perspective. (treasures of Asia: 
Chinese Painting, James Cahill, 
Rizzoli)

Figure 9-10  Walter Hood. Pen and 
ink on Mylar.
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the horizon line appears at the viewer’s eye level and provides an 
upper boundary for the ground plane. in his landscape drawings of hol-
land, rembrandt used a very strong sweeping horizontal to represent 
the ground plane. Salvador dalí’s surrealistic landscapes exploit the vast 
horizon as settings for his strange juxtapositions. As will be discussed in 
later steps, objects located in the drawing close to the horizon line ap-
pear to be farther away from you than objects located closer to the bot-
tom of the page, to the fore of the ground plane.

it’s often effective to locate your horizon line slightly above the midsec-
tion of the page, at the horizontal midpoint of the viewer’s cone of vi-
sion. Adjusting the location of the horizon line influences the viewer’s 
sense of elevation. to give a sense of a bird’s-eye view, place the horizon 
line toward the bottom of the page. to give a worm’s-eye view, place the 
horizon above the center of the page.

Figure 9-11  Salvador Dalí. Pen and 
ink. the Secret Life of Salvador dalí, 
by Salvador Dalí; courtesy Dover 
Publications.

Figure 9-12  Adjusting the horizon 
line to create the desired view.

Figure 9-13  Distant objects appear 
smaller.
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Exercise 9-1:  The Quick Horizon Line

Draw a series of 3-by-4-inch rectangles on a sheet of paper. Use your fountain 
pen to draw a horizon line just above the midpoint of the rectangle. Quickly 
draw a series of lines parallel to the horizon, spacing them farther apart as you 
move down the page. Repeat this exercise in the other rectangles: observe what 
happens to the space when you move the horizon line up or down.

Viewpoints and Vanishing Points

Step Two—Locate Viewpoints and Vanishing Points

the viewpoint or station point represents the location of the eyes; the 
effect of perspective will be achieved by drawing straight lines from the 
viewpoint to a vanishing point on the horizon. Since it also occurs at eye 
level, the viewpoint occupies the same elevation as the horizon line. the 
artist must be able to visualize the vanishing points to be used in each 
composition.

the horizon line appears at the viewer’s eye level and provides an 
upper boundary for the ground plane. in his landscape drawings of hol-
land, rembrandt used a very strong sweeping horizontal to represent 
the ground plane. Salvador dalí’s surrealistic landscapes exploit the vast 
horizon as settings for his strange juxtapositions. As will be discussed in 
later steps, objects located in the drawing close to the horizon line ap-
pear to be farther away from you than objects located closer to the bot-
tom of the page, to the fore of the ground plane.

it’s often effective to locate your horizon line slightly above the midsec-
tion of the page, at the horizontal midpoint of the viewer’s cone of vi-
sion. Adjusting the location of the horizon line influences the viewer’s 
sense of elevation. to give a sense of a bird’s-eye view, place the horizon 
line toward the bottom of the page. to give a worm’s-eye view, place the 
horizon above the center of the page.

Figure 9-11  Salvador Dalí. Pen and 
ink. the Secret Life of Salvador dalí, 
by Salvador Dalí; courtesy Dover 
Publications.

Figure 9-12  Adjusting the horizon 
line to create the desired view.

Figure 9-13  Distant objects appear 
smaller.
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Exercise 9-2:  The One-Point Perspective Grid

Use of the perspective grid is key to nailing down the concept of linear perspec-
tive. Draw a 4-by-6-inch rectangle and with a 6B pencil place the horizon line 
just above the center of the drawing. Now rapidly draw a series of lines parallel 
to the horizon moving from background to foreground, gradually spacing them 
further apart as they come forward. Select a vanishing point slightly off center 
on the horizon line. At the bottom edge of the page, place evenly spaced straight 
lines that converge at the vanishing point. What you have produced is a one-
point perspective grid. Continue to draw more perspective grids by moving the 
vanishing point to the right and left. Notice what effect this has on the perspec-
tive. Also move the horizon line up and down. Alternate between drawing these 
grids fast and slow. While looking at landscapes, visualize perspective grids 
covering a ground plane.

Proportional Relationships

Step Three—Establish Proportional Relationships

the spatial clues used to create a sense of proportional relationships be-
tween objects are the vocabulary of familiar landscape forms. to achieve 
the proper relationships, it is important that all landscape elements be 
drawn to scale. (Practice with the perspective grid measuring lines, as 
described in Exercise 9-4; they can help you to judge whether or not you 
are drawing to scale.) inclusion of a human figure in the foreground is a 
good example of a visual cue indicating scale. A series of identically sized 
objects, such as sheep, are drawn to progressively diminish in size as they 

Figure 9-14  Freehand perspective grid.

Figure 9-15  The many vanishing 
points in a landscape perspective.

Figure 9-16  Proportionally 
diminishing size creates depth.

Figure 9-17  Vertical receding lines.
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Exercise 9-2:  The One-Point Perspective Grid

Use of the perspective grid is key to nailing down the concept of linear perspec-
tive. Draw a 4-by-6-inch rectangle and with a 6B pencil place the horizon line 
just above the center of the drawing. Now rapidly draw a series of lines parallel 
to the horizon moving from background to foreground, gradually spacing them 
further apart as they come forward. Select a vanishing point slightly off center 
on the horizon line. At the bottom edge of the page, place evenly spaced straight 
lines that converge at the vanishing point. What you have produced is a one-
point perspective grid. Continue to draw more perspective grids by moving the 
vanishing point to the right and left. Notice what effect this has on the perspec-
tive. Also move the horizon line up and down. Alternate between drawing these 
grids fast and slow. While looking at landscapes, visualize perspective grids 
covering a ground plane.

Proportional Relationships

Step Three—Establish Proportional Relationships

the spatial clues used to create a sense of proportional relationships be-
tween objects are the vocabulary of familiar landscape forms. to achieve 
the proper relationships, it is important that all landscape elements be 
drawn to scale. (Practice with the perspective grid measuring lines, as 
described in Exercise 9-4; they can help you to judge whether or not you 
are drawing to scale.) inclusion of a human figure in the foreground is a 
good example of a visual cue indicating scale. A series of identically sized 
objects, such as sheep, are drawn to progressively diminish in size as they 

Figure 9-14  Freehand perspective grid.

Figure 9-15  The many vanishing 
points in a landscape perspective.

Figure 9-16  Proportionally 
diminishing size creates depth.

Figure 9-17  Vertical receding lines.
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retreat into the background. Besides using familiar objects as an indica-
tion of scale, the reduced resolution of images viewed at a distance also 
serves to convey depth. the farther an object is from your eye, the fewer 
details will be visible and the flatter it will look.

Exercise 9-3:  Vertical Receding Lines

On the one-point perspective grid just completed, randomly place a series of 
heavy vertical lines at various heights in different locations throughout the 
ground plane. Use light construction lines from the tops of these verticals to 
project back to the vanishing point.

Figure 9-18  Richard Haag. Bloedel 
reserve. 1981. Pencil on paper. One-
point perspective. 

Figure 9-19  Garrett Eckbo. 
Landscape forms help create relative size. 
Note smaller perspective, inset, lower left. 
(College of Environmental Design 
Documents Collection, University of 
California, Berkeley)

Figure 9-20(a)  Tony Whall. Ink on 
vellum.
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Exercise 9-4:   Drawing to Scale with a Two-Point  
Perspective Grid

A perspective grid can allow you to use grid lines like the contours of a topo-
graphic map to establish the relative dimensions of landscape features. In this 
exercise you will draw a ground plane perspective grid in 1-foot intervals as a 
tool to establish proportional relationships.

Figure 9-20(a) shows how to create a grid on a picture plane that recedes off 
the page to the left. On an 18-by-24-inch sheet, draw a right-hand vertical mea-
sure 10 inches high. In this exercise, we will use a 1:1 scale; that is, 1 inch 
equals 1 foot. Then pull a horizontal line 20 inches to the left at 90 degrees, 
from which we will pull all of our other 1-foot increments. They are the only 
ones that do not recede. Draw in your horizon line (also called line of sight) at 
51⁄2 inches. This is considered typical eye level. This line should extend 20 
inches to the left at 90 degrees to the right vertical measure line. At the left side 
of the horizon line, place your 3⁄4-inch scale at 90 degrees with the horizon line 
at the 51⁄2-inch mark, and draw a line down to the zero mark on your scale. 
This is your left vertical measure line. It is shorter than the right vertical mea-
sure line because the lines are diminishing to the left toward a vanishing point 
off your paper. To get your 1-inch receding intervals, simply connect the lines 
from the numbers on the left to the same numbers on the right. Your drawing 
should now look like Figure 9-20(a).

retreat into the background. Besides using familiar objects as an indica-
tion of scale, the reduced resolution of images viewed at a distance also 
serves to convey depth. the farther an object is from your eye, the fewer 
details will be visible and the flatter it will look.

Exercise 9-3:  Vertical Receding Lines

On the one-point perspective grid just completed, randomly place a series of 
heavy vertical lines at various heights in different locations throughout the 
ground plane. Use light construction lines from the tops of these verticals to 
project back to the vanishing point.

Figure 9-18  Richard Haag. Bloedel 
reserve. 1981. Pencil on paper. One-
point perspective. 

Figure 9-19  Garrett Eckbo. 
Landscape forms help create relative size. 
Note smaller perspective, inset, lower left. 
(College of Environmental Design 
Documents Collection, University of 
California, Berkeley)

Figure 9-20(a)  Tony Whall. Ink on 
vellum.
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Figure 9-20(b) creates a grid that recedes to the second vanishing point. This 
vanishing point is seen within the picture plane, unlike the left-hand vanishing 
point discussed above. To draw this grid, start by pulling a line from point A at 
a 45-degree angle from the true horizontal line at the bottom of the grid; con-
tinue it until it hits the 10-inch line (point C). Where the two lines meet, drop a 
line down to the zero line parallel to the left- and right-hand measure lines 
(point B). This point is exactly 10 feet from point A. Repeat this process to ob-
tain the second, 20-foot increment. Then, where line AC crosses your horizontal 
lines, drop lines down to the zero line, parallel to the left- and right-hand mea-
sure lines, and make a tick mark on the zero line. These marks represent  
1-foot increments receding to the left. Repeat again with line BK to get your 
second set of points. Now that you have a set of points receding toward the left-
hand vanishing point, establish your right-hand vanishing point on the hori-
zon line. Typically this vanishing point is placed about 2 inches from the  
right side of the page. Draw lines from your zero-line increments, just as you  
did to the right-hand vanishing point. Your drawing should now look like  
Figure 9-20(b).

Figure 9-20(c) describes how to navigate back toward the right-hand vanish-
ing point in 10-foot increments. Line CB defines the left front edge of a 10-foot 
cube that will recede toward the vanishing point. You already have a line from 
point B to the vanishing point, so draw a line from point C to the vanishing 
point. Now take half of the vertical distance from the zero line to point A to the 
horizon line and measure that distance back along the line from point B to the 
vanishing point and make a mark (point D). This is exactly 10 feet back to-
ward the vanishing point, and this is how you will establish your receding grid. 
Draw a heavier line between point C and the vanishing point (point E). This 
line is the back left side of your 10-foot cube. You cannot use the method in this 
first step to go back 10 feet further because it will not produce an accurate mea-

Figure 9-20(b)  Tony Whall. Ink on 
vellum.

Figure 9-20(c)  Tony Whall. Ink on 
vellum.
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Figure 9-20(b) creates a grid that recedes to the second vanishing point. This 
vanishing point is seen within the picture plane, unlike the left-hand vanishing 
point discussed above. To draw this grid, start by pulling a line from point A at 
a 45-degree angle from the true horizontal line at the bottom of the grid; con-
tinue it until it hits the 10-inch line (point C). Where the two lines meet, drop a 
line down to the zero line parallel to the left- and right-hand measure lines 
(point B). This point is exactly 10 feet from point A. Repeat this process to ob-
tain the second, 20-foot increment. Then, where line AC crosses your horizontal 
lines, drop lines down to the zero line, parallel to the left- and right-hand mea-
sure lines, and make a tick mark on the zero line. These marks represent  
1-foot increments receding to the left. Repeat again with line BK to get your 
second set of points. Now that you have a set of points receding toward the left-
hand vanishing point, establish your right-hand vanishing point on the hori-
zon line. Typically this vanishing point is placed about 2 inches from the  
right side of the page. Draw lines from your zero-line increments, just as you  
did to the right-hand vanishing point. Your drawing should now look like  
Figure 9-20(b).

Figure 9-20(c) describes how to navigate back toward the right-hand vanish-
ing point in 10-foot increments. Line CB defines the left front edge of a 10-foot 
cube that will recede toward the vanishing point. You already have a line from 
point B to the vanishing point, so draw a line from point C to the vanishing 
point. Now take half of the vertical distance from the zero line to point A to the 
horizon line and measure that distance back along the line from point B to the 
vanishing point and make a mark (point D). This is exactly 10 feet back to-
ward the vanishing point, and this is how you will establish your receding grid. 
Draw a heavier line between point C and the vanishing point (point E). This 
line is the back left side of your 10-foot cube. You cannot use the method in this 
first step to go back 10 feet further because it will not produce an accurate mea-

Figure 9-20(b)  Tony Whall. Ink on 
vellum.

Figure 9-20(c)  Tony Whall. Ink on 
vellum.

surement. You need to draw a line approximately 20 inches high perpendicular 
to the horizon line from the vanishing point. Next, draw a line from point B to 
point E and extend it until it meets the perpendicular line from the vanishing 
point. Mark the point where these two lines intersect with an X. This point will 
be used to determine all of your recessional points in reference to the right-hand 
vanishing point. Draw a line from point D to point X. Where that line inter-
sects the line between point C and the vanishing point, pull another line down 
to the line between point B and the vanishing point. This is another 10 feet 
back toward the vanishing point. You can continue this process for at least one 
more recession of 10 feet toward the vanishing point and should repeat it in the 
10-foot section to the left. You no longer need to establish point X. You can use 
this point to move back in space in your left-hand cube. Draw lines from the 
zero and 10-foot marks on the vertical line CB to the vanishing point. Extend a 
line from the 20-foot mark on the zero line to point X. Where that intersects the 
line between point K and the vanishing point, drop a line down to the line 
receding toward the vanishing point. That is 10 feet back in space.
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196 Drawing the Landscape

Figure 9-20(d). The only thing left to do is create receding lines on the hori-
zontal plane, as shown in Figure 9-20(d). First, draw lines from your 10-foot 
vertical line (line CB) to the vanishing point. You have the 10-foot and zero 
lines already. The rest of the points on line CB are available in Figure 9-20(a), 
where you extended the lines from the left side of the grid to the right. Make tick 
marks every time the bisecting line BE crosses the lines that recede to the vanish-
ing point; then drop lines down to BE and mark where they intersect. These 
points indicate the 1-inch recessional points along the ground plane line be-
tween point B and vanishing point. Use this same process to establish the reces-
sional increments farther back on this line and the recessional ground plane 
points along the line from the 20-inch mark on the zero line to the vanishing 
point. You now have two lines that extend from the zero line across the ground 
plane and to the vanishing point. Each has 1-foot recessional increments 
marked. Simply draw lines connecting the same points horizontally (1 foot back 
on the left connected to 1 foot back on the right, and so on) as far back as you 
need to go. You should have a drawing similar to Figure 9-20(d).

Figure 9-20(d)  Tony Whall. Ink on 
vellum.
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now that you have created a two-point perspective grid, you can use it 
to practice drawing in perspective and to scale. You can use tracing paper 
to copy and reuse the grid. When locating objects in the ground plane, 
practice using the measuring lines for horizontal and vertical distances. 
For example, a tree 20 feet high should span two contour lines regard-
less of its location in the ground plane.

You can adapt perspective grids to fit your subject or compositional 
choices. For example, your grid should be relabeled to measure 10-foot 
intervals rather than 1-foot intervals in order to reduce the scale to fit 
more of the landscape into your drawing.

Exercise 9-5:  Practicing the Two-Point Perspective Grid

Use a system of grid overlays with tracing paper and colored pencils. Practice 
drawing two-point perspective grids until you can draw them without referring 
to the preceding directions. Vary the location of grid elements, such as the for-
ward vertical measuring plane or the right-hand vanishing point, to see what 
kind of an impact it has on your drawing.

Figure 9-21(a) will be used as a demonstration of how to transfer a plan 
drawing onto our perspective grid. Place a 1-foot grid over the area of your plan 
that you intend to draw. The grid should be at the same scale as the plan. If the 

Figure 9-21(a)  Tony Whall. Ink on 
vellum.
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Exercise 9-6:  Gauging Proportional Relationships

Leonardo suggested “giving your eye good practice in judging accurately the 
breadth and length of objects” (Richter, 1970, 253). In other words, in observ-
ing the landscape, always study the proportional relationships of objects and 
plant forms and their distance from your eye. It can be helpful to carry your 
viewfinder (described in Chapter 7) as an aid in visualizing a perspective grid.

Exercise 9-7:  Relative Size

Draw a few freehand one-point perspective grids. Draw a large sphere in the 
foreground and a small one in the background; add shade and shadow. On 
another grid, place the small sphere in the foreground and the large one in the 
background. What is the spatial difference between the two? Does the smaller 
object automatically recede into the distance? On other grids, play with the loca-
tion of these spheres.

Step Four—Overlap Objects to Show Spatial Relationships

Landscape elements appear to overlap based on their location in the 
ground plane relative to one another. Care must be taken in using over-
lap as a compositional device to ensure that a sense of scale is maintained.

Figure 9-21(b)  Tony Whall. Ink on 
vellum.

Figure 9-21(c)  Tony Whall. Ink on 
vellum. This figure depicts the completed 
perspective. A 60-degree cone of vision is 
the maximum used in order to avoid 
distortion, but you can always decrease 
the size of the cone. Ink on vellum.

grid is too small and obscures details, you can use larger increments as long as 
the grid is still the same (for example, 1⁄8 inch = 1 foot, with the grid at 2-foot 
intervals). Just double the size of the grid you overlay on your plan. Each 
square on the plan should correspond to the squares on your perspective grid. To 
establish your cone of vision, place a 60-degree triangle on the plan. The comer 
of this angle is the location of the viewer. Where the two rays of the angle meet, 
the grid becomes the picture plane. Place the viewer in such a location that the 
angle encompasses the items you would like to include in your perspective. The 
viewer should be at least 5 feet in front of the picture plane to avoid distortion. 
Hint: Orient the grid so that the viewer is facing the picture plane directly. This 
makes navigating the two grids much easier.

Figure 9-21(b). Once you have located the viewer and grid, you can begin to 
construct your perspective. Figure 9-21(b) shows the image in progress. Using the 
grid, on the plan, locate an object—a tree, for example. This data point can be 
translated to the perspective grid, giving you a ground plane location for the ob-
ject. For example, one of the trees is 6 feet from the picture plane and 14 feet to the 
left of the viewer. Go to the perspective grid and find this point. This is the base of 
the tree. Establish the height of objects by navigating along the ground-plane line 
to the closest vertical measure line and move up that line. Once you find the cor-
rect height, extend a line from that point through the same vertical measure point 
on the vertical line to the right or left. After you have done this you can return to 
the base of your object and pull up a line vertically until it intersects with the 
horizontal line you just drew. As you move over in one direction or another you 
are changing your relationship to the two vanishing points.
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Exercise 9-6:  Gauging Proportional Relationships

Leonardo suggested “giving your eye good practice in judging accurately the 
breadth and length of objects” (Richter, 1970, 253). In other words, in observ-
ing the landscape, always study the proportional relationships of objects and 
plant forms and their distance from your eye. It can be helpful to carry your 
viewfinder (described in Chapter 7) as an aid in visualizing a perspective grid.

Exercise 9-7:  Relative Size

Draw a few freehand one-point perspective grids. Draw a large sphere in the 
foreground and a small one in the background; add shade and shadow. On 
another grid, place the small sphere in the foreground and the large one in the 
background. What is the spatial difference between the two? Does the smaller 
object automatically recede into the distance? On other grids, play with the loca-
tion of these spheres.

Step Four—Overlap Objects to Show Spatial Relationships

Landscape elements appear to overlap based on their location in the 
ground plane relative to one another. Care must be taken in using over-
lap as a compositional device to ensure that a sense of scale is maintained.

Figure 9-21(b)  Tony Whall. Ink on 
vellum.

Figure 9-21(c)  Tony Whall. Ink on 
vellum. This figure depicts the completed 
perspective. A 60-degree cone of vision is 
the maximum used in order to avoid 
distortion, but you can always decrease 
the size of the cone. Ink on vellum.
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200 Drawing the Landscape

Exercise 9-8:  Overlapping to Create Depth

Draw a series of abstract shapes of different sizes and textures on one of your 
perspective grids. Overlap different shapes on top of each other. By varying the 
degree of overlap, can you make the shapes appear closer or further apart on the 
ground plane?

Step Five—Adding Shadow and Details

After establishing a perspective framework in freehand, elaborate on the 
composition using tools such as shade, shadow, and texture, discussed in 
Chapters 6, 7, and 8. here is your opportunity to really show your creativ-
ity in the context of a perspective drawing, now that you have the funda-
mentals in place.

Developing the Gestural Quality  
of Freehand Perspective

the aim of this step-by-step outline and included exercises is to give you 
enough confidence in applying the basics of perspective that you will be 
inspired to improvise with your landscape compositions. refer to earlier 

Figure 9-22  Relative sizes of objects 
in the landscape.

Figure 9-23  The overlapping of 
landscape elements can create depth 
through spacial sequence.
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sections on how to establish a gestural quality of line and form and apply 
it freely to the landscape as a whole. Allowing yourself to experiment will 
equip you with a breadth of ways to capture the impact of a huge variety 
of places.

Exercise 9-9:  Topography in Gesture

Find a hilly, sparsely vegetated site. Lay out a perspective grid and use vertical 
measure planes. Lightly draw in the outlines of the contours of the hills; visual-
ize the lay of the land. Make the contour lines express the bulk of the earth; 
draw them loosely with expressive gesture. Build up the mass of the earth the 
same way you draw a warm-up sphere and draw the examples in Figure 9-24. 
Draw a series of landscapes for about an hour a day, until you can use gesture 
to build landforms quickly.

Exercise 9-8:  Overlapping to Create Depth

Draw a series of abstract shapes of different sizes and textures on one of your 
perspective grids. Overlap different shapes on top of each other. By varying the 
degree of overlap, can you make the shapes appear closer or further apart on the 
ground plane?

Step Five—Adding Shadow and Details

After establishing a perspective framework in freehand, elaborate on the 
composition using tools such as shade, shadow, and texture, discussed in 
Chapters 6, 7, and 8. here is your opportunity to really show your creativ-
ity in the context of a perspective drawing, now that you have the funda-
mentals in place.

Developing the Gestural Quality  
of Freehand Perspective

the aim of this step-by-step outline and included exercises is to give you 
enough confidence in applying the basics of perspective that you will be 
inspired to improvise with your landscape compositions. refer to earlier 

Figure 9-22  Relative sizes of objects 
in the landscape.

Figure 9-23  The overlapping of 
landscape elements can create depth 
through spacial sequence.
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202 Drawing the Landscape

Architectural Perspective

drawing the landscape also includes drawing architecture. Begin with a 
couple of thumbnail sketches of the site; use your viewfinder. Locate the 
horizon line, sketch in a scale figure, and rough out a perspective grid. 
Visualize the basic geometry of the structures. What are their architec-
tural shapes? Are the buildings square, rectangular, or round? Systemati-
cally analyze their order and the proportion of the façades. Sketch in the 
building forms with light guidelines, and construct the vanishing lines of 
the major masses. Find the modules: most buildings are composed with 
some type of proportional module. Search for the anatomy of the build-
ing; is the ordering system a grid of column lines? often there is a central 
vertical axis that is subdivided. usually there is also a major horizontal 
axis, evident from sills, windows, or doors. Smaller building parts will be 
increments of the whole. determine what areas to emphasize and what 
areas to imply. remember, what is left out is often more important than 
what is put in. use successive overlays of lines, building up the overall 
masses and details. Add the details and highlights. Finally, work on areas 
of emphasis and use shadows for drama and depth.

Exercise 9-10:  Drawing Architecture

With your daybook, go into an urban environment and select groups of buildings 
to draw. Select some dramatic compositions and lightly draw in the horizon line. 

Figure 9-24  Landscape contours in 
gesture.

Figure 9-25  Using receding lines to 
construct an architectural perspective. 
Sketch by Catherine Harris. Pencil on 
paper.
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Architectural Perspective

drawing the landscape also includes drawing architecture. Begin with a 
couple of thumbnail sketches of the site; use your viewfinder. Locate the 
horizon line, sketch in a scale figure, and rough out a perspective grid. 
Visualize the basic geometry of the structures. What are their architec-
tural shapes? Are the buildings square, rectangular, or round? Systemati-
cally analyze their order and the proportion of the façades. Sketch in the 
building forms with light guidelines, and construct the vanishing lines of 
the major masses. Find the modules: most buildings are composed with 
some type of proportional module. Search for the anatomy of the build-
ing; is the ordering system a grid of column lines? often there is a central 
vertical axis that is subdivided. usually there is also a major horizontal 
axis, evident from sills, windows, or doors. Smaller building parts will be 
increments of the whole. determine what areas to emphasize and what 
areas to imply. remember, what is left out is often more important than 
what is put in. use successive overlays of lines, building up the overall 
masses and details. Add the details and highlights. Finally, work on areas 
of emphasis and use shadows for drama and depth.

Exercise 9-10:  Drawing Architecture

With your daybook, go into an urban environment and select groups of buildings 
to draw. Select some dramatic compositions and lightly draw in the horizon line. 

Figure 9-24  Landscape contours in 
gesture.

Figure 9-25  Using receding lines to 
construct an architectural perspective. 
Sketch by Catherine Harris. Pencil on 
paper.
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Locate a few critical vertical and horizontal dimensions and lightly sketch a 
simple perspective grid. Always work from light to dark. Draw in the geometrical 
masses, adding details last. Use gesture to draw the buildings, and imply the 
details with shadow. Do a series of five- to ten-minute sketches, always working 
to capture the essence of the spaces. Try sketching buildings for an hour a day 
until you can rapidly capture the feeling of your subject.

You must continually practice your freehand perspective to draw it 
with ease and sensitize your eyes so that you can depict the world as you 
see it. only after you have mastered the basic rules of freehand perspec-
tive will you be able to violate them.

No work of art is really ever finished. They only stop at good places. 
(Henri 1923, 179)

Figure 9-26  To draw architectural 
details, start with a center line and then 
use construction lines to block in the 
forms. After the portions have been 
defined, add the details.

Figure 9-27  Architectural perspective in gesture. Analyze the order and proportion of the façades. Sketch the ordering modules of the 
buildings in light construction lines. Add areas of emphasis and use shadows to produce drama and depth.
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Locate a few critical vertical and horizontal dimensions and lightly sketch a 
simple perspective grid. Always work from light to dark. Draw in the geometrical 
masses, adding details last. Use gesture to draw the buildings, and imply the 
details with shadow. Do a series of five- to ten-minute sketches, always working 
to capture the essence of the spaces. Try sketching buildings for an hour a day 
until you can rapidly capture the feeling of your subject.

You must continually practice your freehand perspective to draw it 
with ease and sensitize your eyes so that you can depict the world as you 
see it. only after you have mastered the basic rules of freehand perspec-
tive will you be able to violate them.

No work of art is really ever finished. They only stop at good places. 
(Henri 1923, 179)

Figure 9-26  To draw architectural 
details, start with a center line and then 
use construction lines to block in the 
forms. After the portions have been 
defined, add the details.

Figure 9-27  Architectural perspective in gesture. Analyze the order and proportion of the façades. Sketch the ordering modules of the 
buildings in light construction lines. Add areas of emphasis and use shadows to produce drama and depth.
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Chapter Ten

Drawing the Landscape in  
Plan, Elevation, and Section

The act of creation agitates the picture plane, but 
if the two-dimensionality is lost, the picture reveals 

holes and the result is not pictorial, but 
naturalistic imitation of nature.

hans hofmann 
The Search for the Real

http://lib.ommolketab.ir
http://lib.ommolketab.ir


208 Drawing the Landscape

For the child, with few exceptions, magic and art are fun. Art translates 
curiosity and wonder into mastery over the environment. (Shlain 1991, 141) 

Apart from the freehand sketch and the measured perspective, the 
primary methods for representing landscape concepts and designs are 
with plans, elevations, and sections. these are the fundamental tools 
used to illustrate ideas about the environment. the plan, elevation, and 

Figure 10-1  Garrett Eckbo. Estate in 
the Manner of Louis XiV. Pencil with 
graded wash. 1934. (Courtesy of the 
collection of the Department of 
Landscape Architecture, University of 
California, Berkeley)

Figure 10-2  Working through the 
design process with plan, section, and 
elevation to refine the concept.
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section are extremely useful for analyzing the natural features of the 
ground plane. they allow you to conceptually study the solid-void rela-
tionships between vegetation and architecture throughout the design 
process and as you refine your ideas. they are correlated to your knowl-
edge about the landscape forms you create. these tools are also dia-
grams of information through which we explore the creative process and 
bring it to closure. Along with your freehand sketches, they are the main 
tools used for presenting your final design.

The Landscape Plan

A plan represents the landscape from a single, aerial viewpoint. the 
landscape plan is a way to view the site from a measured distance, as if 
you were floating above it. Being able to see the landscape in this man-
ner requires you to “get small” and visualize yourself flying above your 
design. it is magic and fun.

For the child, with few exceptions, magic and art are fun. Art translates 
curiosity and wonder into mastery over the environment. (Shlain 1991, 141) 

Apart from the freehand sketch and the measured perspective, the 
primary methods for representing landscape concepts and designs are 
with plans, elevations, and sections. these are the fundamental tools 
used to illustrate ideas about the environment. the plan, elevation, and 

Figure 10-1  Garrett Eckbo. Estate in 
the Manner of Louis XiV. Pencil with 
graded wash. 1934. (Courtesy of the 
collection of the Department of 
Landscape Architecture, University of 
California, Berkeley)

Figure 10-2  Working through the 
design process with plan, section, and 
elevation to refine the concept.
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210 Drawing the Landscape

the plan is not just a drawing but a miniature landscape. When you 
draw a plan you are in effect making a miniature map. Plans are topo-
graphic reports from the air, in which you produce memories. in pro-
ducing a plan you are creating an experience; a miniature world where 
objects and locations are tabled and measured. no matter how accurate 
you are, you will exaggerate. You are free to create unique and special 
places. the plan view is an illusion, a magical world you enter through 
the scale in which you are working. imagine yourself being very small 
and walking through it.

there are limitless methods to depict the landscape from this point of 
view. You must first determine the type of information that you want to 
illustrate, and its level of detail. in the landscape plan we move from idea 
to image. Studying your design in plan is a way to eliminate the distor-
tion inherent in perspective; with a plan you can create a realistic, mea-
sured interpretation of your idea. For a plan to hold the viewer’s 
attention it must contain many elements not known. We use the site plan 
to gauge our knowledge of the places we are designing. Plans are meta-
phors that record our process of learning through the design stage. As 
robert harbison writes, “All maps are abbreviated places expressing the 
strong impatience of the mind” (1977, 133).

Figure 10-3  Imagine yourself very 
small, flying above the landscape and 
walking through it as you design it.
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Exercise 10-1:  Creating a Resource File

Keep a file of landscape illustration techniques that you like. When you see some-
thing interesting, either draw it in your daybook or make a photocopy of it and 
file it in a special place or book. Keep a record of any new drawing techniques 
you develop yourself. Don’t limit yourself to present-day landscape drawing tech-
niques; look at Renaissance, Arts and Crafts, and Cubist movements, too. 

Frame of Reference 

indicate your frame of reference. in other words, what is the location of 
your site? this will give the viewer a relationship to the plan’s surroundings. 

Figure 10-4  John Wong. Viewpoint 
above the grotto segreto, Villa 
Gamberaia, italy, 1981. Pen and ink 
sketchbook.
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Always illustrate the context and the location. When drawing the site plan, 
first determine the boundaries. Every site will have some type of boundary; 
the site boundary is the space that will be transformed. Consider this the 
way a painter considers a picture plane. hans hofmann said the picture 
plane is “the creative element of all the plastic arts, painting, sculpture, ar-
chitecture and all related arts” (1967, 65). the essence of the picture is the 
picture plane.

Scale

There are scales which seem proper to different kinds of motion…. Like 
maps, metaphors often seem propelled by a change of scale, and change of 
scale seems to qualify as a kind of thought by performing a transformation 
in which everything is altered but remains the same (Harbison 1977, 133).

Figure 10-5  Annie Amundsen. 
Fragmented Muir Beach Lagoon. 
Collage, maps, watercolor, and pastel. 
Illustrates mapping a site at different 
scales to show telescoping levels of context 
information. 

(a)

Figure 10-6(a) and (b)  Garrett 
Eckbo. Garden for Wm. A. M. 
Burden. Ink on paper. Scale will 
determine the amount of information to 
be read in the plan view. (College of 
Environmental Design Documents 
Collection, University of California, 
Berkeley)

(b)
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Always illustrate the context and the location. When drawing the site plan, 
first determine the boundaries. Every site will have some type of boundary; 
the site boundary is the space that will be transformed. Consider this the 
way a painter considers a picture plane. hans hofmann said the picture 
plane is “the creative element of all the plastic arts, painting, sculpture, ar-
chitecture and all related arts” (1967, 65). the essence of the picture is the 
picture plane.

Scale

There are scales which seem proper to different kinds of motion…. Like 
maps, metaphors often seem propelled by a change of scale, and change of 
scale seems to qualify as a kind of thought by performing a transformation 
in which everything is altered but remains the same (Harbison 1977, 133).

Figure 10-5  Annie Amundsen. 
Fragmented Muir Beach Lagoon. 
Collage, maps, watercolor, and pastel. 
Illustrates mapping a site at different 
scales to show telescoping levels of context 
information. 

(a)

Figure 10-6(a) and (b)  Garrett 
Eckbo. Garden for Wm. A. M. 
Burden. Ink on paper. Scale will 
determine the amount of information to 
be read in the plan view. (College of 
Environmental Design Documents 
Collection, University of California, 
Berkeley)

(b)
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drawing in scale means depicting in a given ratio the true size of the 
landscape. Scale is simply a measurable way to study space. Before begin-
ning a landscape plan, determine what scale to use. the determination 
of scale indicates the amount of detail and information that is visible. 
Figure 10-6(a) illustrates the complete site and provides the context for 
Figure 10-6(b), which is a detailed plan at a larger scale. the scaled land-
scape, accurately measured, gives the precise notation necessary for car-
rying out a design. it is a way to accurately test your thoughts and spatial 
references. We usually relate everything we see to our own size, so in 
design our body is used as a reference point. this is done not only con-
sciously but also subconsciously. When working on your landscape draw-
ings always indicate their scale and always include scale human figures.

Exercise 10-2:  Understanding Your Proportions

It is important that you understand your own proportions. Measure your pace, 
arm span, and finger spread, and write them down in your daybook. When you 
move through spaces that feel good, use your own measurements to gauge the 
proportions of the space.

Figure 10-7  Measure your own 
proportions to help gauge the dimensions 
of a space.
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Exercise 10-3:  The Paper-Napkin Sketch

As you work out your thoughts in plan, try sketching out your first impressions 
and ideas on a paper napkin. This can be fun and relaxing. Select a comfort-
able cafe and get a variety of paper napkins along with a good cup of coffee. 
Use felt-tip pens with different point sizes such as a Pilot Razor Point, Flair, 
and Pentel Sign Pen. Sketch, letting your mind flow; wander and wonder with 
your pen. Combine different pens on each drawing to produce different effects. 
The benefit of working in this manner is that you cannot be too precise because 
the felt-tip points will bleed and your lines will take on a very abstract feeling. 
This allows you some freedom. Some designers can design only on paper nap-
kins. They go to a cafe to work out their designs, then go back to the office and 
tape all the napkins together. They then lay a sheet of tracing paper over this 
mock-up to create the final design.

Figure 10-8  Sketch out your thoughts 
on paper napkins. (Photo: Steven Brooks)
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The Freehand Conceptual Plan

the conceptual plan initiates the design process by capturing your first 
thoughts. the conceptual plan done as a gestural study is central to the 
design process. it is a quick analytical tool used to produce a measured 
plan. it also helps you find your way to a design solution that arouses 
your emotions, and gives your drawings a spontaneous quality. it allows 
you to interpret space and respond to a variety of design options. When 
working in this method, first determine the plan scale with which you 
wish to work. it should not be so large that you lose your ability to draw 
quickly in gesture. Smaller is better.

Work through conceptual-plan stages in a series of tracing-paper over-
lays. Start with a site-plan sketch of the existing conditions, then overlay a 
sheet of tracing paper to work through your first thoughts. When you 
have completed the first concept or idea as a quick gesture, tape down 
another sheet of tracing paper and develop the next idea. Keep repeating 

Figure 10-9  Frank James, Sasaki 
Associates. Pencil on tracing paper. 
Freehand conceptual design.

Figure 10-10  Use a series of overlays to work out quick plan concepts in gesture. (Photo: Steven Brooks)
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The Freehand Conceptual Plan

the conceptual plan initiates the design process by capturing your first 
thoughts. the conceptual plan done as a gestural study is central to the 
design process. it is a quick analytical tool used to produce a measured 
plan. it also helps you find your way to a design solution that arouses 
your emotions, and gives your drawings a spontaneous quality. it allows 
you to interpret space and respond to a variety of design options. When 
working in this method, first determine the plan scale with which you 
wish to work. it should not be so large that you lose your ability to draw 
quickly in gesture. Smaller is better.

Work through conceptual-plan stages in a series of tracing-paper over-
lays. Start with a site-plan sketch of the existing conditions, then overlay a 
sheet of tracing paper to work through your first thoughts. When you 
have completed the first concept or idea as a quick gesture, tape down 
another sheet of tracing paper and develop the next idea. Keep repeating 

Figure 10-9  Frank James, Sasaki 
Associates. Pencil on tracing paper. 
Freehand conceptual design.

Figure 10-10  Use a series of overlays to work out quick plan concepts in gesture. (Photo: Steven Brooks)
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this process until you have exhausted every idea you have. use the edges 
of the page for quick sketches of new thoughts, fast miniature perspec-
tives, and so on. When you reach a solution that you are satisfied with, 
move on to the measured plan. 

Exercise 10-4:  Envelope Plan Sketching

Carry various sizes of envelopes with you. When you have an idea for a plan, 
jot it down on an envelope. Later, when you have time, pull out the envelope 
and immediately write or draw. There is something very pleasant and unintimi-
dating about working on an envelope, especially those that have been addressed 
to you and received in the mail. Try sketching on a variety of envelope sizes.

The Measured Plan

the measured plan can be done freehand as opposed to drafting it. 
When designing in the measured-plan view, you study your concept with 
accurate placement of the landscape elements in true dimensions. You 

Figure 10-11  Walter Hood. Use 
envelopes to jot down quick design ideas. 
(Photo: Steven Brooks)
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record the design process with dimensions. thus you can examine the 
data of your design. 

As in sketching, the hierarchy of line weights is extremely important to 
make the plan composition read clearly. Begin by drawing your site plan 
with correct measurements and dimensions. Always work from light to 
dark; work out your general layout and landscape elements with light 
construction lines. draw from the ground plane up, delineating the var-
ious surfaces. next, add detailing. only as a last step do you draw the 
shadowed edges and cast shadows.

Ground Plane Treatments

usually a ground plane will be indicated with some type of texture. this is 
where the texture exercises you did in Chapter 5 become very important. 

Figure 10-12  Marc Treib design, 
Dorothee Imbert drawing. Loomis 
residence, El dorado hills, 
California. Courtyard plan. 1991. Oil 
pastel and color pencil on blackline print.
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the physical topography, or contours, of the ground plane will be the 
first thing to lay out. You can start by working out your contours in ges-
ture, getting a feel for their form. the most common way to indicate 
contour is through the use of a dashed or dotted line. You can also use 
parallel lines drawn perpendicular to the contours and vary their spac-
ing. Although somewhat dated, hatchures can also be used for special 
effects. Another effective way to delineate contours is to densely stipple 
along the contour line.

Stippling

Stippling is simply a series of dots used to indicate texture or tones. it is 
one of the best techniques for the rendering of the ground plane and 
other objects. it can be a very effective and versatile technique, but if you 
are not careful it can be overdone. in other words, don’t be too busy with 
the dots; learn when to stop.

You can build texture by varying the density of the stipple. Make per-
fect round dots with a constant intensity, none darker than the others, 
no tails or dashes; hold your drawing instrument straight up and twist it 
lightly in a circular motion. it is best to place the dots in threes using a 
constant rhythm. When two planes come together, intensify the stippling 
along their edges; gently fade to white in the centers of the ground 
plane.

Exercise 10-5:  The Stipple

Draw some 4-by-4-inch boxes on a sheet of vellum or tracing paper. Practice 
your stippling in pencil and ink by drawing to music in dot-groups of three. 
Work on building up the intensity of the stipple along the edges of the boxes, 
and fade them out toward the center. Develop a constant, even rhythm. Draw 
some stipples with a 0-point technical pen, then go back over them with a 
heavier pen to see what effects you get. Achieve as many different effects as you 
can with your stipples.

Ground Plane Textures

the ground plane is basically anything that covers the surface of the 
earth. the larger the scale of your landscape plan, the more ground 
plane texture you will have to imply. determine the degree of surface 
detailing you will need. Learn which textures make your plan the most 
descriptive, and then use them sparingly; otherwise your plan can be-
come chaotic. Soft ground plane textures include such things as ground 

Figure 10-13  Indicating ground 
plane contours.

Figure 10-14  The versatile stipple.
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covers, low plants, shrubs, and hedges. hard surfaces would include 
wood, brick, concrete, rocks, gravel, roads, and walks. to illustrate these 
elements, develop a simplified gesture that matches the ground-plane 
material and will read as a texture. Practice developing a vocabulary of 
abstracted notations for hard and soft ground plane surfaces using lines 
learned in Chapters 4 and 5. Crosshatching will be most valuable for 
creating a wide variety of textures. When rendering large ground plane 
areas you can imply the entire surface area by drawing texture along the 
edges. use ground plane textures to emphasize contrasts and highlights. 
Always look down at the ground plane. observe the surfaces you walk on 
and abstract them in your mind.

Water

When illustrating water, your lines should portray movement and fluid-
ity. Water can be an expressive and dynamic scene in a plan, capturing 
mood and emotion. But the movement, reflection, and transparency of 
water are difficult to capture. the gesture of line will be quite different 
from the lines used for hard and soft surfaces. it is important to study 
the movement and moods of water before attempting to draw them. 

the physical topography, or contours, of the ground plane will be the 
first thing to lay out. You can start by working out your contours in ges-
ture, getting a feel for their form. the most common way to indicate 
contour is through the use of a dashed or dotted line. You can also use 
parallel lines drawn perpendicular to the contours and vary their spac-
ing. Although somewhat dated, hatchures can also be used for special 
effects. Another effective way to delineate contours is to densely stipple 
along the contour line.

Stippling

Stippling is simply a series of dots used to indicate texture or tones. it is 
one of the best techniques for the rendering of the ground plane and 
other objects. it can be a very effective and versatile technique, but if you 
are not careful it can be overdone. in other words, don’t be too busy with 
the dots; learn when to stop.

You can build texture by varying the density of the stipple. Make per-
fect round dots with a constant intensity, none darker than the others, 
no tails or dashes; hold your drawing instrument straight up and twist it 
lightly in a circular motion. it is best to place the dots in threes using a 
constant rhythm. When two planes come together, intensify the stippling 
along their edges; gently fade to white in the centers of the ground 
plane.

Exercise 10-5:  The Stipple

Draw some 4-by-4-inch boxes on a sheet of vellum or tracing paper. Practice 
your stippling in pencil and ink by drawing to music in dot-groups of three. 
Work on building up the intensity of the stipple along the edges of the boxes, 
and fade them out toward the center. Develop a constant, even rhythm. Draw 
some stipples with a 0-point technical pen, then go back over them with a 
heavier pen to see what effects you get. Achieve as many different effects as you 
can with your stipples.

Ground Plane Textures

the ground plane is basically anything that covers the surface of the 
earth. the larger the scale of your landscape plan, the more ground 
plane texture you will have to imply. determine the degree of surface 
detailing you will need. Learn which textures make your plan the most 
descriptive, and then use them sparingly; otherwise your plan can be-
come chaotic. Soft ground plane textures include such things as ground 

Figure 10-13  Indicating ground 
plane contours.

Figure 10-14  The versatile stipple.
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Look at Leonardo’s masterful renditions of water to see how he cap-
tured the dynamic quality of its movement and flow. When drawing 
water, first delineate its edge with a strong line, then abstract its move-
ment and mood with expressive lines.

Exercise 10-6:  Studying Water

Spend some time studying and recording the movement of water in your day-
book. Capture its different moods with gestures that you can later incorporate 
into your plans, sections, and elevations.

Figure 10-15  Using the gesture to 
produce ground plane textures.

Figure 10-16  Capturing the expressive quality of water with line.
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Look at Leonardo’s masterful renditions of water to see how he cap-
tured the dynamic quality of its movement and flow. When drawing 
water, first delineate its edge with a strong line, then abstract its move-
ment and mood with expressive lines.

Exercise 10-6:  Studying Water

Spend some time studying and recording the movement of water in your day-
book. Capture its different moods with gestures that you can later incorporate 
into your plans, sections, and elevations.

Figure 10-15  Using the gesture to 
produce ground plane textures.

Figure 10-16  Capturing the expressive quality of water with line.
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Architecture

As an artist, you will have to indicate the plans of buildings. Should they 
be illustrated as roof plans, floor plans, or building masses? What is the 
relationship of the architecture to the landscape? do you want the plan 
to read as realistically as an aerial view? if you wish to show the relation-
ship of the interior floor plan to the landscape, then draw the building’s 
floor plan. if it is necessary to show the positive and negative spaces of 
the architecture, then show roof plans of the buildings. Are you going 

Figure 10-17  Leonardo da Vinci. 
Sheet of Studies of Water Passing 
obstacles and Falling into a Pool, 
with notes. c. 1508. Pen and ink over 
traces of black chalk. 298 × 207 mm. 
(The Royal Collection © 2003 Her 
Majesty Queen Elizabeth II)

Figure 10-18  Architectural mass and 
its relationship to landscape.
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to show the architecture as an abstraction? the scale will also determine 
how detailed you make the roofing material. Adding such things as roof 
tile, wood shakes, chimneys, or smokestacks will help make the drawing 
come alive.

Trees and Vegetation

determine the scale of your trees. remember, the further you are from 
the vegetation the less detail you see. Before drawing your trees, locate 
the position of the sun and decide what season you will depict. Will the 
trees be in winter habit or in spring flower? individual trees will read as 
solid forms. When you begin to place your trees, start by locating the 

Architecture

As an artist, you will have to indicate the plans of buildings. Should they 
be illustrated as roof plans, floor plans, or building masses? What is the 
relationship of the architecture to the landscape? do you want the plan 
to read as realistically as an aerial view? if you wish to show the relation-
ship of the interior floor plan to the landscape, then draw the building’s 
floor plan. if it is necessary to show the positive and negative spaces of 
the architecture, then show roof plans of the buildings. Are you going 

Figure 10-17  Leonardo da Vinci. 
Sheet of Studies of Water Passing 
obstacles and Falling into a Pool, 
with notes. c. 1508. Pen and ink over 
traces of black chalk. 298 × 207 mm. 
(The Royal Collection © 2003 Her 
Majesty Queen Elizabeth II)

Figure 10-18  Architectural mass and 
its relationship to landscape.
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center point of the main trunk with a dot. draw in the canopy with a 
circle template or, better yet, draw it in freehand. use the same proce-
dure for drawing trees and vegetation in plan view as described in Chap-
ter 6. trees are not perfect circles; you can make them appear more 
dynamic by not drawing them as spheres. draw the branching structure 
using light construction lines. Start with the main trunk and extend to 
the canopy edge with a hairline. Abstract the leaf texture, and from the 
shadowed edge draw the leaves from dark to light.

one of the problems with drawing trees is that the tree canopy may 
obscure the detail of the ground plane. one way to remedy this is to 
draw transparent trees. draw the canopy of the tree in a lighter line 
weight than the ground plane. if you want a little more detail, you can 
lightly sketch in the branching structure.

Figure 10-19  Using crosshatching to 
build vegetative mass. Sketch by Gary 
Strang. Pencil on vellum.
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Shadows

Shadows indicate the passage of time and if used properly can make a 
plan dramatic. they can also be used to accent landscape shapes. First 
decide whether you are going to use shadows; some designers do not. it 
is not a requirement, for some plans look excellent without them. 
Whether or not to use shadows depends on the statement you wish to 
make. if you want the added dimension of depth, shadows should be 
placed on your site plan.

i savor adding shadows as the final stage of a drawing. this is the point 
where the drawing starts to come alive. Shadows make the plan three-di-
mensional. the type of shadow you use should correspond to the draw-
ing style of the plan and to the texture of the ground plane. Shadows 
drawn as solid black lines are overbearing and should be avoided. it is 
best to vary line weights. Shadows don’t have to be accurately measured. 
Place shadows through feeling. draw the shadow of one object in your 
plan and from it judge the placement of remaining shadows. Shadows 
should always fall to the bottom right or bottom left of the page. After you 
have placed your first shadow, lay a long rule parallel to it to use as a 

Figure 10-20  Drawing trees in plan.
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guide for the rest of the shadows. Be consistent. Exaggerate a little some-
times for added dimension. Along the object’s edge the shadow should 
be very dark, fading out along the opposite edges. Let some dappled light 
show through inside the shadow.

The Elevation

the elevation is a standard architectural drawing view that provides the 
designer with many opportunities to understand a design in scale. the 
elevation is a simple convention used to quickly understand the varia-

Figure 10-21  Using shadows in plan 
view to create depth.

Figure 10-22  Eyeballing a plan. The 
tube creates the illusion of perspective, 
which helps you to visualize the plan in 
three dimensions. (Photo: Catherine 
Harris)

Figure 10-23  The elevation as a tool 
to quickly understand the variations in a 
design scheme. Frank James, Sasaki 
Associates.

Figure 10-24  This elevation allows 
visualization of the design in a way that 
plan and perspective cannot. Jill Ann 
Gropp. Pen and ink.
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tions in design schemes. When designing a site it is helpful to work back 
and forth between plan and elevation to test your ideas as they evolve; 
the elevation allows you to visualize the design in a way that a plan and 
perspective cannot. When an elevation is drawn two to three times the 
size of the plan the relationships of the various site elements are much 
easier to understand. Some professional offices will even draw full-scale 
elevations of site elements, which may be taped to a wall to study scale 
and proportion.

the elevation presents the side view of landscape objects and exterior 
views of architecture in scale. it also shows building façades in detail. in 
an elevation view, all planes are parallel to the picture plane, and they 

guide for the rest of the shadows. Be consistent. Exaggerate a little some-
times for added dimension. Along the object’s edge the shadow should 
be very dark, fading out along the opposite edges. Let some dappled light 
show through inside the shadow.

The Elevation

the elevation is a standard architectural drawing view that provides the 
designer with many opportunities to understand a design in scale. the 
elevation is a simple convention used to quickly understand the varia-

Figure 10-21  Using shadows in plan 
view to create depth.

Figure 10-22  Eyeballing a plan. The 
tube creates the illusion of perspective, 
which helps you to visualize the plan in 
three dimensions. (Photo: Catherine 
Harris)

Figure 10-23  The elevation as a tool 
to quickly understand the variations in a 
design scheme. Frank James, Sasaki 
Associates.

Figure 10-24  This elevation allows 
visualization of the design in a way that 
plan and perspective cannot. Jill Ann 
Gropp. Pen and ink.
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an elevation shows the relationship of architectural exteriors to the land-
scape, the section is a cutaway of the building. it is an incision through 
the building, revealing the thickness, materials, and construction of its 
surfaces.

the section is also a good tool for showing the relationship of land-
scape forms to the earth. Cut through the plane that shows critical infor-
mation. the sections of walls and landscape structures closest to you are 
drawn with the darkest line. Slices through walls or other building masses 
can be shaded to create relief. this technique is called poché and is quite 
dramatic. Shading the interior of the structures will add depth to the 
drawing. these shadows can be drawn at about a 45-degree angle. it is 
not necessary to show the below-grade geology and infrastructure unless 
it is critical to your design.

Illustrating the Elevation and Section

the baseline on the elevation should be a heavy line to create a strong 
base for the drawing and to accent the ground plane. texture, cross-
hatching, or shading can be added under the baseline to give the draw-
ing a frontal plane that counterbalances the landscape above. this is a 
good way to keep the elevation or section from “floating,” or getting lost 
on the page. Label the direction the views face. in both elevation  
and section, it is important to accent the ground plane. Elements in the 
foreground should be drawn with heavier lines; as landscape elements 
recede into the background they become lighter. Embellish the fore-
ground, middle ground, and background with distinctive line weights, 
using your darkest line weight for the foreground. use as much depth as 
possible to make the views realistic. Locate the sun and draw the shad-
ows. to animate the drawing, include figures standing alone and in 
groups. Sky and clouds add atmosphere and help to frame the drawing. 
the elevation and section provide many opportunities to create infor-
mative drawings.

Figure 10-25  The section as a tool for 
showing relationship of landscape form 
to the earth.

Figure 10-26  Embellishing the 
section.

appear in the drawing without angular distortion. it is best to locate your 
study elevations at those positions in the plan that give the most informa-
tion about your design.

The Section

the section is a continuous slice through a plan that reveals architec-
tural interiors, landscape structures, and ground-plane contours. it does 
not have to be a continuous straight line; it can be staggered to include 
as much information as possible. the section cutline should be labeled 
on the plan with directional arrows. the section is an excellent tool for 
illustrating the relationship of architecture to landscape. Additionally, it 
illustrates how the landscape design relates to the ground plane. Whereas 
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an elevation shows the relationship of architectural exteriors to the land-
scape, the section is a cutaway of the building. it is an incision through 
the building, revealing the thickness, materials, and construction of its 
surfaces.

the section is also a good tool for showing the relationship of land-
scape forms to the earth. Cut through the plane that shows critical infor-
mation. the sections of walls and landscape structures closest to you are 
drawn with the darkest line. Slices through walls or other building masses 
can be shaded to create relief. this technique is called poché and is quite 
dramatic. Shading the interior of the structures will add depth to the 
drawing. these shadows can be drawn at about a 45-degree angle. it is 
not necessary to show the below-grade geology and infrastructure unless 
it is critical to your design.

Illustrating the Elevation and Section

the baseline on the elevation should be a heavy line to create a strong 
base for the drawing and to accent the ground plane. texture, cross-
hatching, or shading can be added under the baseline to give the draw-
ing a frontal plane that counterbalances the landscape above. this is a 
good way to keep the elevation or section from “floating,” or getting lost 
on the page. Label the direction the views face. in both elevation  
and section, it is important to accent the ground plane. Elements in the 
foreground should be drawn with heavier lines; as landscape elements 
recede into the background they become lighter. Embellish the fore-
ground, middle ground, and background with distinctive line weights, 
using your darkest line weight for the foreground. use as much depth as 
possible to make the views realistic. Locate the sun and draw the shad-
ows. to animate the drawing, include figures standing alone and in 
groups. Sky and clouds add atmosphere and help to frame the drawing. 
the elevation and section provide many opportunities to create infor-
mative drawings.

Figure 10-25  The section as a tool for 
showing relationship of landscape form 
to the earth.

Figure 10-26  Embellishing the 
section.
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Elevation Perspective

An elevation can easily be turned into a one-point perspective. An eleva-
tion combined with perspective creates the illusion of depth in a land-
scape setting.

 1. draw a horizon line across the elevation at eye level and place a van-
ishing point near the center.

 2. Along the ground line or baseline of the elevation, mark off 1-foot 
points.

 3. From each point along the baseline, project a line to the vanishing 
point. these lines are called the vanishing-point lines

 4. Select a point on the horizon line to the right of the vanishing point. 
this is called the diagonal point. From this point, draw a diagonal line 
to the left corner of the baseline.

Figure 10-27  Annie Amundsen. 
Elevation Perspective. Ink and 
vellum.

Figure 10-28  The sectional 
perspective.

Figure 10-29  Jill Ann Gropp. 
Garden Plan. Pen and ink.
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Elevation Perspective

An elevation can easily be turned into a one-point perspective. An eleva-
tion combined with perspective creates the illusion of depth in a land-
scape setting.

 1. draw a horizon line across the elevation at eye level and place a van-
ishing point near the center.

 2. Along the ground line or baseline of the elevation, mark off 1-foot 
points.

 3. From each point along the baseline, project a line to the vanishing 
point. these lines are called the vanishing-point lines

 4. Select a point on the horizon line to the right of the vanishing point. 
this is called the diagonal point. From this point, draw a diagonal line 
to the left corner of the baseline.

Figure 10-27  Annie Amundsen. 
Elevation Perspective. Ink and 
vellum.

Figure 10-28  The sectional 
perspective.

Figure 10-29  Jill Ann Gropp. 
Garden Plan. Pen and ink.
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 5. Where this diagonal line intersects each one of the vanishing point 
lines, draw a horizontal line. this will produce a ground-plane per-
spective grid.

 6. to locate vertical heights, place a vertical line upward from the left 
corner of the baseline. Mark off 1-foot points up this line. From each 
point on this vertical line, project a line back to the vanishing point. 
this gives you a vertical height measure.

now, with this quick ground-plane perspective grid and the vertical 
height measure, you can begin to embellish the landscape. this same 
technique can be applied to produce a sectional perspective.

For these basic tools of the designer to have profound effects on the 
design process, their use must become second nature. Plan, section, and 
elevation drawings should be synthesized into the total design approach, 
and should not be considered isolated views. design should function not 
only as an intellectual fact but also as an emotional impression. As hub-
bard and Kimbal said in An Introduction to Landscape Design,

Landscape composition is to the landscape architect, as it is to the land-
scape painter, the arrangement of the elements of his design into an or-
dered whole. (1959, 88)

Figure 10-30  Rich Haag. Case study 
house.
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Chapter Eleven

Axonometric and Isometric 
Landscape Drawing

In the arts the image is the statement. It contains 
and displays the forces about which it reports.

rudolf Arnheim 
Visual Thinking
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the power a visual image can have is enormous. Artists do not realize 
the impact their images can have on the world. Axonometric and isomet-
ric drawings are also called paraline drawings. Paraline drawings have 
been used traditionally by architects and have recently enjoyed renewed 
popularity after declining during the Beaux-Arts movement. they are 
not commonly employed by landscape architects as a rendering tool, 
though they have unlimited potential for expressing landscape and de-
sign analyses. the paraline drawing provides us with another framework 
to visualize our designs. Clients usually can read a paraline drawing eas-
ily. once you understand how to produce them you will find them much 
easier to construct than a perspective.

Paraline drawings allow the viewer to quickly visualize a complete land-
scape scene in one moment, viewing a site as a place, while observing its 
three-dimensional forms. this technique allows you to experiment with 
new ideas and with transparent overlays to rework them again and again. 
in this type of drawing everything is in true measure; there is no vanish-

Figure 11-1  Garrett Eckbo. 
harlingen Farm Workers’ Camp. Ink 
on paper. (College of Environmental 
Design Documents Collection, University 
of California, Berkeley)

Figure 11-2  Daniel Marot (1661–
1752). Livre de Parterres. Engraving. 
The paraline drawing is another tool for 
visualizing landscape design. (College of 
Environmental Design Documents 
Collection, University of California, 
Berkeley)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


Axonometric and Isometric Landscape Drawing 237

ing point or horizon line. the viewpoint is from above, looking down 
onto the landscape—almost like a bird’s-eye perspective, but not quite. 
in paraline drawings the plan, elevation, and section meld into one 
drawing. this is probably one of the reasons they are so popular with 
architects.

in the paraline drawing, all the constructed parallel lines remain paral-
lel, whereas in the perspective drawing they converge to a vanishing 
point. Also, the vertical lines remain vertical and all the elements in the 

the power a visual image can have is enormous. Artists do not realize 
the impact their images can have on the world. Axonometric and isomet-
ric drawings are also called paraline drawings. Paraline drawings have 
been used traditionally by architects and have recently enjoyed renewed 
popularity after declining during the Beaux-Arts movement. they are 
not commonly employed by landscape architects as a rendering tool, 
though they have unlimited potential for expressing landscape and de-
sign analyses. the paraline drawing provides us with another framework 
to visualize our designs. Clients usually can read a paraline drawing eas-
ily. once you understand how to produce them you will find them much 
easier to construct than a perspective.

Paraline drawings allow the viewer to quickly visualize a complete land-
scape scene in one moment, viewing a site as a place, while observing its 
three-dimensional forms. this technique allows you to experiment with 
new ideas and with transparent overlays to rework them again and again. 
in this type of drawing everything is in true measure; there is no vanish-

Figure 11-1  Garrett Eckbo. 
harlingen Farm Workers’ Camp. Ink 
on paper. (College of Environmental 
Design Documents Collection, University 
of California, Berkeley)

Figure 11-2  Daniel Marot (1661–
1752). Livre de Parterres. Engraving. 
The paraline drawing is another tool for 
visualizing landscape design. (College of 
Environmental Design Documents 
Collection, University of California, 
Berkeley)
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drawing stay true to scale. Perspective drawing shows the landscape as it 
appears to the eye, but its lines cannot be measured directly. Paraline 
drawing combines the pictorial effects of perspective drawing with the 
ability to measure principal lines directly. the disadvantage is that it can 
sometimes appear distorted because we see the world in perspective and 
not in paraline.

this chapter examines several types of paraline drawings: the axonomet-
ric, the isometric, the freehand bird’s-eye view, and the exploded view.

Figure 11-3  A complete garden 
visualized from above. Pen and ink on 
paper.

Figure 11-4  The dramatic potential 
of the paraline drawing.
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The Axonometric

Axonometric is being or prepared by the projection of objects on the draw-
ing surface so they appear inclined with three sides showing and with 
horizontal and vertical distances drawn to scale but diagonal and curved 
lines distorted.

Learning to draw an axonometric will lead you to a new exploration of 
visual space. the axonometric is a drawing that shows a landscape in 
three dimensions. the landscape plan is set up at a satisfactory viewpoint 
and the verticals are projected to scale, thus making all the dimensions 
on the horizontal and vertical planes to scale. the axonometric is a de-
scriptive method that shows a broad range of landscape elements at 
once, all at true scale. But it is still somewhat of an abstraction. in land-
scape drawing one of the advantages of using the axonometric for study 

drawing stay true to scale. Perspective drawing shows the landscape as it 
appears to the eye, but its lines cannot be measured directly. Paraline 
drawing combines the pictorial effects of perspective drawing with the 
ability to measure principal lines directly. the disadvantage is that it can 
sometimes appear distorted because we see the world in perspective and 
not in paraline.

this chapter examines several types of paraline drawings: the axonomet-
ric, the isometric, the freehand bird’s-eye view, and the exploded view.

Figure 11-3  A complete garden 
visualized from above. Pen and ink on 
paper.

Figure 11-4  The dramatic potential 
of the paraline drawing.
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is that it helps you see the positive and negative space of plant massing, 
as well as the overlapping planes of landscape in conjunction with archi-
tecture. this is an excellent tool for studying the interlocking spaces of 
the site because you see the site in altitude. Axonometrics were used to 
full advantage by Garrett Eckbo in his book Landscapes for Living. he 
used them very artistically and with great flourish to study the relation-
ships of plants and groundscape in his plans. Eckbo developed a unique 
vocabulary of vegetative forms. Plant forms were abstracted into simple 
but strong silhouettes expressing the essence of the plant. Many of the 
vertical plants were drawn as ghostlike transparent shapes, allowing you 
to see detail of the ground plane below and behind.

Exercise 11-1:  Constructing an Axonometric

In the axonometric drawing a plan can be rotated in a number of positions. 
There are an infinite number of axonometric positions, only a few of which are 
ever used as the basis for landscape drawing. Determine the scale that will best 
represent the design. Place your plan on your drawing table and rotate it while 
visualizing the best viewpoint. You can also decide by making copies of the plan 

Figure 11-5  Freehand axonometric 
for quickly studying design alternatives. 
Pen and ink in daybook.
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and pinning them up at different angles on a wall. Look for the viewpoint that 
will direct the viewer’s attention to the major design relationships in the plan.

The most commonly used angles are 45 degrees, 30 degrees, and 60 degrees. 
The 45-degree axonometric has a higher viewpoint than an isometric, and the 
horizontal ground plane will be more visible. The 30-degree and 60-degree axo-
nometrics also have high viewpoints, and their foreground planes receive more 
emphasis than the other angles. There will also be some exaggeration in the 
verticals. The 45-degree view tends to be the best because it presents equal views 
of both x and y planes.

Think ahead and plan what you want to show in the drawing. Use thumb-
nail sketches on tracing paper to construct what you are trying to get across. 
After you have decided on a view, tape down the plan in your selected position. 
Project in true scale the vertical dimensions from their positions on the plan. 
Lay out the vertical dimensions at the bottom of the page first, moving up to the 
top of the plan. Work out all the details using transparent overlays with light 
guidelines. After you have worked out the correct forms, trace them onto the 
final sheet.

When you begin the axonometric do not use a lot of detail; keep the forms 
simple. Draw the landscape with elemental forms. Determine how you want the 
building mass to read. Working from simple to complex forms makes it easier to 
read a design as it develops. After you have worked out all the forms in con-
struction lines, you can begin to add detail, tone, and shading.

Figure 11-6  Garrett Eckbo. Farragut 
drive School—Flagpole unit. Ink on 
paper. The expressive potential of the 
axonometric. (College of Environmental 
Design Documents Collection, University 
of California, Berkeley)
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The Isometric

Like the axonometric, the isometric is a geometric drawing that shows a 
site in three dimensions. the landscape plan is set up with lines at an 
equal angle (usually 30 degrees) to the horizontal, while all the verticals 
remain vertical. Every line is drawn in true scale. the isometric drawing 
produces a more realistic-looking landscape than the axonometric, but 
the diagonals and curves are slightly distorted. in the isometric land-
scape all three visible surfaces have equal emphasis. the major disadvan-
tage of the isometric is that you have to completely construct the plan in 
isometric, whereas in the axonometric you have only to rotate the plan 
and project up the landscape elements. however, there is less distortion 
in the isometric than in the axonometric.

Figure 11-7  A constructed 
axonometric. The plan can be  
rotated to any position.
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Exercise 11-2:  Constructing an Isometric

Unfortunately, you cannot directly transfer a plan view to the isometric. First 
decide on the angles and scale that will best represent your design. Make a 
thumbnail sketch of your proposed layout, and on a sheet of tracing paper draw 
out the plan in isometric. Work out the vertical dimensions on an overlay. 
Make all your compositional decisions on the tracing paper. When you have 
finalized all your design decisions overlay your final sheet.

Freehand Bird’s-Eye

this type of view is based on the axonometric, but it is a freehand inter-
pretation that allows for the creation of wild landscape inventions. the 
true perspective has been modified to create a distortion and a surreal 
sense of space.

Exercise 11-3:  The Bird’s-Eye View

From a bird’s-eye view, rough out slightly diminishing parallel lines. Draw a 
diagonal line from the front right to the back left. Where the diagonal intersects 
the receding lines, draw horizontal lines. You now have a rough perspective grid 
from which you can draw vertical landscape elements. Place a vertical height 
line in the foreground and estimate 1-foot increments to scale. Use this measure 
to project your vertical heights.

Figure 11-8  (above) After selecting 
the desired position of the axonometric, 
project the true vertical dimensions of the 
design.

Figure 11-9  (below) To construct an 
isometric, determine the angles and draw 
the plan to scale.
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The Exploded View

this is not a true paraline drawing by any stretch of the imagination, but 
it can be an exciting device when you want a strong visual impact. take 
extreme liberties in its composition. in the exploded view the elements 
of the design seem to be flying through the air above the plan. this al-
lows the viewer to see each of the landscape elements independently; it 
is almost like seeing a Cubist painting. the locations are shadowed or 
dotted in on the site plan of the elements. the flying landscape parts can 
be attached to the site plan with dotted lines or light construct lines.

Figure 11-10  Beatrix Farrand. 
Alternative studies in isometric for the 
Percy Chubb residence. 1900. Pencil on 
trace. (College of Environmental Design 
Documents Collection, University of 
California, Berkeley)

Figure 11-11  Freehand bird’s eye. Pen and ink on paper.
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The Exploded View

this is not a true paraline drawing by any stretch of the imagination, but 
it can be an exciting device when you want a strong visual impact. take 
extreme liberties in its composition. in the exploded view the elements 
of the design seem to be flying through the air above the plan. this al-
lows the viewer to see each of the landscape elements independently; it 
is almost like seeing a Cubist painting. the locations are shadowed or 
dotted in on the site plan of the elements. the flying landscape parts can 
be attached to the site plan with dotted lines or light construct lines.

Figure 11-10  Beatrix Farrand. 
Alternative studies in isometric for the 
Percy Chubb residence. 1900. Pencil on 
trace. (College of Environmental Design 
Documents Collection, University of 
California, Berkeley)

Figure 11-11  Freehand bird’s eye. Pen and ink on paper.
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Exercise 11-4:  The Exploded View

To construct an exploded view lay out the plan in an axonometric or isometric 
view. Then project the design elements; they can be placed in almost any posi-
tion, but keep the overall composition in mind. Attach the element to the plan 
with dotted lines or construction lines if you wish. This allows the viewer to 
make some connection to their location on the plan. Other than these basics 
there are no rules, so be as inventive as you like.

Illustrating the Axonometric and Isometric

The Ground Plane

to create groundscape surfaces use the same techniques for illustrating 
a plan as described in Chapter 9. Pay attention to the use of line weights 
and what areas of the plan you want to emphasize. if the tree canopy as-
sumes the greatest importance, then the ground plane should be fainter. 

Figure 11-12  Andie Cochran, 
Delaney & Cochran, Inc. Children’s 
hospital. Pencil. Projecting vertical 
elements up from the plan illustrates the 
spatial relationships of the design.
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if the surface of a plaza is the area of emphasis, the vertical elements 
such as trees, lights, walls, and so forth may be ghosted. When the land-
scape dominates, use light lines for the architecture. Pavements and 
other groundscape elements can be illustrated with the stippling or 
crosshatching techniques described in Chapter 9.

Trees

Before drawing trees you must determine what you are trying to express. 
if it is important to show the ground plane design, make the trees simple 
transparent shapes, but abstract their form into silhouettes. A fine brush 
is a good tool for drawing trees in outline. Be expressive with it; let the line 
vary. Begin by drawing the location and sizes of trees and other plant mate-
rial on a sheet of tracing paper. When you have them all located, place the 
tracing paper under your plan and draw them on your final drawing. the 
background trees, or framing vegetation, can often be drawn as a solid 
mass. Sketch them on tracing paper and transfer this information onto 
the final drawing. draw their mass as an outline, adding texture as neces-
sary. if you want to show vegetative masses and their resulting positive and 
negative spaces, use an overlay and draw each individual tree using light 
construction lines. outline them with a heavy line. transfer this informa-
tion to the site plan and shift the tracing vertically up to the proper height, 
delineating the sides of the plant masses. these techniques can also be 
used for hedgerows, allées, ground cover, and so forth.

Architecture

You will first have to decide whether to draw the architecture as a floor 
plan, cutaway, or complete structure with exterior surfaces. is it important 

Figure 11-13  Garrett Eckbo.  
tulare unit. Ink on paper. A drawing 
illustrated with expressive lines. (College 
of Environmental Design Documents 
Collection, University of California, 
Berkeley)
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to see the interior spaces of the plan in relation to the landscape, or is it 
better to see the mass of the architecture? What are the layers of informa-
tion you wish to illustrate with the structures? You can make the architec-
ture transparent or use dotted lines to ghost the structures so as not to 
cover up the details of the landscape. to get a roof plan, trace the floor 
plan, put it under the drawing, shift it up to the proper vertical height, 
then trace it.

Figure 11-14  Walter Hood. Trees 
projected from the ground plane.

Figure 11-15  Catherine Chang. 
Axonometric drawing illustrating  
the relationship of architecture and 
landscape.
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Shadows

Applying shadows to the plan is extremely important to achieving a 
three-dimensional quality; add them only after the drawing has been 
completely composed.

Shadows should fall to the right or left side of the drawing, never 
straight up or down. don’t draw the shadows in solid black; let some 
light shine through and let them fade out along the opposite edges. A 
shadow should pick up the texture of the ground plane over which it 
falls, and should be darkest along the shadowed edge. don’t forget to 
use shadow to accent plant forms; this will help to define the content of 
the space you are trying to portray.

Figure 11-16  Axonometric drawing 
by Michael Seroka, illustrating 
relationship of house and garden.  
Design by Falcon and Bueno.
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Composing the Paraline Drawing

A paraline drawing tends to be placed in the center of the page, but 
there are many possibilities. develop a strategy for laying out the compo-
sition. if you have a series of drawings, how will you organize them into 
a harmonious composition? how will you direct the observer’s eye 
through the drawing to hold his or her attention? Laying out a grid can 
be useful for organizing drawings. A central axis or diagonal can also be 
used as an organizational system. You can use a frame around the edge 
of the page to help hold the space, or you can use a textured background 
as a foil for the image. Copy the images and lay out mock-up composi-
tions. Whatever device you use, it should complement the drawing rather 
than compete with it.

When you’ve worked at it long enough, you arrive at the point where you 
make images you have always known: Images that you knew, as a child, 
were your own definition of art. (Flack 1986, 21)
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Chapter Twelve

Animating the Landscape: 
Visual Narratives, Storyboards, 

and Moving Drawings

Animation can explain whatever  
the mind can conceive.

Walt Disney 
The Illusion of Life: Disney Animation
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The landscape is alive; it is a living, breathing force, pulsating with 
shifting views of landforms, vibrant with dramatic plays of light and 
shadow, choreographed by the motion of the earth’s creatures. The 
landscape is not static. The question arises, how do we capture this 
primal energy in the process of design and representation? How do we 
unlock the potential of animation as a visionary tool to illustrate this 
dynamic state?

Animation is becoming an increasingly popular tool for representing 
and presenting landscape, yet current attempts at animation fall far 
below the true potential of this medium as a design and representation 
tool. The typical contemporary landscape animation tends to resemble 
the lifeless, flat, and monotonous flyover of a video game. The kinetic 
experience may leave the viewer breathless but not necessarily inspired 
or challenged intellectually. The use of unrealistic, gaudy, and kaleido-
scopic colors combined with illogical and unrealistic perspectives and 
viewpoints adds to this disorientation.

The contemporary landscape designer is generally not trained in film-
making and has little understanding of scriptwriting or the basic ele-
ments of storyboarding and cinematography. Today’s designers need to 
learn the basics of filmmaking in order to take full advantage of all the 
tools available at our fingertips. The introduction of any new technology 
abounds with opportunities for experimentation and exploration. Land-
scape animation currently has the potential to become a new art form, 
yet it is at a crossroads similar to that of animation in its pioneering days. 
Winsor McCay, the founding father of American animation, was dis-
heartened by how in the 1920s his craft had devolved from an art form 
to a trade.1 An analogy could be made to the state of landscape represen-
tation today.

This chapter will look at the development of some basic skills useful 
for creating dynamic animated landscape presentations that can per-
haps achieve what McCay dreamed of. Following are a series of exercises 
and examples that the reader can explore, build upon, and adapt to his 
or her own personal style. We will begin with a discussion of drawing the 
human figure, then present the language of the comic and the visual 
narrative; next we will cover some basic scripting tools along with the es-
sentials of cinematography for landscape design, and conclude with a 
methodology for animating the landscape drawing.

The Figure in Space

How can designers possibly create environments for human beings with-
out studying the body and its movement? How can we design comfort-
able spaces for sitting, moving, and living if we don’t understand human 
proportion and the mechanics of the bones and muscles? Environmen-
tal design has suffered from the elimination of anatomy and figure draw-
ing classes in our design schools. Figurative art fell out of favor in 

Figure 12–1  Understanding the structure of the skeleton is essential for drawing realistic figures. (Annie Amundsen)
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universities and galleries as artists searched for new forms of expression 
in the modernist age. However, the human body is still the primary indi-
cator of scale in landscape architecture. In the design of space the 
human figure is our common denominator; it should be our point of 
departure in the design process.

The landscape is alive; it is a living, breathing force, pulsating with 
shifting views of landforms, vibrant with dramatic plays of light and 
shadow, choreographed by the motion of the earth’s creatures. The 
landscape is not static. The question arises, how do we capture this 
primal energy in the process of design and representation? How do we 
unlock the potential of animation as a visionary tool to illustrate this 
dynamic state?

Animation is becoming an increasingly popular tool for representing 
and presenting landscape, yet current attempts at animation fall far 
below the true potential of this medium as a design and representation 
tool. The typical contemporary landscape animation tends to resemble 
the lifeless, flat, and monotonous flyover of a video game. The kinetic 
experience may leave the viewer breathless but not necessarily inspired 
or challenged intellectually. The use of unrealistic, gaudy, and kaleido-
scopic colors combined with illogical and unrealistic perspectives and 
viewpoints adds to this disorientation.

The contemporary landscape designer is generally not trained in film-
making and has little understanding of scriptwriting or the basic ele-
ments of storyboarding and cinematography. Today’s designers need to 
learn the basics of filmmaking in order to take full advantage of all the 
tools available at our fingertips. The introduction of any new technology 
abounds with opportunities for experimentation and exploration. Land-
scape animation currently has the potential to become a new art form, 
yet it is at a crossroads similar to that of animation in its pioneering days. 
Winsor McCay, the founding father of American animation, was dis-
heartened by how in the 1920s his craft had devolved from an art form 
to a trade.1 An analogy could be made to the state of landscape represen-
tation today.

This chapter will look at the development of some basic skills useful 
for creating dynamic animated landscape presentations that can per-
haps achieve what McCay dreamed of. Following are a series of exercises 
and examples that the reader can explore, build upon, and adapt to his 
or her own personal style. We will begin with a discussion of drawing the 
human figure, then present the language of the comic and the visual 
narrative; next we will cover some basic scripting tools along with the es-
sentials of cinematography for landscape design, and conclude with a 
methodology for animating the landscape drawing.

The Figure in Space

How can designers possibly create environments for human beings with-
out studying the body and its movement? How can we design comfort-
able spaces for sitting, moving, and living if we don’t understand human 
proportion and the mechanics of the bones and muscles? Environmen-
tal design has suffered from the elimination of anatomy and figure draw-
ing classes in our design schools. Figurative art fell out of favor in 

Figure 12–1  Understanding the structure of the skeleton is essential for drawing realistic figures. (Annie Amundsen)
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Fundamental to design education is an understanding of how the 
human figure moves through space. Thus we must begin by understand-
ing the skeleton of the body, and how the muscles support that frame. 
We can easily observe these important relationships by simply drawing 
the figure from life. One of Walt Disney’s many innovations in the early 
days of his studio was to hire Chouinard Art School instructor Don Gra-
ham to teach evening classes in figure drawing, not only to train young 
animators but to get all his artists to sharpen their abilities to visualize 
action and the mechanics of motion. In a memo to Graham, Disney de-
scribed what he thought these night courses should accomplish:

Many men do not realize what really makes things move. . . . Why they 
move—what the force behind the movement is. I think a course along that 
line, accompanied by practical examples of analysis and planning, 
would be very good. In other words, in most instances, the driving force 
behind the action is the mood, the personality, the attitude of the charac-
ter—or all three. Therefore, the mind is the pilot. We think of things before 
the body does them.2

This tradition continues at Pixar Animation Studios today. Realizing 
how important it is to develop and retain hand-eye coordination through 
drawing, Pixar conducts lunchtime life-model drawing sessions every day 
of the week at its studios. These classes are attended not only by artists 
but also by technical directors, who have come to realize the importance 
of the visualization skills acquired from drawing the model. I often hire 
the same models for my drawing classes, just so I can tell my students 
that they are drawing the same figures as Pixar animators!

The Skeleton

Before you can embark on drawing the body, you must first comprehend 
the skeletal system. The bones are the structure and support for the 
human form. They afford the surface for the attachment of the muscles; 
they also bear the weight of the body and act as levers for movement. 
The skeletal system primarily helps you to understand how the body dis-
tributes weight and how the bones fit together.

Exercise 12–1: The Skeleton

In order to understand scale and human proportion, we should begin with the 
skeleton. Copy the diagrams in Figure 12–1 at a larger scale using a 6B pencil 
on an 18-by-24-inch sheet. Begin by marking out the horizontal proportional 
lines, each one head high. Concentrate on getting the proportions correct, relat-
ing the whole to the module of the head. The average body is 71/2 heads high.
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The Muscles

After gaining an understanding of the workings of the skeleton, you 
should then develop a visualization of how the muscles attach themselves 
to the bones and how they provide movement to the body. The mass of 
the figure is composed of levers, which are moved by the muscles, ten-
dons, and ligaments. The muscles are always paired, one pulling against 
the other. No muscle acts purely by itself. As a starting point, practice 
drawing just the muscles in the latest edition of the historic textbook 
Gray’s Anatomy.

Figure 12–2  Being able to visualize how the body’s muscles attach themselves to the bones is critical to understanding how they permit 
movement. Here is a creative interpretation by Maura Chen of the relationship between skeleton and muscles.
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begin by forming a vivid mental image of the figure in its entirety in your 
mind’s eye. Then concentrate on proportion, balance, and form. Next 
define the weight of the pose, then convey the idea of the figure; don’t 
try to produce a photographic likeness of it. Look for the sensation of 
movement and rhythm. What reveals the rhythm of the figure and the 
structure beneath its surface?

Exercise 12–3: The Figure in Gesture

Copy the images in Figure 12–3 as quick gestures using a 6B pencil on 18-by-
24-inch sheets of newsprint. Work on your gestures while sitting in a café or 
any other place where you can comfortably observe people in various forms of 
activity.

Exercise 12–4: The Figure Moving Through Space

This series of drawings will be a great help in comprehending the nature of 
movement. Copy the drawing in Figure 12–4(a) on a sheet of tracing paper. As 
you copy the sequence, alternate between using a blue colored pencil and a red 
colored pencil to emphasize the change in each pose. Notice the swinging motion 
of the arms and feet, and how the diagonally opposite limbs move in unison. 
Continue this process by tracing the figures in Figure 12–4(b), observing the 
dynamic effects of the figure in motion from a foreshortened angle. Finish by 
tracing the sequential movement in Figure 12–4(c).

Figure 12–3  Quickly sketching the 
human figure is great practice for 
developing hand-eye coordination. 
(Drawing by author)

(a)

(b)

(c)

Figure 12–4  (a) Walking movement 
in plan. (b) Walking movement in 
perspective. (c) Diagram of the forward 
movement cycle of the walking figure. 
(Drawings by Maura Chen)

Exercise 12–2: The Muscles

With a 6B pencil, draw the muscles in Figure 12–2 at a slightly larger scale on 
a sheet at least 81/2 inches by 11 inches. This will help you understand the 
overall mass of the muscles. It is important to recognize the interaction and 
shape of the muscles so that you can see how they give form to the thin layer of 
skin that covers them.

Drawing the Figure in Gesture

After developing an understanding of the bones and muscles you should 
practice drawing the figure in gesture. When composing a gestural study, 
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begin by forming a vivid mental image of the figure in its entirety in your 
mind’s eye. Then concentrate on proportion, balance, and form. Next 
define the weight of the pose, then convey the idea of the figure; don’t 
try to produce a photographic likeness of it. Look for the sensation of 
movement and rhythm. What reveals the rhythm of the figure and the 
structure beneath its surface?

Exercise 12–3: The Figure in Gesture

Copy the images in Figure 12–3 as quick gestures using a 6B pencil on 18-by-
24-inch sheets of newsprint. Work on your gestures while sitting in a café or 
any other place where you can comfortably observe people in various forms of 
activity.

Exercise 12–4: The Figure Moving Through Space

This series of drawings will be a great help in comprehending the nature of 
movement. Copy the drawing in Figure 12–4(a) on a sheet of tracing paper. As 
you copy the sequence, alternate between using a blue colored pencil and a red 
colored pencil to emphasize the change in each pose. Notice the swinging motion 
of the arms and feet, and how the diagonally opposite limbs move in unison. 
Continue this process by tracing the figures in Figure 12–4(b), observing the 
dynamic effects of the figure in motion from a foreshortened angle. Finish by 
tracing the sequential movement in Figure 12–4(c).

Figure 12–3  Quickly sketching the 
human figure is great practice for 
developing hand-eye coordination. 
(Drawing by author)

(a)

(b)

(c)

Figure 12–4  (a) Walking movement 
in plan. (b) Walking movement in 
perspective. (c) Diagram of the forward 
movement cycle of the walking figure. 
(Drawings by Maura Chen)
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Exercise 12–5: Drawing the Live Model

While I was working in a large landscape architecture firm I decided to take an 
evening course in figure drawing; it turned out to be one of the most stimulat-
ing and refreshing things I’ve ever done. The classes met Tuesday and Thurs-
day nights, and I couldn’t wait for the next class. I found that the 
concentration and focus required in the drawing sessions erased the stress that I 
had accumulated during the day at the office. I recommend either joining an 
evening figure drawing class or starting your own drawing group.

Following the Disney and Pixar examples, former students in my drawing 
courses who felt it was important to continue this process started hosting their 
own live model sessions after work twice a month.

Exercise 12–6: The Figure Sketchbook

You don’t have to be in a drawing class to practice figure drawing. Keep your 
sketchbook with you at all times so you can draw people wherever you have the 
opportunity to observe them. This can be especially fun when traveling on the 
bus, subway, or train. There are opportunities to draw people everywhere!

One day while riding the subway I turned to look out the window, and soon I 
began to get an eerie feeling. I looked across the aisle and saw a young hipster 
with a sketchbook, carefully drawing me. At first I thought it was one of my 
students playing a joke on me, but it wasn’t. Someone else had discovered the 
wealth of interesting characters to be observed on mass transit. It was very 
strange to have the shoe on the other foot, but I settled back into my seat and 
gave him a perfect profile view.

Comics and the Visual Narrative

Comics are the next new literary form.
Charles McGrath, 

New York Times Magazine, 2009

The visual narrative of the comic format has great potential as a graphic 
tool for transmitting the dynamic and phenomenal qualities of the land-
scape. The comic is a unique graphic form, able to frame a series of in-
dividual events that can be read either independently, isolated in time, 
or reassembled into a complete narrative. It allows for relentless stylistic 
experimentation. The comic language offers an infinite range of possi-
bilities that encompasses writing, drawing, painting, typography, music, 
theater, landscape, and architecture.

Comic master and graphic designer Chris Ware’s work is worth study-
ing in depth for its incredibly complex and experimental combination of 
text and image. His page layouts can create shifts in perspective and scale, 
or illustrate temporal sequences with views that occur in many directions 
at once. Ware’s innovative methods of visual representation can be an 
inspiration to landscape architects and designers everywhere.

(a)

Figure 12–5  (a) Sketches of everyday encounters with people. Sketchbook page by Maura Chen. (b) Sketchbook page by Edward Yu.

(b)
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Figure 12–6  Serial drawings are effective tools for illustrating complex relationships between time and space. Chris Ware’s meticulously 
crafted page layout uniquely frames a series of individual events that can be read independently, as single images, or followed slowly from one 
image to the next. (“Arrows and Eddies,” Chris Ware, Quimby the Mouse, © 2013 Chris Ware)
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CalloutFigure 12–7  Page layout from Illustrated History of Landscape Design depicting the narrative circuit of sequential events inspired by 
Virgil’s Aeneid at Stourhead. (Drawing by author)
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that a concise visual-history textbook on the design of the great landscapes 
of the world would be quite useful. At the Council of Educators in Land-
scape Architecture conference that year we pitched the idea to our editor 
at Wiley, Margaret Cummins, and the project was eventually realized as Il-
lustrated History of Landscape Design (John Wiley and Sons, 2010). The 
graphic medium of the comic allowed us to express historical landscapes 
with illustrated timelines, classic garden texts, storyboards, and visual nar-
ratives. The finished work confirms that comics have a unique ability to 
communicate content. Professor and comic historian Joseph Witek notes 
that sequential art does what prose inherently cannot do: it supplies a visual 
and immediate image of cause followed by effect.4

Exercise 12–7:  Using the Sequential Narrative Format for 
Design Representation

The comic format is an excellent device for illustrating shifts in perspective, 
scale, time, and seasonal dynamics. This exercise allows you to explore the vi-
sual narrative format to illustrate the experience of a conceptual design. Use a 
sheet of 11-by-17-inch smooth Strathmore 200 Series Bristol comic board pads. 
These contain preprinted non-reproducible blue grid lines for page layouts. 
Begin by drawing your perspective vignettes with light layout lines in blue pen-
cil, then ink the panel borders with heavy lines (a medium-point Faber-Castell 
Pitt pen works well for this stage). Draw and label the dialogue balloons, then 
finish inking the drawing. We will discuss digital techniques for drawing se-
quential art layouts in Chapter 13, “The Hybrid Drawing.”

Storyboarding the Landscape

Overview of the Storyboard as a Design Tool

I started using the storyboard as a teaching method in my capstone land-
scape design studio. I was trying to find a new technique to help students 
visualize their design concepts in place of the typical plan, section, and 
elevation drawings. I wanted students to visualize their initial concepts 
more realistically and imagine their designs from the viewpoint of 
human experience. I also felt that it was important for students to de-
velop a narrative scenario as a foundation for their conceptual designs. 
Storyboarding proved to be a very successful design methodology and an 
excellent teaching tool.

The Tom Hammock Method

Tom studied landscape architecture at the University of California, 
Berkeley, and production design at the American Film Institute in Los 
Angeles. He has developed many critically acclaimed films and designed 

Figure 12–8  The Strathmore 200 Series Bristol comic board is an 
excellent paper for creating sequential narratives. These sheets come in 
11-by-17-inch pads and have non-reproducible blue grid lines for page 
layouts.

Figure 12–9  Ken Smith realized that public opinion would play a 
big role in the decision-making process for the Orange County Great 
Park design competition. To differentiate his proposal from the typical 
Photoshop montage, he decided to use a more cinematic approach. He 
commissioned a series of storyboards describing “a day in the park.” As 
Ken remarked, “The strategy worked. Our team’s submission stood out 
noticeably from the others.”3  (WORKSHOP: Ken Smith Landscape 
Architect with June Kim, graphic artist)

Visual Narratives as a Teaching Tool

One of my childhood dreams came true when I began to draw a series of 
comics, called “Creative Learning,” for Landscape Architecture magazine. 
This series ran for several years and helped me to refine my technique of 
visual narratives. At the time, my wife, Elizabeth Boults, was teaching a land-
scape history course at the University of California, Davis, and she realized 
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with illustrated timelines, classic garden texts, storyboards, and visual nar-
ratives. The finished work confirms that comics have a unique ability to 
communicate content. Professor and comic historian Joseph Witek notes 
that sequential art does what prose inherently cannot do: it supplies a visual 
and immediate image of cause followed by effect.4

Exercise 12–7:  Using the Sequential Narrative Format for 
Design Representation

The comic format is an excellent device for illustrating shifts in perspective, 
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cil, then ink the panel borders with heavy lines (a medium-point Faber-Castell 
Pitt pen works well for this stage). Draw and label the dialogue balloons, then 
finish inking the drawing. We will discuss digital techniques for drawing se-
quential art layouts in Chapter 13, “The Hybrid Drawing.”

Storyboarding the Landscape

Overview of the Storyboard as a Design Tool

I started using the storyboard as a teaching method in my capstone land-
scape design studio. I was trying to find a new technique to help students 
visualize their design concepts in place of the typical plan, section, and 
elevation drawings. I wanted students to visualize their initial concepts 
more realistically and imagine their designs from the viewpoint of 
human experience. I also felt that it was important for students to de-
velop a narrative scenario as a foundation for their conceptual designs. 
Storyboarding proved to be a very successful design methodology and an 
excellent teaching tool.

The Tom Hammock Method

Tom studied landscape architecture at the University of California, 
Berkeley, and production design at the American Film Institute in Los 
Angeles. He has developed many critically acclaimed films and designed 

Figure 12–8  The Strathmore 200 Series Bristol comic board is an 
excellent paper for creating sequential narratives. These sheets come in 
11-by-17-inch pads and have non-reproducible blue grid lines for page 
layouts.

Figure 12–9  Ken Smith realized that public opinion would play a 
big role in the decision-making process for the Orange County Great 
Park design competition. To differentiate his proposal from the typical 
Photoshop montage, he decided to use a more cinematic approach. He 
commissioned a series of storyboards describing “a day in the park.” As 
Ken remarked, “The strategy worked. Our team’s submission stood out 
noticeably from the others.”3  (WORKSHOP: Ken Smith Landscape 
Architect with June Kim, graphic artist)
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more than fifteen feature films, and merges his knowledge of landscape 
design into his film work. Tom helped me refine this storyboard method, 
which integrates our passion for the art of film with the art of landscape.

This section will explain in detail how storyboards are created and how 
they can be incorporated into the design process. We will use as an anal-
ogy the development of a screenplay, and conclude with a methodology 
on how to make storyboards actually come to life as moving pictures.

1. Conceptual Design Process

Once you have a site and an established theme, and before putting pen-
cil to paper, use your imagination to visualize the design experience you 
wish to communicate. Define the philosophy and the major goals of your 
design. Imagine yourself actually walking through your design as a way 
to articulate its spatial conditions. Summarize the elements in your de-
sign, and then organize them as a journey that proceeds from one de-
sign feature to the next. Rough out your conceptual design to scale in a 
plan that follows your scenario. This will become the working outline for 
your screenplay.

2. Scripting Your Design as a Screenplay

Many exceptional landscapes throughout history were based on works of 
literature, mythology, or politics. For example, the Daisen-in abstracts 
the journey of water from the mountains to the ocean, the Yuan Ming 
Yuan presents a microcosm of China’s geography, the Villa d’Este per-
sonifies the trials of Hercules, and the garden at Stourhead creates a 
narrative circuit based on Virgil’s Aeneid. Two contemporary examples of 
landscapes that tell stories include Ian Hamilton Finlay’s Little Sparta, in 
Scotland, and the sense gardens at Parc André Citroën, in Paris. Devel-
oping a narrative is the first step in the storyboarding process.

Design intent can be conceptualized as a script or screenplay. Begin by 
finding the different “beats” in your design by walking yourself through 
your landscape. A beat is a structural unit of a script that refers to an 
event, decision, or discovery that alters the way in which the protagonist 
pursues his or her goal. In this case we will be using the beat as a specific, 
key design feature that creates a pace for the viewer to move through the 
progression of the design. For example, an entry statement, a transition 
across a threshold, a place to rest, circulation patterns, moving from 
light to dark, the drama of crossing water, and an overlook can each be 
considered a beat. Each beat is a different moment in the script, which 
will later be committed to paper as a storyboard.

3. The Dramatic Structure as Applied to Design

Like the talented storyteller, the designer must be able to draw the par-
ticipant into the space by using dramatic structure. The basics of creat-
ing a landscape design script begin with the fundamentals of storytelling. 
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The typical dramatic structure of storytelling has a beginning, middle, 
and end, commonly called Act I, Act II, and Act III. In landscape design 
this can be stated as anticipation, experience, and fulfillment as the 
viewer moves from one spatial experience to the next.

Beginning: Act I

In film, the opening scene is typically the hook that grabs the audience’s 
attention, such as the clanging of a bell, a yell, or dramatic light or shad-
ows. Foreshadowing is an excellent device to give a preview of what is 
about to unfold on the journey. In landscape design, Act I begins simi-
larly, with the location setup, approach, entry statement, transition into 
the site, establishment of design characteristics, introduction of circula-
tion patterns, major focal points, and goals. Here the viewer crosses the 
threshold and embarks on a journey through the landscape, eagerly an-
ticipating the spaces to come. Once the viewer is hooked, he or she will 
undoubtedly want to know what happens next and will certainly begin to 
pay more attention to the landscape as the design sequence unfolds.

Middle: Act II

The middle of the design sequence is where the protagonist faces com-
plications and critical decisions in his or her journey. Confrontations, 
challenges, and obstacles are encountered. In order for the participant 
to reach his or her goal, the landscape should have many intricacies to 
keep the journey interesting, such as circulation decisions, changes in 
elevation, extreme contrast in positive and negative spaces, water fea-
tures, and unexpected discoveries. A focal point can help guide the 
viewer from one spatial encounter to the next. During this aspect of the 
journey the viewer may be distracted from his or her ultimate goal by 
conceits, amusements, and entertainments. As in Alice in Wonderland, the 
visitor may become somewhat lost, even to the point of giving up hope, 
yet this is where the adventure truly begins. It is interesting to note that 
in the typical film script Act II is twice as long as Act I.

End: Act III

Act III is where the resolution of the journey—that is, the climax of the 
design—is attained. The goal is reached and the design intent is compre-
hended. The viewer’s actions or involvement with the site should be 
most intense at this point, perhaps with the revelation of an ecological 
metaphor or an environmental issue. Visual goals glimpsed in the dis-
tance in Act I may now be reached. Examples of design elements that 
provide visual objectives are prospects, mounts, gazebos, terraces, belve-
deres, summerhouses, and temples of delight. Great landscape designs 
often include an opportunity to reflect on the journey and ponder what 
has been learned. These elements provide excellent opportunities for 
repose, reflection, and understanding.
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4. The Storyboard

During the planning stages of a motion picture, a storyboard is prepared 
for every scene. Storyboards are often drawn on 5-by-8-inch cards that 
illustrate what will be seen in each part of a film. These drawings become 
a guide for the director as he or she plans out, shot by shot, the complete 
film. Although Walt Disney did not invent the storyboard, he developed 
it as an indispensable tool for planning his cartoons and feature films. 
Disney refined the storyboard into a unique and innovative art form 
enabling him to thoroughly visualize every aspect of his films. At the 
Disney studio, storyboards were set up on walls and surrounded by com-
fortable chairs where the directors, writers, and artists would refine the 
story, sometimes working late into the night. Storyboards can be used by 
landscape designers to study and plan the sequencing of space from the 
point of view of the user or participant.

Figure 12–10  The storyboard at 
center stage of the planning process, with 
Walt Disney excitedly acting out a film 
sequence. The storyboards command the 
main focus of the conference room.  
(Drawing by author)
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Landscape Cinematography

Cinematography can simply be defined as the art or technique of movie 
photography; it is based on two Greek words meaning “recording move-
ment.” Landscape designers can borrow a vocabulary from cinematogra-
phers to help us better understand how a landscape is composed with 
visual effects and viewing angles, and how the relationship between indi-
vidual shots (or landscape features) and groups of shots can produce a 
scene or a total landscape experience. We can apply this vocabulary in 
the storyboarding process.

The Establishing Shot 

Perhaps one of the most important tools in communicating a landscape 
design in storyboard form is the establishing shot. The establishing shot 
is where the story is set up and the action to follow is introduced.

Basic Shot Types

All scenes are constructed from three basic shots, which are defined by 
the distance between the viewer and the elements in the shot. These 
basic shots are the wide shot, the medium shot, and the close-up. Land-
scapes can also be framed from similar points of view in your storyboard.

Contrast

Alternating the scale of the shots in your storyboard sequence creates 
dramatic effect and interest. For example, direct the view from pan right 
to pan left; move from the wide panorama to the extreme close-up, or 
vice versa. You can easily increase the drama of your drawings with the 
use of a high-angle shot, a low-angle shot, an eye-level shot, or a bird’s-
eye view.

Storyboard Cards

One of the great aspects of the storyboarding process is that it helps 
the designer understand a landscape journey as a sequence of discrete 
spatial encounters. By using 5-by-8-inch index cards to create the story-
board, you can easily examine the sequence of events. Each card rep-
resents a different key element or beat of your design, and you can 
change the order of the cards to evaluate different design combina-
tions: for example, gathering space, allée, or belvedere. This is a much 
easier method for working out a variety of design concepts than re-
drawing ideas over and over again in plan. The storyboard allows the 
designer to perfect the journey through the project and forces him or 
her to consider different modes simultaneously by thinking in plan 
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and perspective. Designing with storyboard cards is much closer to how 
people actually experience space.

Exercise 12–8: Developing a Series of Storyboard Cards

Express the major design features or beats of your landscape screenplay by draw-
ing them on a series of blank 5-by-8-inch index cards. Use a General’s No. 
G314 Draughting Pencil and start with light lines, gradually refining the 
drawing with darker line weights. Finish with light tones.

Composing and Formatting Storyboard Pages

When I discovered the storyboards of renowned animation director 
Hayao Miyazaki, I was blown away by his incredible use of gestural lines. 

Figure 12–11  The basic scenic 
language of shot types can be used as a 
guide for the layout of landscape 
storyboards. (Drawing by author)

Figure 12–12  Improvising the storyboard process on a deck of playing cards. Tom Hammock used 
this method to quickly communicate his design intentions on-site. (Image courtesy of Tom Hammock)

Figure 12–13  Tom Hammock’s 
5-by-8-inch storyboard cards illustrate the 
mood and drama of one of his films. 
(Image courtesy of Tom Hammock)
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Every one of his storyboards is alive with expressive, fluid images that 
bring to life the essence of each shot. I was amazed to learn that he him-
self drew the storyboards for each of his films and that he drew more 
than six thousand storyboards for Princess Mononoke. I decided that I 
wanted to adapt Miyazaki’s expressive gestural technique for my stu-
dents’ storyboard projects.

Katsuhiro Otomo’s storyboards for his animated movie Steamboy pro-
vide a useful template for page layouts that can be merged with Miyaza-
ki’s drawing style. I revised Otomo’s format to fit vertically on a standard 
11-by-17-inch sheet of paper. This is a convenient size to use in a large-
format scanner. Each page has five picture frames with spaces for the 
shot number, action description, and time duration. The conceptual sto-
ryboards that were developed on the 5-by-8-inch cards can now be trans-
ferred to the storyboard page and refined.

Exercise 12–9:  The Miyazaki-Inspired Method of Gestural 
Storyboarding

I developed the following methodology by analyzing Miyazaki’s storyboards. For 
your design projects, practice drawing expressive gestures on the 11-by-17-inch 
template with the following process. Use the script you outlined on the 5-by-8-
inch cards for reference.

 1. Rough out fast gestures with a blue pencil, working quickly to capture 
your first thoughts.

 2. Refine these underdrawings with a 314 pencil, pulling out dominant 
shapes and forms.

and perspective. Designing with storyboard cards is much closer to how 
people actually experience space.

Exercise 12–8: Developing a Series of Storyboard Cards

Express the major design features or beats of your landscape screenplay by draw-
ing them on a series of blank 5-by-8-inch index cards. Use a General’s No. 
G314 Draughting Pencil and start with light lines, gradually refining the 
drawing with darker line weights. Finish with light tones.
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When I discovered the storyboards of renowned animation director 
Hayao Miyazaki, I was blown away by his incredible use of gestural lines. 

Figure 12–11  The basic scenic 
language of shot types can be used as a 
guide for the layout of landscape 
storyboards. (Drawing by author)

Figure 12–12  Improvising the storyboard process on a deck of playing cards. Tom Hammock used 
this method to quickly communicate his design intentions on-site. (Image courtesy of Tom Hammock)
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 3. Add tone to model 3-D volumes and create depth with a Prismacolor pen-
cil in Yellow Ochre #942.

 4. Specifically for landscapes, Miyazaki will also use a Dark Green #908 
Prismacolor pencil. Dark green is an excellent color to use because of the 
wide variety of values the artist can achieve by adjusting the pressure. Use 
green sparingly to add the finishing touches to your drawing.

 5. You can also link together the individual frames horizontally or vertically to 
illustrate long pan shots. Indicate the direction of the pans with arrows. Don’t 
be afraid to use exaggeration and distortion for emphasis. You can write short 
descriptions directly on the drawings and use the margins for longer notes.

Figure 12–14  My template for a 
landscape storyboard, with five frames 
per page rather than six. The larger 
drawing area is less constricted and 
makes it easier for students to create their 
drawings. This image can be scanned 
and enlarged to fit on an 11-by-17-inch 
sheet of paper. (Drawing by author)
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Interestingly, storyboards played a pivotal role in the film Argo, the 
2013 Academy Award winner for best film. The plot was based on actual 
events that took place during the Iranian hostage crisis of 1979. The 
comic book artist Jack Kirby’s storyboards were used as a way to convince 
the Iranian government that a plan by the Canadians to shoot a phony 
science fiction film in the country was legitimate.

Moving Drawings: Animating the Storyboard

And there on that tiny screen they saw a cartoon that moved…. 
It was alive. It was magic.5

When I was young I dreamed of becoming an animator at the Disney 
studios. My favorite segments of Disney shows were the behind-the-
scenes glimpses of the animation process. More recently, when visiting 
Pixar Animation Studios, I watched a video of how the hand-drawn sto-
ryboards for Toy Story were animated, and I was astounded. I realized that 
this was the process I was looking for to help my students visualize the 
experience of moving through the landscape.

Figure 12–15  Annotating your 
storyboard with directions on how a 
camera might move across the drawing 
can help express a specific design intent. 
Each new design sequence should have a 
slug line at the top of the page that 
indicates the location of a scene, the time 
of day, season, environmental 
conditions, and any other pertinent 
information. (Drawing by author)
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Animating Storyboards

In the early days of animation the notion of a drawing coming to life was 
astonishing, and it still is today. Animation has the potential to capture 
movement through space in a way that no live action film ever could. An 
animatic is a moving storyboard; storyboards are scanned and manipu-
lated with computer software. Dialogue and sound effects can be added 
later. By combining this process with Miyazaki’s method of gesture draw-
ing, one is able to create incredibly rich and vital imagery.

Exercise 12–10: Animating the Storyboard

 1. Illustrate your script by creating storyboards on 11-by-17-inch sheets, as 
outlined in Exercise 12-9. Five pages of storyboards is a good length to 
express a design concept; this will yield twenty-five individual drawings. 
Use the action column for describing design effects and the time column 

Figure 12–16  Former University of California, Berkeley student 
Emily Frank’s storyboards for her “Conservatory of Flowers” project. 
She used the Otomo format and drew her images with a blue pencil 
and a 314 pencil, then added tone with a yellow ochre pencil.

Figure 12–17  Former University of California, Berkeley 
student Michael Ingram’s storyboards for his “Conservatory of 
Flowers” project. He used strong dark pencil lines for tone and 
contrast, and lightly shaded forms with a yellow ochre pencil. (© 
Michael Ingram)
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for the duration of each shot. Essentially you are drawing a movie that 
illustrates your landscape design concept.

 2. Scan the twenty-five individual drawings and import them using com-
puter software such as Adobe Photoshop. It is always faster to scan every-
thing at once. Scan an area larger than the image to facilitate editing. 
Photoshop is an excellent program for manipulating the scanned hand-
drawn images; you can import the sketches, cut out details, create title 
sequences, and produce many other visual effects. After you scan your 
images you can isolate the various scenes you want to animate.

 3. Many new programs are available for creating animatics; Adobe After 
Effects is a good basic program to use when animating your storyboards. 
After Effects can also create dynamic camera angles and movement, such 
as tracking or pan shots. For example, you can dolly out from a close-up 
to a medium shot, or sweep across a scene. The camera can pan up, pan 
down, or move across the background drawing, creating the sensation of 
moving through the landscape like in a Ken Burns documentary.

This process has the potential to create meaningful landscapes like those in 
Miyazaki’s Princess Mononoke, where the “forest is not just another painted 
backdrop but a living presence whose age, mystery, and deep, still beauty awes 
and heals.”6

In summary, the process of drawing by hand necessitates a level of en-
gagement with the subject matter that is immediate, intuitive, and au-
thentic. Animating the landscape with techniques borrowed from 
filmmaking captures this dimension and provides a quick and easy way 
to communicate the dynamic state of the living landscape.

Notes

 1. See Leonard Maltin, Of Mice and Magic: A History of American Animated 
Cartoons (New York: New American Library, 1987), 1.

 2. Quoted in ibid., 43. 
 3. Quoted in Marc Treib, ed., Drawing/Thinking: Confronting an Electronic 

Age (New York: Taylor and Francis, 2008), 138.
 4. See Joseph Witek, Comic Books as History: The Narrative Art of Jack Jack-

son, Art Spiegelman, and Harvey Pekar (Jackson: University Press of  
Mississippi, 1989), 26.

 5. Richard Fleischer, Out of the Inkwell: Max Fleischer and the Animation 
Revolution (Lexington: University of Kentucky Press, 2005), 21.

 6. From Tomiko Yoda and Harry Hartoonunian, Princess Mononoke: The 
Art and Making of Japan's Most Popular Film of All Time (New York: Hy-
perion, 1999), 5.
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Chapter Thirteen

The Hybrid Drawing

Drawing offers an intimate contact  
with the act of creation.1

(Wei Chen)
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The Joy of Graphite

The graphite pencil is a common and inexpensive drawing instrument. 
It can be used directly to produce smooth strokes and subtle gradations 
of tone. A pencil drawing has unbeatable qualities of softness and tonal 
range. Scanning and enlarging a drawing can bring out its unique tex-
ture and tones, and it can accent the paper’s surface characteristics. Be-
fore finalizing a layout, drawings can be composed with a non-photo 
blue pencil and completed with a soft graphite pencil. Shading and 
color can be overlaid on the graphite image in Photoshop or Illustrator. 
Applying acrylic matte medium or oil varnish as a final coating will add 
depth and richness to the graphite drawing, giving it the effect of a Re-
naissance painting.

To further expand your graphite technique, research the work of ar-
chitects Hugh Ferriss and Lebbeus Woods. Both were masters at delinea-
tion and innovators in the use of the pencil to create powerful moods 
and dynamic compositions.

Monochromatic Tone Drawings

Black-and-white rendering and monochromatic coloring is often more 
effective in communicating an idea than the overuse of colors. A strong 
black-and-white image will have more presence in a room than the 
brightly colored presentation format popular at present. This argument 
was reinforced by Robert Hammond, co-founder and executive director 
of Friends of the High Line in New York City, who stated that when he 
was a member of numerous competition juries, he noticed that jurists 
always stopped and looked longest at the entries that were hand-drawn, 
and especially those that were rendered in black and white.2

Exercise 13–2: Thumbnail Scans

Draw a series of four small thumbnail sketches, each about 2 inches square. 
Scan them, enlarge them by at least by 300 percent, then print them out on 
140-pound hot-press watercolor paper. Lay transparent watercolor washes over 
two of the drawings; varnish the other two, one using acrylic matte medium 
and the other with acrylic gloss medium. Note the different effects.

Pencil Burns

For the comic serialization of Hayao Miyazaki’s stunning ecological par-
able Nausicaä of the Valley of the Wind, the pencil art was “burned out” and 
test-printed with an eye toward making the pencil lines as dark as possi-
ble. Miyazaki was not used to working with a pen, so he drew almost all 
of the pages in pencil. He used a Uni Mitsubishi Hi-Uni pencil in HB to 

(b)(a)

Figure 13–1  Author; Botanic Garden Series. (a) Preliminary sketch rendered with a Staedtler non-photo blue pencil and redrawn in 
graphite with a General’s No. G314 Draughting Pencil. (b) The shading and monochromatic sepia tones and highlights were created with 
Photoshop. (Rae Ishee colorist)

In this chapter we will present a variety of techniques that can enhance 
the interface of drawing with digital media. The work of famed animator 
Hayao Miyazaki and award-winning graphic novelist Chris Ware inspired 
me to examine how their processes might be applied to landscape de-
sign representation. The merging of rational technology with the poetry 
of drawing has great potential in the artistic representation of landscape 
form. The hybrid drawing can be defined simply as mixed media or dig-
itally manipulated hand drawing. Drawings in any format can easily be 
scanned and altered in a multitude of ways before final composition.

Perhaps the most unique methods for combining hand drawing with 
digital media have been generated by students who can see the advan-
tages of both approaches. The unbelievable flexibility in hybrid drawing 
can help students find their own form of expression. It is important to 
realize, however, that the computer is a tool that should augment but 
not control the creative process. What follows is a variety of examples 
and step-by-step techniques for you to explore, individualize, and adapt 
to your own personal style. Start by assembling a vocabulary of visual ele-
ments. The easiest way to accomplish this is to scan images from your 
sketchbooks or other sources to build a helpful catalog of images that 
later can be incorporated into your renderings.

Exercise 13–1: Image Files

Develop your own visual catalog by scanning images from your sketchbooks and 
other sources. These images can be referenced and integrated into hybrid draw-
ings at a later date.
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The Joy of Graphite

The graphite pencil is a common and inexpensive drawing instrument. 
It can be used directly to produce smooth strokes and subtle gradations 
of tone. A pencil drawing has unbeatable qualities of softness and tonal 
range. Scanning and enlarging a drawing can bring out its unique tex-
ture and tones, and it can accent the paper’s surface characteristics. Be-
fore finalizing a layout, drawings can be composed with a non-photo 
blue pencil and completed with a soft graphite pencil. Shading and 
color can be overlaid on the graphite image in Photoshop or Illustrator. 
Applying acrylic matte medium or oil varnish as a final coating will add 
depth and richness to the graphite drawing, giving it the effect of a Re-
naissance painting.

To further expand your graphite technique, research the work of ar-
chitects Hugh Ferriss and Lebbeus Woods. Both were masters at delinea-
tion and innovators in the use of the pencil to create powerful moods 
and dynamic compositions.

Monochromatic Tone Drawings

Black-and-white rendering and monochromatic coloring is often more 
effective in communicating an idea than the overuse of colors. A strong 
black-and-white image will have more presence in a room than the 
brightly colored presentation format popular at present. This argument 
was reinforced by Robert Hammond, co-founder and executive director 
of Friends of the High Line in New York City, who stated that when he 
was a member of numerous competition juries, he noticed that jurists 
always stopped and looked longest at the entries that were hand-drawn, 
and especially those that were rendered in black and white.2

Exercise 13–2: Thumbnail Scans

Draw a series of four small thumbnail sketches, each about 2 inches square. 
Scan them, enlarge them by at least by 300 percent, then print them out on 
140-pound hot-press watercolor paper. Lay transparent watercolor washes over 
two of the drawings; varnish the other two, one using acrylic matte medium 
and the other with acrylic gloss medium. Note the different effects.

Pencil Burns

For the comic serialization of Hayao Miyazaki’s stunning ecological par-
able Nausicaä of the Valley of the Wind, the pencil art was “burned out” and 
test-printed with an eye toward making the pencil lines as dark as possi-
ble. Miyazaki was not used to working with a pen, so he drew almost all 
of the pages in pencil. He used a Uni Mitsubishi Hi-Uni pencil in HB to 

(b)(a)

Figure 13–1  Author; Botanic Garden Series. (a) Preliminary sketch rendered with a Staedtler non-photo blue pencil and redrawn in 
graphite with a General’s No. G314 Draughting Pencil. (b) The shading and monochromatic sepia tones and highlights were created with 
Photoshop. (Rae Ishee colorist)
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create most all of his drawings. This is one of the world’s finest pencils; 
it is a craftsman’s pencil with excellent line quality that holds its point 
longer and smears less than most pencils.

The Prismacolor Ebony graphite drawing pencil is good to use for final 
accent lines. It is made with soft graphite and carbon. This pencil gives an 
extremely smooth and silky line, blends easily, and can achieve darker 
tones with light pressure. The Prismacolor Verithin pencil in Carmine 

(b)

(c)

(a)

Figure 13–2  Manipulating a small 
thumbnail pencil drawing and then 
enlarging it can create a variety of 
interesting effects. (a) Quick thumbnail 
composition. (b) Adding tone and texture 
to the thumbnail. (c) The 2-by-4-inch 
thumbnail sketch was scanned and 
enlarged 200 percent. Varnishing the 
enlarged drawing with acrylic gloss 
medium creates the effect of an Old 
Master drawing. (Drawings by author)

Figure 13–3  A small (2-by-4-inch) 
thumbnail pencil drawing on watercolor 
paper was painted and then enlarged 
200 percent to accentuate the transparent 
effects of the watercolor wash. (Drawings 
by author)
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Red can be used for tone and cross-hatching to give scanned drawings 
gray tones. This pencil will hold a sharp point and can withstand the 
heavy pressure of cross-hatching. When reproduced in black and white, 
the red lines will print out as soft gray tones.

Exercise 13–3: Pencil Burns

Lay out a drawing with light HB pencil lines, gradually darkening the line 
work. Add hatching and tone with a red pencil. Highlight with an Ebony pen-
cil.  Scan the drawing and darken the tones with the “burn”tool in a photo-
editing program such as Photoshop. 

(b)

(a)

Figure 13–4  Before (a) and after (b) 
images of pencil drawings that were 
burned (made darker) in Photoshop. 
Left: HB pencil lines. Center: Cross-
hatching and tone created with red 
pencil. Right: Ebony pencil accents.

create most all of his drawings. This is one of the world’s finest pencils; 
it is a craftsman’s pencil with excellent line quality that holds its point 
longer and smears less than most pencils.

The Prismacolor Ebony graphite drawing pencil is good to use for final 
accent lines. It is made with soft graphite and carbon. This pencil gives an 
extremely smooth and silky line, blends easily, and can achieve darker 
tones with light pressure. The Prismacolor Verithin pencil in Carmine 

(b)

(c)

(a)

Figure 13–2  Manipulating a small 
thumbnail pencil drawing and then 
enlarging it can create a variety of 
interesting effects. (a) Quick thumbnail 
composition. (b) Adding tone and texture 
to the thumbnail. (c) The 2-by-4-inch 
thumbnail sketch was scanned and 
enlarged 200 percent. Varnishing the 
enlarged drawing with acrylic gloss 
medium creates the effect of an Old 
Master drawing. (Drawings by author)

Figure 13–3  A small (2-by-4-inch) 
thumbnail pencil drawing on watercolor 
paper was painted and then enlarged 
200 percent to accentuate the transparent 
effects of the watercolor wash. (Drawings 
by author)
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Embellishing the Wireframe

Wireframes are computer-generated perspectives that describe objects 
using only an armature or network of lines. There is no hint of material-
ity or texture to articulate surfaces or solid masses. The great benefit of 
the wireframe is its accuracy and precision, plus the ease of creating al-
ternative views once the information is stored in the computer. However, 
wireframe structures are often shown floating in space with no indica-
tion of ground plane, and the drawing itself is not very exciting to look 
at. Embellishing and rendering a wireframe with hand drawing and 
color is a great technique for realistically depicting the surrounding 
landscape.

A wireframe image of an architectural element can be generated in 
most 3-D modeling programs. Establish the view angle that you want to 
develop for the wireframe and print it out on a base sheet. Tape down 
your base sheet and overlay it with white tracing paper. Develop your line 
work in pencil, and when you’re satisfied with the drawing, finish it in 
ink. The ink will give the drawing character and liveliness. You can scan 
the drawing and make changes in Photoshop or Illustrator, or use any 
combination of the following techniques.

Exercise 13–4: Embellishing the Wireframe

On a printout of a computer-generated wireframe, develop your rendering using 
tracing paper overlays. Once you are pleased with the design, finish the render-
ing in ink on a clean sheet of vellum. This can then be scanned and revised 
with any of the techniques described in this chapter.

(b)(a)

Figure 13–5  Unit 1 Dormitories, 
University of California, Berkeley, 
site design by Gary Strang, landscape 
architect. (a) Computer-generated 
wireframe perspective. (b) Wireframe base 
with final ink rendering of entrance into 
rooftop garden from street.  
(Drawings by author)
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Digital Rendering Techniques

(a)

(b)

(c)

Figure 13–6  Digital watercolor wash by Cory Maryott. This is 
a very easy and straightforward method for making adjustments to 
watercolor drawings. Cory photographed a loose, gestural ink 
drawing in his sketchbook to preserve a copy of the original line 
work. He then added watercolor directly to the original sketchbook 
drawing. However, he was not happy with the result, so he 
imported an image of the original line drawing into Photoshop 
and used a pressure-sensitive pen tablet to digitally color the saved 
line drawing. Adding color digitally is a lot more forgiving than 
watercolor painting. Cory was able to get the same transparent 
effects as in the hand-painted version by adjusting the pen opacity 
settings. Lastly, he added a scale figure to the images and  
adjusted the overall color balance. (a) Hand-drawn line work in 
sketchbook. (b) Watercolor of drawing in sketchbook. (c) Digitally 
colored revision.
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Figure 13–7  Watercolor rendering of digital model by Jenika Florence. This rendering merges digital effects with the fluid beauty of watercolor 
painting. A 3-D model created in Rhino was rendered with light and shadow. The form was traced onto watercolor paper. A watercolor wash was 
applied to basic landscape forms and sky. The watercolor image was scanned and overlaid onto the model in Rhino. Textures and entourage were 
added in Photoshop.

(a)

Figure 13–8  Digital collage 
rendering technique by Rae Ishee. Rae 
started with a quick, messy gesture 
drawing (a) from her sketchbook of the 
view she wanted to illustrate for the 
conceptual design of a wetland. The 
gesture drawing was used as a base to 
help set up the perspective view (b). After 
the image was scanned, it was layered in 
Photoshop with photos, textures, and 
watercolors. The resultant digital collage 
(c) successfully expresses the impression of 
a site and the design proposal.
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(b)

(c)
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(a)

Figure 13–9  Montage renderings by Wei Chen combine the best qualities of both traditional and modern techniques of landscape 
representation. (a) Select a photo of the site and open it in Photoshop, cropping out the features that you do not plan to keep. (b) Sketch out your 
visions for the site by tracing over a printout of the original photo. (c) Use markers or Photoshop to add tone and color to help people 
understand your drawing. The color will also fill in gaps between photo textures. (13-9(a) Photo by Wei Chen) (13-9(b) Photo and sketch by 
Wei Chen) (13-9(c) Photo and sketch by Wei Chen)

(b)

(c)
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Drawing over Photographs

The photo overlay is a quick and easy way to work out design concepts. 
The final drawing should be in ink or pencil. In her book To Design Land-
scape: Art, Nature and Utility (Routledge, 2012), Catherine Dee developed 
an innovative technique to illustrate case studies by drawing over photo-
graphs. She used pencil lines to articulate and emphasize the design ele-
ments in a photograph. The overlay of white tracing paper on the 
photograph helps eliminate the distraction of the overabundance of de-
tail and information in the photograph. The extension of the white 
paper beyond the photo allows her lines to continue off the photo field, 
expanding the context of the scene.

Figure 13–10  Digital rendering, 
Conceptual Perspective for Port of 
Los Angeles, Terminal Island Re-
Design, by Justine Holzman. This 
perspective was assembled quickly from 
both site imagery and source imagery, 
collaged together in Photoshop to 
dramatically illustrate the design concept. 
Once the photographs were selected and 
assembled in Photoshop, opacity, 
saturation, and temperature were 
adjusted to create a smooth transition 
between images. The images were adjusted 
to highlight the importance of the 
reclaimed shipping containers. The static 
image of the train was set in motion 
using the Photoshop blur filter in order to 
produce the illusion of a moving train. A 
final layer of line work was drawn by 
hand on paper, imported in Photoshop, 
inverted, and applied as a top layer.

Figure 13–11  Photo overdrawing by Jenika Florence with Daniel Collazos. Jenika outlined a photograph onto cold-press watercolor paper 
using carbon transfer paper. She painted the main elements of the image with broad watercolor washes, including sky, landform, ground plane, 
and buildings. On tracing paper, she drew in pencil the perspective guidelines from the photograph. She scanned both the watercolor and the 
tracing paper perspective lines and overlaid these images onto the original photograph in Photoshop. Entourage and additional vegetation were 
added in Photoshop.
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The photo overdrawing emphasizes the temporal characteristic of the 
garden view.

Exercise 13–5: The Catherine Dee Overdrawing Method

Scan the photo you want to use as a grayscale image. Reduce the opacity and 
print it out on smooth Bristol board with at least a 3-inch margin on all sides. 
Use a soft pencil to draw out the elements you want to emphasize.

The Cézanne Effect and the Impressionist Image

A major limitation of a photograph is that it doesn’t capture the true 
impression of a place. When we look at a photograph that we took of a 
landscape, it never quite looks the same as we remember it. This be-
comes clear when we examine the diagrams in Erle Loran’s book  
Cézanne’s Composition. Loran took photographs from the exact locations 

Figure 13–12  Soft, Rock-Hard, 
and Evergreen Time, by Catherine 
Dee. (Figure 8-4a, pp. 52–53, To 
Design Landscape, Catherine Dee, 
Taylor & Francis 2012)
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where Cézanne painted his landscapes. When the photographs are com-
pared to the paintings, the exaggeration and distortion become appar-
ent. For example, in Cezanne’s many paintings of Mont Sainte-Victoire 
the mountain is usually twice as high as it is in the photograph. The 
painting captures the impression as one would remember the view. “To 
one who knows the country around Aix-en-Provence . . . Cézanne's land-
scapes are, in my estimation, among the first ever produced that re- 
create and express nature in its true atmosphere.”3

Figure 13–13(a)  Photograph of Mont Sainte-Victoire, from Erle 
Loran’s Cézanne’s Composition. (Image courtesy University of 
California Press)

Figure 13–13(b)  Paul Cézanne (French, 1839–1906) Mont 
Sainte-Victoire, Seen from the Bibemus Quarry, c. 1897. 
Oil on canvas 25 5/8 x 32 in. (65.1 x 81.3 cm) The Baltimore 
Museum of Art: The Cone Collection, formed by Dr. Claribel 
Cone and Miss Etta Cone of Baltimore, Maryland, BMA 
1950.196

Figure 13–13(c)  The diagram 
demonstrates that Cézanne has more 
than doubled the height of the mountain 
to emphasize its magnificent verticality. 
This illusion is “akin to the exaggerated 
sense of its height that one has on 
actually seeing it.”4 (Image courtesy of 
University of California Press)
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Exercise 13–6: Visual Emphasis

To create the Cézanne effect you must train yourself to use strong outlines in 
your drawings or exaggerate the main features of a photograph. Simplify your 
style to capture the most pertinent information, and then don’t be afraid to 
exaggerate to make a strong visual impression. Emphasize what you want the 
memory of the image to be and how you would want the viewer to remember it.

Techniques of Sequential Artists

Comics can serve as a great inspiration for learning how to economize 
your drawing and focus on key elements. Comic book artists eliminate 
non-essential information to capture the fundamental meaning of a 
scene.  “McCloud claims that comics artists intensify the meanings of the 
objects and people they portray when they draw them more schemati-
cally.  ‘By stripping down an image to its essential “meaning,”’ he writes,  
‘an artist can amplify that meaning in a way that realistic art can't.’”5

Blue-Line Comic Method

This is a method developed by my former research assistant Fiona Gundy 
for use in landscape architectural representation. It was formulated by 
adapting a system that comic book artists use to make their work easier 
and more aesthetically pleasing. The following method allows you to 
make a draft drawing, create an ink drawing on top of it, and render the 
final drawing with watercolor.

 1. Scan your pencil drawing. You can use Photoshop to clean up and 
adjust the drawing as desired.

 2. Convert the image to blue by creating a new layer. On this new layer, 
select the color picker, and in the CMYK options, enter these values: 
C: 15 percent, M: 0 percent, Y: 2 percent, K: 0 percent.

 3. Print the blue image on Bristol board to the desired dimensions.
 4. Ink your drawing, using the blue lines as your guide. Make changes 

where you want.
 5. Scan the Bristol board drawing. Some scanners have an option called 

“Dropout Blue.” Select this and scan your image. Your scan will show 
only the inked areas, and all the blue lines will disappear.

 6. Touch up and print. When ready, load the printer with the desired 
watercolor paper. I use 140-pound hot-press watercolor paper. Print 
the image and watercolor it.

Pre-formatted blue-line Bristol board comic pages are a great time 
saver. A wide range of blue-line comic page formats are now available. 
Look them over at your favorite local art store and select the ones that 
are best suited for your style.

(a)

(c)(b)

Figure 13–14  Building the strip Building. These 
drawings illustrate Chris Ware’s non-linear thought 
process. (a) The blue pencil lines show the number of 
tangents he explores before settling on his final 
composition. (b) When he gets the composition just 
right, he will ink the drawing and letter it. (c) The 
final drawing is scanned and the color added in 
Photoshop. (Copyright © 2013 Chris Ware)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


The Hybrid Drawing 289

Exercise 13–6: Visual Emphasis

To create the Cézanne effect you must train yourself to use strong outlines in 
your drawings or exaggerate the main features of a photograph. Simplify your 
style to capture the most pertinent information, and then don’t be afraid to 
exaggerate to make a strong visual impression. Emphasize what you want the 
memory of the image to be and how you would want the viewer to remember it.

Techniques of Sequential Artists

Comics can serve as a great inspiration for learning how to economize 
your drawing and focus on key elements. Comic book artists eliminate 
non-essential information to capture the fundamental meaning of a 
scene.  “McCloud claims that comics artists intensify the meanings of the 
objects and people they portray when they draw them more schemati-
cally.  ‘By stripping down an image to its essential “meaning,”’ he writes,  
‘an artist can amplify that meaning in a way that realistic art can't.’”5

Blue-Line Comic Method

This is a method developed by my former research assistant Fiona Gundy 
for use in landscape architectural representation. It was formulated by 
adapting a system that comic book artists use to make their work easier 
and more aesthetically pleasing. The following method allows you to 
make a draft drawing, create an ink drawing on top of it, and render the 
final drawing with watercolor.

 1. Scan your pencil drawing. You can use Photoshop to clean up and 
adjust the drawing as desired.

 2. Convert the image to blue by creating a new layer. On this new layer, 
select the color picker, and in the CMYK options, enter these values: 
C: 15 percent, M: 0 percent, Y: 2 percent, K: 0 percent.

 3. Print the blue image on Bristol board to the desired dimensions.
 4. Ink your drawing, using the blue lines as your guide. Make changes 

where you want.
 5. Scan the Bristol board drawing. Some scanners have an option called 

“Dropout Blue.” Select this and scan your image. Your scan will show 
only the inked areas, and all the blue lines will disappear.

 6. Touch up and print. When ready, load the printer with the desired 
watercolor paper. I use 140-pound hot-press watercolor paper. Print 
the image and watercolor it.

Pre-formatted blue-line Bristol board comic pages are a great time 
saver. A wide range of blue-line comic page formats are now available. 
Look them over at your favorite local art store and select the ones that 
are best suited for your style.

(a)

(c)(b)

Figure 13–14  Building the strip Building. These 
drawings illustrate Chris Ware’s non-linear thought 
process. (a) The blue pencil lines show the number of 
tangents he explores before settling on his final 
composition. (b) When he gets the composition just 
right, he will ink the drawing and letter it. (c) The 
final drawing is scanned and the color added in 
Photoshop. (Copyright © 2013 Chris Ware)
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(c)

(b)
(a)

Figure 13–15  Author in collaboration with his mother; 
Our World. (a) Page layouts were drawn in pencil on 
81/2-by-11-inch goldenrod paper, then scanned. The scans 
were printed out as blue lines on 11-by-17-inch smooth 
2-ply Bristol paper. (b) The blue-line pages were inked with 
Faber-Castell Pitt artist pens, then scanned to drop out the 
blue. (c) The resultant ink pages were printed out on 140-
pound hot-press watercolor paper and then painted with 
watercolor.
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Tea and Coffee Cocktail Washes

The Beaux-Arts educational system was developed in the late eighteenth 
century and lasted until the middle of the 1950s. It was based upon a 
rigorous course of architectural study wherein students produced beau-
tifully delineated watercolor renderings. To effect these watercolor 
washes, large jars were kept in the studio to hold all the used tea leaves 
and leftover coffee grounds, which were later mixed with water. This 
concoction was used to create antique sepia background washes for ren-
derings. This unusual method produced a subtle mid-range tonal 
ground for the layering of the gradated watercolor washes that gave 
these renderings their distinctive look. I was pleasantly surprised to dis-
cover that my students had re-created this lost effect by laying down their 
preliminary washes with cappuccino from the coffee shop across the 
street from the design school!

Exercise 13–7: Cappuccino Wash

Scan the image you wish to embellish and print it out on 140-pound hot-press 
watercolor paper. Go to your local coffee shop and order a large cappuccino. 
When you return to your studio, mix up the drink and use a number 12 water-
color brush to lay down a thin, even wash. Don’t overdo it; wait for each wash to 
dry completely before you lay another on top. Enjoy your beverage while you wait!

The Scanned Wash

You can quickly lay down a monochromatic watercolor wash, scan and 
enlarge it, then print it out for use as a background under an ink or pen-
cil drawing. Enlarging the watercolor wash brings out the unique and 
distinctive character of the media and produces beautiful backgrounds.

(b)(a)

Figure 13–16  The cappuccino wash. 
(a) Enjoying a delicious cappuccino! (b) 
A cappuccino wash adds depth and tone 
to a scanned black-and white-image. 
(Drawings by author)
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Special Effects for Texturing Digital Prints

Sometimes even the most beautiful renderings lose their dynamics when 
they are printed out, and appear flat and listless. Following are some 
quick hints to add surface texture and visual interest to your printouts. 
These techniques can be employed at any time during the hybrid draw-
ing process.

 1. Gesso. After printing out your final drawings you can use gesso to 
paint highlights and create accents. Gesso can be applied either 
thickly or in thin washes. When applied in a thick layer you can use 
the end of your brush to manipulate it further.

 2. Modeling paste. This is a great media for creating thick surface tex-
tures. You can brush it on and collage paper and objects onto the 
surface before it dries. When it is brushed on thickly, you can sculpt 
the surface. After it has dried it can be painted. Crackling paste will 
create the effect of an antique artifact.

 3. Splattering. You can achieve airbrush effects very quickly with the splat-
ter technique. Mask off the area that you don’t want to spray to pro-
tect it. Dip an old toothbrush into a jar of black India ink. Place it at 
an angle over the drawing and flick your finger across the brush, 
spraying the drawing with stipples. Keep flicking the brush until you 
have achieved the desired effect. The same effect can be achieved 
with white paint. You can use Pro-White on a black background to get 
the same effects. You can also load up a bowl-point dip pen with India 
ink and flick the pen at the page; it will spray a wild assortment of 
splatters, ink drops, and scratches across the area you have not 
masked out. This effect can appear somewhat spontaneous and dan-
gerous, but it has an exciting edge.

 4. Dry brush. With dry brush you can add interesting gray tones and 
color shading. Dip your brush into the color you wish to use, blotting 
out as much of the medium as possible on a paper towel. Very care-
fully brush it lightly over the areas you wish to cover. You can also dip 
a wooden stick into a jar of ink and draw with it. This will give your 
image very rustic accents.

 5. Oil pastels. Drawing over your image with oil pastels can add intense, 
luminous color effects. Because it is difficult to draw accurate lines 
with oil pastel, the effect can be very expressive and sensuous. You 
can apply oil pastel thickly and use a knife to draw out line and shape, 
or thin out the pastel with turpentine to create thinner washes.

 6. Longhand cursive writing. Writing labels and descriptions in longhand 
script can give your work an attractive historical feel.

 7. Photo transfers. Photo transfers can produce a slightly aged look with 
interesting mottling. Use them to add figures, images of buildings, 
and specific landscape feature to your drawings.

 8. Decorative tape. You can use gold or other colored decorative tape 
along the borders to make a simple but attractive frame.

 9. Oil varnish. A coating of good old-fashioned varnish can produce an 
antique look for your finished work.
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Exercise 13–8: Experiment with Your Digital Printouts

Try out a variety of these techniques on test printouts. Work with them until 
you become comfortable using them, and experiment with interchanging as 
many different media as possible.

Overpainting with Oils

For his master’s thesis in landscape architecture at the University of 
California, Berkeley, Lucas Griffith used oil paint on canvas to create 
maps to study the meanings of regional farmer’s markets. The alchemy 
of making paints from organic earth pigments was appealing to Lucas. 
To produce his series of paintings, he digitally projected maps onto 
canvas, then traced the landforms he wanted to emphasize. Once the 
preliminary drawing was in place, he began the process of grinding 
his paints.

Lucas was interested in using natural pigments from Mediterranean 
climates. For his palette he used Nicosia green (found in Cyprus), umber 
and Sienna browns (from Italy), and lapis lazuli (from Chile). Once the 
oil paint was ground he would begin painting over his sketch.

With a palette knife, make a small crater in the mound of pure pig-
ment. Pour a few drops of linseed oil into the crater. Fold the pigment 
into the oil. Once the oil and pigment have been mixed well, take a glass 
muller and place it on top of your mixture. Gently move the muller 
across the surface in a circular motion until the pigment achieves the 
consistency that you wish to paint with.

Exercise 13–9: Painting Plans in Oil Paint

Scan the plan you wish to paint and digitally project it onto a stretched canvas 
that has been primed with gesso. Trace in pencil the images you wish to paint. 
After you have completed your underdrawing, you can begin painting with oils.

Figure 13–17  Lucas Griffith 
grinding his own oil paints.
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The Tableau

The photographed tableau allows you to create a staged setting for your 
drawings that reinforces your design concept. It is a good idea in general 
to spend time scouring flea markets and secondhand stores to find 
unique objects that can be later added to your tableau. Plan ahead by 
starting a “morgue file” to organize your objects. A morgue file is an in-
active reference file used by designers.

Exercise 13–10: Morgue Files

Build your very own morgue file. The search for and discovery of cool stuff is 
part of the fun. When the opportunity arises, create a tableau scenario with 
found objects that represent your design concept. Play with the lighting to get the 
best dramatic effect. Take photographs from several angles, then pick the best 
one and place it in an antique frame.

Figure 13–18  Lucas Griffith, site 
map for Meaning of Farmer’s Markets. 
The brilliant colors and textures of oil 
paint give this plan a very original and 
eye-catching appeal.
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(a)

Figure 13–19  Emily Frank, Roaring Camp Dynamic Display Box. Photography by Cory Maryott. This magic cabinet is constructed to reveal 
in sequence the many complex layers of the site design. When you present this type of object, the drama of revealing each section will astound the 
audience and keep the viewers’ attention riveted. 13-19(a) The first removable panel was created using Photoshop. Hand-drawn images were 
scanned on top of an antique paper texture. 13-19(b) The second removable panel was drawn in pencil with watercolor washes and mounted on 
matte board.

(b)
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(c)

Figure 13–19  (continued) 13-19(c) The backboard displayed the design vignettes, which were done in ink with watercolor washes and mounted 
on the rear wall of the box. 13-19(d) The pull-down shade of functional diagrams was made using ink transfers of drawings applied to the fabric. To 
make an ink transfer, first print a reverse image of your drawing. Position the image you want to transfer facedown on the drawing. Rub Citra Solv 
onto the back of the image with a paper towel to transfer the image.

(d)

Figure 13–20  Author; The Lost 
Garden Folio of Madame M. C. 
O’Connor. Photography by Cory 
Maryott. This folio contains drawings, 
diagrams, and measured drawings from 
Mme. O’Connor’s travel adventures to 
Italian gardens. The folio mysteriously 
appeared in the author’s studio while he 
was a Fellow at the American Academy 
in Rome.
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Summary

Never be afraid to experiment and explore new techniques. Mix media, try 
new things, combine methods. Express your own personal style. Don’t be 
content to use trendy representational techniques or fashions. Be an indi-
vidual and make your work stand out from the crowd. As my mother always 
said when I wanted to dress like everyone else in high school, “If everyone 
else jumped off a cliff, would you do it too?”

The transposition that a painter makes, with a personal vision, gives to 
the representation of nature a new interest; he unfolds, as a painter, that 
which has not yet been said; he translates it into absolute terms of paint-
ing. That is to say, something other than reality.6

Notes

 1. Daniel Mendelowitz, Guide to Drawing (New York: Holt, Rinehart, and 
Winston, 1976), 3.

 2. Public lecture given by Robert Hammond at the College of Environ-
mental Design, University of California, Berkeley, March 2013.

(c)

Figure 13–19  (continued) 13-19(c) The backboard displayed the design vignettes, which were done in ink with watercolor washes and mounted 
on the rear wall of the box. 13-19(d) The pull-down shade of functional diagrams was made using ink transfers of drawings applied to the fabric. To 
make an ink transfer, first print a reverse image of your drawing. Position the image you want to transfer facedown on the drawing. Rub Citra Solv 
onto the back of the image with a paper towel to transfer the image.

(d)

Figure 13–20  Author; The Lost 
Garden Folio of Madame M. C. 
O’Connor. Photography by Cory 
Maryott. This folio contains drawings, 
diagrams, and measured drawings from 
Mme. O’Connor’s travel adventures to 
Italian gardens. The folio mysteriously 
appeared in the author’s studio while he 
was a Fellow at the American Academy 
in Rome.
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 3. Erle Loran, Cézanne’s Compositions (Berkeley: University of California 
Press, 1944), 28.

 4. Ibid, 61.
 5. Margaret Fink Berman, "Disability in Chris Ware's 'Building Stories,'" 

in The Comics of Chris Ware: Drawing Is a Way of Thinking, ed. David M. 
Ball and Martha B. Kuhlman (Jackson: University Press of Mississippi, 
2010), 196.

 6. Loran, Cézanne’s Compositions, 95.
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Chapter Fourteen

The Art of Presentation

This synthesis is attained as the conclusion of a 
process of gradual conquest, by way of study and 
practice, through the acquisition of the essential. 

It is an expression of simplification.

Gaspare de Fiore 
Composing and Shading Your Drawings
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300 Drawing the Landscape

the final stage of the drawing process is the most exciting, and you must 
give it everything you’ve got. this is the moment where drama and po-
etry become reality. the composition is an environment in which you 
choreograph every mark. You are orchestrating the finished drawing to 
hold the interest of the viewer. You want the viewer to interact with your 

Figure 14-1  The final drawing 
captures the heart of your idea.

Figure 14-2  Chip Sullivan. rome 
Series, 1984. Pen and ink on paper. 
The finished drawing should be fully 
expressive and go beyond technical 
proficiency.
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vision. in a single drawing you capture the whole process of your design 
and the very heart of your idea. it is the completion of a creative cycle to 
which you impart life. through this artistic birth, the work reaches be-
yond yourself and is no longer under your control. it should be fully 
expressive and go beyond technical proficiency.

When you lay out the final drawing there should be no limitations for 
expression. the finished drawing should be a completed act of the orga-
nization and relationships of the forms in your design; therefore you 
must decide what pictorial device to use to convey what you have to say. 
how are the individual elements arranged on the page? how do you get 
everything into the drawing and stay in control?

the amount of time you spend on the final drawing should depend on 
its purpose and intent. All preliminary studies should be completed be-
fore beginning the final presentation. You will have to make key deci-
sions on format and style. the final drawing is a synthesis. All the 
elements of your vision are harmoniously distributed and organized.  
You will approach this challenge with apprehension, anxiety, and  
excitement.

the final stage of the drawing process is the most exciting, and you must 
give it everything you’ve got. this is the moment where drama and po-
etry become reality. the composition is an environment in which you 
choreograph every mark. You are orchestrating the finished drawing to 
hold the interest of the viewer. You want the viewer to interact with your 

Figure 14-1  The final drawing 
captures the heart of your idea.

Figure 14-2  Chip Sullivan. rome 
Series, 1984. Pen and ink on paper. 
The finished drawing should be fully 
expressive and go beyond technical 
proficiency.
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The Mock-up

to produce this fusion, determine the page size. how will the drawing 
work with the proportions of the page? the page size is the framework 
that dictates the handling of its interior space. When laying out the final 
composition, begin with a series of thumbnail sketches and pin them up 
like a storyboard. improvise and use your imagination. Stand back and 
pick out images that have the most visual impact. these can be enlarged 
to the final scale as mock-ups on tracing paper. use photocopies, en-
largements, and reductions to compose. the copy machine can be very 
useful for manipulating images to help you visualize the composition. 
Cut the copies up and move them around on tracing paper to study the 
figure-ground balance. it may be helpful to place a grid over the mock-
ups to organize the space. decide on how you want to organize the posi-
tive and negative spaces of the page. Just as the design must have a strong 
concept, so should the final composition. Will you be using a central 
focus, sequential or overlapping images, or a diagonal composition?  

Figure 14-3  Student project, 1991. 
Ink and brush on vellum. This drawing 
illustrates an innovative ink-splatter 
technique.

Figure 14-4  Gabe Ruspini. Garden 
for F. Butler. This illustration is drawn 
on scratchboard, a heavy paper coated 
with a black layer. The black layer is 
scraped away to produce white lines.
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For inspiration, look at the compositional page layouts of George herri-
man’s Krazy Kat and the intricate page layouts in Marvel Comics. ob-
serve how borders are used as strong design elements. You will have to 
decide whether to use borders or allow the image to fade off to the sides. 
Borders can be quite elegant when integrated with drawn images.

once the mock-ups are finished, pin them up and look at them from 
a distance. turn them upside down and sideways. Look at them in a mir-
ror. if they are well composed, they will look good from any direction. 
the Pop artist roy Lichtenstein has a special spinning easel so that he 
can paint an image upside down and on its side. Select the compositions 
that bring together all the concepts you’ve learned into an ordered, 
clear presentation. the last step is the selection of the media that will 
best illustrate the mood of your idea with strength and power. don’t be 
afraid to experiment with the mixing of various media. When working 
on the final drawing, be sure to step back often to observe its impact. to 
help me judge a completed drawing i will leave it out overnight in my 
studio. When i come into the studio the next morning, if i am startled, 
wondering where that unusual work came from, i know it’s good!

The Mock-up

to produce this fusion, determine the page size. how will the drawing 
work with the proportions of the page? the page size is the framework 
that dictates the handling of its interior space. When laying out the final 
composition, begin with a series of thumbnail sketches and pin them up 
like a storyboard. improvise and use your imagination. Stand back and 
pick out images that have the most visual impact. these can be enlarged 
to the final scale as mock-ups on tracing paper. use photocopies, en-
largements, and reductions to compose. the copy machine can be very 
useful for manipulating images to help you visualize the composition. 
Cut the copies up and move them around on tracing paper to study the 
figure-ground balance. it may be helpful to place a grid over the mock-
ups to organize the space. decide on how you want to organize the posi-
tive and negative spaces of the page. Just as the design must have a strong 
concept, so should the final composition. Will you be using a central 
focus, sequential or overlapping images, or a diagonal composition?  

Figure 14-3  Student project, 1991. 
Ink and brush on vellum. This drawing 
illustrates an innovative ink-splatter 
technique.

Figure 14-4  Gabe Ruspini. Garden 
for F. Butler. This illustration is drawn 
on scratchboard, a heavy paper coated 
with a black layer. The black layer is 
scraped away to produce white lines.

http://lib.ommolketab.ir
http://lib.ommolketab.ir
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Figure 14-5  Chip Sullivan. rome Series, 1984. Pen and ink on paper. Thumbnail sketches used to develop the final composition.
Figure 14-6  George Herriman. Krazy Kat. 1917. An example of wonderful compositions. (Courtesy Eclipse Books/Turtle Island Foundation)
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Figure 14-5  Chip Sullivan. rome Series, 1984. Pen and ink on paper. Thumbnail sketches used to develop the final composition.
Figure 14-6  George Herriman. Krazy Kat. 1917. An example of wonderful compositions. (Courtesy Eclipse Books/Turtle Island Foundation)
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Figure 14-7  Neal Adams. X-Men. 1969. An intricate page layout from Marvel Comics. (Permission to reprint X-Men granted by Marvel 
Comics. TM & © 1993 by Marvel Entertainment Group, Inc. All rights reserved.)

Figure 14-8  Chip Sullivan. Passive Garden. 1980. Pen and ink on paper. Borders integrated with the central image.
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Figure 14-7  Neal Adams. X-Men. 1969. An intricate page layout from Marvel Comics. (Permission to reprint X-Men granted by Marvel 
Comics. TM & © 1993 by Marvel Entertainment Group, Inc. All rights reserved.)

Figure 14-8  Chip Sullivan. Passive Garden. 1980. Pen and ink on paper. Borders integrated with the central image.
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Lettering

Lettering can be a strong compositional element that reinforces the con-
cept of the drawing. decide what level of prominence you want your 
lettering to have in the drawing; do not allow it to detract from the 
image. the selection of typeface should correspond to the style of the 
drawing. Should it be elegant, bold, refined, or simple? the type style 
should also be consistent throughout the page or series. Another major 
decision to be made is whether or not the lettering will be done by hand. 
the vintage Speedball Textbook for Pen and Brush Lettering or any old press-
on type catalogs are good sources for lettering types. You can also cut 
letters out of magazines or newspapers and trace them onto the drawing. 
type from catalogs can be enlarged or reduced and traced onto a draw-
ing. Keep a file of type, lettering styles, and printed compositions that 
you find interesting. the Corbu stencils are extremely practical and use-
ful in the creation of a variety of lettering styles. they can be outlined in 
pencil or ink, shaded, or darkened completely. the Corbu letters can 
also be employed as bold compositional images and are an elegant addi-
tion to any drawing. they are extremely practical because they can be 
used again and again with simple hand tools.

Figure 14-9  Marc Treib. Latham Square Competition. oakland, California, 1984. Cut and punched collage, Pantone paper and 
photostats on blackline print.

Figure 14-10  Ken Smith. Village of 
Yorkville Park, toronto, 1991. 
Photocollage used to illustrate the 
landscape diagram.
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Lettering

Lettering can be a strong compositional element that reinforces the con-
cept of the drawing. decide what level of prominence you want your 
lettering to have in the drawing; do not allow it to detract from the 
image. the selection of typeface should correspond to the style of the 
drawing. Should it be elegant, bold, refined, or simple? the type style 
should also be consistent throughout the page or series. Another major 
decision to be made is whether or not the lettering will be done by hand. 
the vintage Speedball Textbook for Pen and Brush Lettering or any old press-
on type catalogs are good sources for lettering types. You can also cut 
letters out of magazines or newspapers and trace them onto the drawing. 
type from catalogs can be enlarged or reduced and traced onto a draw-
ing. Keep a file of type, lettering styles, and printed compositions that 
you find interesting. the Corbu stencils are extremely practical and use-
ful in the creation of a variety of lettering styles. they can be outlined in 
pencil or ink, shaded, or darkened completely. the Corbu letters can 
also be employed as bold compositional images and are an elegant addi-
tion to any drawing. they are extremely practical because they can be 
used again and again with simple hand tools.

Figure 14-9  Marc Treib. Latham Square Competition. oakland, California, 1984. Cut and punched collage, Pantone paper and 
photostats on blackline print.

Figure 14-10  Ken Smith. Village of 
Yorkville Park, toronto, 1991. 
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A basic principle becomes evident over and over again, whatever tech-
nique is used—the original character of the sketch or preliminary draw-
ing should not be lost. (Woodroffe 1986, 31)

The Competition Drawing

Competition drawings differ from ordinary presentation formats in that 
they have to stand alone. Basically, you don’t have the opportunity to 
present competition drawings; they have to present themselves. there 
are two kinds of competitions, the invited competition and the open 
competition, and they require different types of drawings. in the invited 
competition you compete with four or five invited designers. in this kind 
of competition your entry should be treated as an all-out schematic de-
sign with specific information and detail. the other, more common type 
of competition is called an open competition; it might receive anywhere 
from 200 to 500 entries. For these competitions you are often limited to 
one or two 30-by-40-inch boards in a defined format that requires spe-
cific drawings and text.

Landscape architect Ken Smith has been successful in competitions 
and has won several first prizes. he has some very good advice for com-
petition presentations based on his experience in practice in new York 

Figure 14-11  Ken Smith, Bridging 
the Gap, First Prize, Brooklyn Bridge 
Competition, 1990. Photocopied 
enlargement of bird’s eye photographic 
view of site. The collage element is pen 
and ink on vellum, then transferred to a 
KP5 print, accented with color plastic 
film. 30" × 30".

Figure 14-12  Topher Delaney. 
Delaney & Cochran. Greg taylor 
Garden. Mixed media. 32" × 23".
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City and as an adjunct professor in the urban Landscape Architecture 
Program at City College of new York. Smith is also a visiting design critic 
at several schools, including the harvard Graduate School of design and 
the university of Virginia. Following are some of his suggestions for cre-
ating visually powerful competition entries.

Since the jury usually convenes for only about four hours, you have to 
get your idea across to them very quickly. the real challenge is to express 
your ideas clearly enough to communicate your design concept in about 
15 seconds. Smith uses two tests to see if he thinks his boards will make 
it past the first cut and into the more intensive second round.

First, your boards must read from across the room; in other words, 
they have to get the jury’s attention! Second, your main idea has to jump 
off the page by being bold, unique, and exciting.

once you’ve made it to the second round, the design and presentation 
have to have enough depth to hold up under closer inspection. in other 
words, your entry has to be more than just a “one-liner.” the jury will 
usually select 15 to 20 percent of the entries for the second round. don’t 
put a lot of text on your board; the jury doesn’t have the time to read 
detailed descriptions. try to anticipate what questions the jury will be 
asking, and include that information graphically and in concisely written 
statements. the text should emphasize only the main points of the de-
sign, the key concepts or phrases. Also, the text should not be in a large 
single block, but spread out over the sheet to illuminate key points while 
balancing with the imagery.

Smith likes to use the collage technique as a graphic device, because it 
is flexible and quick. instead of redrawing elements, you can save time 
by photocopying photographs or existing drawings. in the competition 
process, time is usually of the essence. try not to use time-consuming 
graphic techniques. Go for your strengths.

A basic principle becomes evident over and over again, whatever tech-
nique is used—the original character of the sketch or preliminary draw-
ing should not be lost. (Woodroffe 1986, 31)

The Competition Drawing

Competition drawings differ from ordinary presentation formats in that 
they have to stand alone. Basically, you don’t have the opportunity to 
present competition drawings; they have to present themselves. there 
are two kinds of competitions, the invited competition and the open 
competition, and they require different types of drawings. in the invited 
competition you compete with four or five invited designers. in this kind 
of competition your entry should be treated as an all-out schematic de-
sign with specific information and detail. the other, more common type 
of competition is called an open competition; it might receive anywhere 
from 200 to 500 entries. For these competitions you are often limited to 
one or two 30-by-40-inch boards in a defined format that requires spe-
cific drawings and text.

Landscape architect Ken Smith has been successful in competitions 
and has won several first prizes. he has some very good advice for com-
petition presentations based on his experience in practice in new York 

Figure 14-11  Ken Smith, Bridging 
the Gap, First Prize, Brooklyn Bridge 
Competition, 1990. Photocopied 
enlargement of bird’s eye photographic 
view of site. The collage element is pen 
and ink on vellum, then transferred to a 
KP5 print, accented with color plastic 
film. 30" × 30".

Figure 14-12  Topher Delaney. 
Delaney & Cochran. Greg taylor 
Garden. Mixed media. 32" × 23".
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Competition entries have to have two levels of information: a quick, 
clear, exciting graphic representation of your idea, and easy-to-grasp in-
formation for closer inspection.

Experimental Media: A Gallery of Ideas

As drawing becomes more challenging you must continue to push into 
new realms of expression. When you reach a creative plateau you may 
find it helpful to merge the boundaries between different media.

Figure 14-13  Maria McVarish. the 
Story of Architecture. Mixed media.

Figure 14-14  Chip Sullivan. 
Passage to Algiers. Mixed media, box 
construction. A landscape diorama 
placed inside a box creates a miniature 
environment. (Photo: Steven Brooks)
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Collage

As mentioned earlier, the collage is a wonderful way to integrate into a 
drawing a diversity of collected materials. recycling materials from an-
other time and place and using them out of context in a new work gives 
them new meaning. if you wish to make collages you must build up a 
supply of images. Always be on the lookout for interesting images and 
keep them in a file for later use. Carefully cut out the image you want to 
use with an X-Acto knife so that when it is placed on the drawing the 
edges appear seamless. to attach the collage to the drawing surface, mix 
glue with water, and paint on a thin coat. Acrylic matte or gloss medium 
can also be used to fix the work. in a photomontage you can enlarge a 
photo of a landscape and collage a drawn image onto it to create a very 
realistic effect. Photomontage can help you to understand how the com-
pleted design will look in the landscape, and it can also be used to pro-
duce some very surrealistic effects.

Three-Dimensional Constructions

Assemblage is combining found objects into a three-dimensional envi-
ronment. With this technique you can develop very evocative presen-
tations. Landscape dioramas placed inside boxes create miniature 

Competition entries have to have two levels of information: a quick, 
clear, exciting graphic representation of your idea, and easy-to-grasp in-
formation for closer inspection.

Experimental Media: A Gallery of Ideas

As drawing becomes more challenging you must continue to push into 
new realms of expression. When you reach a creative plateau you may 
find it helpful to merge the boundaries between different media.

Figure 14-13  Maria McVarish. the 
Story of Architecture. Mixed media.

Figure 14-14  Chip Sullivan. 
Passage to Algiers. Mixed media, box 
construction. A landscape diorama 
placed inside a box creates a miniature 
environment. (Photo: Steven Brooks)
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Figure 14-15  Chip Sullivan. Garden devices, 1994. Folding screens illustrate landscape as a sequence of views. (Photo: Steven Brooks)

Figure 14-16  Pop-up book as a delightful and humorous way to portray design. (Photo: Steven Brooks)

http://lib.ommolketab.ir
http://lib.ommolketab.ir


The Art of Presentation 315

Figure 14-17  Landscape preserves as specimen jars. Unusual contained environments evoke a variety of hidden meanings. (Photo: Steven Brooks)
Figure 14-15  Chip Sullivan. Garden devices, 1994. Folding screens illustrate landscape as a sequence of views. (Photo: Steven Brooks)

Figure 14-16  Pop-up book as a delightful and humorous way to portray design. (Photo: Steven Brooks)
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environments that are fun to look at. this type of 3-d landscape can re-
ally focus the viewer’s attention. Another advanced style of presentation 
is the folding screen. on a folding screen you can illustrate the land-
scape as a sequential series of views. Both sides of the screen can be used. 
A handmade pop-up book can be a delightful and humorous way to 
portray landscapes. A jar can also be used to contain miniature land-
scapes or garden elements. Such unusual contained environments can 
be used to evoke a variety of messages about landscape.

these are just a few ideas about the potential range of expression you 
can use to project a vision. Whatever media you use, it is important to be 
very clear about the statement you wish to make. Complete your drawing 
with honest and clear purpose. A philosophical position is necessary for 
those who undertake any worthy artistic presentation. Although it’s dif-
ficult at times, always follow your intuition.

Without intuition, the artist is incapable of producing art in the highest 
circle, where the secretive begins and where the intellect lamentably expires. 
(Klee 1964, 57)

Figure 14-18  Dante Sullivante. 
Cypress tress in cigar case, illustrating 
the potential range of expression. (Photo: 
Steven Brooks)

Figure 14-19  Maria McVarish. 
Learning. Mixed media, hinged book.
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Conclusion

Thus the world of drawing belongs not only to the 
great artists, but also to the rest of us who draw 

what we see in reality or our minds, or who use it 
daily to solve practical problems.

Gaspare de Fiore 
Composing and Shading Your Drawings
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Hence, for these and other reasons which might be given, first strive in 
drawing to represent your intention to the eye by expressive forms, and the 
idea originally formed in your imagination; then go on taking out or 
putting in, until you have satisfied yourself. (Leonardo da Vinci, in 
Richter 1970, 252)

Figure 15-1  Chip Sullivan. A 
Meteor named Vince. Ink on 
watercolor paper.

Figure 15-2  Chip Sullivan. Chinese 
takeout Gardens. Pen and ink and 
watercolor on watercolor paper.

More than anything else, you should draw for the pure enjoyment and 
love of it. the present diversity of techniques, media, styles, and philoso-
phies in landscape architecture has opened up many possibilities in the 
drawing arena. drawing is not just a technique, it is also a fulfilling, cre-
ative way of life. though the boundaries between the arts merge and 
vanish, the landscape remains in need of continual artistic attention. 
the design of landscapes can be an art form. through drawing you in-
terpret the surrounding environment and give your vision form. the 
secret of drawing is to bring life to an image or idea. it is my hope that 
this book will inspire you not just to draw, but also to invent creative solu-
tions to improve the quality of life and restore the environment.
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Hence, for these and other reasons which might be given, first strive in 
drawing to represent your intention to the eye by expressive forms, and the 
idea originally formed in your imagination; then go on taking out or 
putting in, until you have satisfied yourself. (Leonardo da Vinci, in 
Richter 1970, 252)

Figure 15-1  Chip Sullivan. A 
Meteor named Vince. Ink on 
watercolor paper.

Figure 15-2  Chip Sullivan. Chinese 
takeout Gardens. Pen and ink and 
watercolor on watercolor paper.
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Afterword

When my father developed an advanced form of Alzheimer’s, he had to 
move into a rest home. As his affliction progressed, he lost the ability to com-
municate. For weeks on end, we would sit in silence during my daily visits. 
one afternoon i suddenly realized that i should follow my own advice, as 
written on these pages, that one should draw every day. on my next visit i 
brought my sketchbook and began to draw my father’s portrait. After a while 
he reached out, took my sketchbook, looked at my drawing, and said, “that’s 
real good”—the first words he’d spoken in weeks. he then drew my portrait 
and handed the sketchbook back to me. Gradually we filled the pages with 
each other’s portrait. Sadly, he passed away not long after, but the visual 
communion we shared through drawing lives on.

this fourth edition is written in memory of my father, Charles h. Sullivan.
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“A Map at different Scales” 
(Amundsen), 30

Abstract Expressionist movement, 
52–53

Abstracted notations, 221
Abstracted textures, 127–128
Acid-free paper, 73
Adams, neal, 306
Adjustable triangles, 67
Adobe After Effects, 273
Adobe illustrator, 276, 280
Adobe Photoshop, 273, 276–277, 

280, 282, 284–285, 289, 295, 
C-2, C-34–C-36

Afterimages, 10
“After Maximus at the Circus Max” 

(Meyer), 109
Alberti, Leon Battista, 162
Alberti’s veil, 163
Alice in Wonderland, 265
All-day landscape sketches, 166
Alzheimer’s disease, 323
American Academy in rome, 27, 34, 

100, 109, 297
American Film institute in Los  

Angeles, 263
Amundsen, Annie, 30, 212, 232, 

253, C-27
Anasazi indians, 27
Anatomy, 252
Animatics, 272
Animation, 252, 272. See also  

Storyboard
landscape, 252

Apertures, rendering, 144
Architectural details, 204

Architectural perspective, 203–205
Architectural plans, 224–225
Architectural scale, 67–68
Architecture, 224–225, 247–248

drawing, 203–205
Argo, 271
Arnheim, rudolf, 235
“Arrows and Eddies” (Ware), 260
Art, as a transformational process, 63
Artistic community, 50–55
Artists’ travel sketchbooks, 36–39. 

See also daybooks; Sketchbooks
Art Students’ League, 53
Assemblage(s), 49, 167, 313–316
Automatic writing, 7
Axial composition, 177
Axonometric drawings, 235–250

constructing, 240–242
illustrating, 246–249

“Baffling Means” (Coolidge), 180
Bagnall, Jim, 15
Bamboo pens, 150
Bauhaus design School, 35
Baxter, Glen, 48
Beat, 264, 267
“Beatnik Bandit” (roth), 58
Beaux-Arts, 291
Beats, the, 53, 59
Beaux-Arts movement, ix, 12, 27, 35, 

236, 291
Bender, tom, 181
Bird’s-eye view, 188

freehand, 243, 245
“Blank-page” panic, 27–28
“Bloedel reserve” (haag), 192

Index
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Blotting paper, 85, 89
Blue-Line Comic Method, 288
Blue pencils, nonreproducible, 79
Bodenheim, Maxwell, 52
Boorum Memo Pad, 29
Booth, Franklin, 179
“the Botanic Garden”  

(Sullivan), C-29
“Botanic Garden Series”  

(Sullivan), 276
Boults, Elizabeth, 262, C-24
Bradbury, ray, 55
Branching foliage. See also Vegetation

practice in drawing, 140–141
shadowing, 147–149

Braque, Georges, 12, 19, 47, 50, 123
Breton, André, 14
Brewster, Elise, 40, 124
“Bridging the Gap” (Smith), 310
Brunelleschi, Filippo, 183
Brushes

cleaning, 85–86
watercolor, 84–86

“Building” (Ware), 289, C-36
Buildings and Projects (Graves), 22
Burchfield, Charles, 4, 5, 9, 10, 17, 

21, 32, 61, 63, 103, 146, 147, 
160, 161, 164–166

Burns, Ken, 273
Byne, Arthur, 35
Byne, Mildred, 35

Cabinet saucers, 87
Caravaggio, 112
Carlson, John F., 131
Carlson’s Guide to Landscape  

Painting, 131
Cassady, Carolyn, 33
Cassady, neal, 52, 59
Cast shadows, 117, 119. See also 

Shadow
Catalog of Artists’ Materials (daniel 

Smith inc.), 66
Catherine dee overdrawing 

Method, 286
Cedar tavern, 52
Cennini, Cennino, 7
Cézanne Effect, the, 286, 288
Cézanne, Paul, 286–287
“Cézanne’s Composition” (Loran), 

286–287
Chang, Catherine, 248, C-12
Charcoal, 73, 75

Chen, Maura, 255, 258
Chen, Wei, 275, 284, C-35
Chiaroscuro, 11, 116–117

drawing spheres in, 119
Chinese landscape painting, 184
“Chinese takeout Gardens”  

(Sullivan), 320
Chouinard Art School, 254
Ciesiolkiewicz, ireneusz, 44, 45,  

112, 129
Cinematography, 252, 267
Circle templates, 67–68
Cities, as sources of inspiration, 50
Clark, Kenneth, 111, 157, 161, 170
Classic landscape composition,  

168–171
“Classic Landscape with instrumen-

tation” (Sullivan), C-30
Claude lens, 174
Claude mirror, 171–174
Close-up, 274
Cochran, Andie, 246, C-10
Cold press paper, 88
“Collage” (Parral), 108
Collages, 31, 313, C-18, C-34

sketchbook, 31
Collazos, daniel, 285
Colored lenses, 174
Colored pencils, 80–83

setting up palette, 81–82
Colors. See also tone

overlaying, 82, C-3 through C-6
watercolor, 86–87, C-7 

Comic(s), 259, 262–263, 288
board, 262
format, 263
pages, 288

Communication, through  
drawing, 14

Competition drawing(s), 310–312
Composing and Shading Your Drawings 

(de Fiore), 319
Composition. See also Final composi-

tions; Landscape composition
axial, 177
diagonal, 176
dynamic, 158
of final drawings, 299–303
in landscape drawings, 157–180
of paraline drawings, 250
square, 178
triangular, 177–178
working out, 116
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Computer simulations, x
Concentration, 6, 17
Conceptual design process, 264
Conceptual design Studies, 8
“Conceptual Perspective for Port of 

Los Angeles, terminal island 
re-design” (holzman), 285

Conceptual plans, freehand,  
216–218

Conceptualization, 7
Cone of vision, 173, 175, 184–185, 

188, 198–199
Confessions of a Rat Fink (roth), 43
Constable, John, 111, 158, 160
Construction lines, 184, 219, 226, 247
Contour drawing, 133–135
Contours

feeling, 134
indicating, 220
of plant forms, 135

Contrast, 274
Coolidge, Clark, 52, 180
Copying, 14, 36, 58, 73
Corbu stencils, 309
Coulisse, 169
Cozens, Alexander, 165–166
Cozens landscape blot, 165–167, 169
Creative environment, 43–63
Creative process, 15–16, 60–63
Cross contours, 149
Crosshatching, 115–116, 129,  

156, 226
Crumb, r., 23
Cundy, Fiona, 288 
Curtains, white canvas, 45
Cutline, 229
“Cypresses” (van Gogh), 146

daisen-in, 264
dalí, Salvador, 47, 188
daniel Smith, inc., A Catalog of  

Artists’ Materials, 66
da Vinci, Leonardo, x, 2, 20, 22, 34, 

44, 73, 74, 112, 114, 117, 134, 
135, 140, 142, 156, 161, 162, 
167, 172, 173, 174, 179, 187, 
224, 321

dashed lines, 220
“day of St. Mary of the Snows”  

(da Vinci), 2
daybooks, 19–41. See also Journals; 

Sketchbooks
doodling in, 32

media for, 29–31
types of, 27–28
variations on, 33–41

de Fiore, Gaspare, 299
de Kooning, Willem, 12, 53
dee, Catherine, 285–286. See also 

Catherine dee overdrawing 
Method

delacroix, Eugène, 38
delaney, topher, 310, C-11
design journals, 34–36
Design on the Land (newton), 35
design processes, 158–159
details, adding, 200
diagonal composition, 176
diagonal point, 233
diaries, 33. See also daybooks
Diaries of Paul Klee, The 65
digitally manipulated hand draw-

ing, 276
dillard, Annie, ix, 56
disney studio, 266, 271
disney, Walt, 251, 254, 266
doodling, 32
dots, practicing, 99–101
dotted lines, 220
“double imperative Landscape” 

(Sullivan), 6
drafting pencils, 69–70
drafting tape, 67
drafting vellum, 73, 78
dramatic structure, 264–265
drawing. See also Contour drawing;
drawings; Figure drawing; Freehand 

perspective drawing; Land-
scape drawing

communication through, 14
as conceptualizing, 7
daily, 39
defined, 3–7
and the design process, viii, x
education in, 12
essence of, 1–18
live model, 259
with gesture, 136–137
observation and, 165
power of, 16–17
reason for, 2
as seeing, 7–12
spirit of, 17–18
watercolor over, 89–91

drawing board, 46, 67
drawing bridge, 71
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drawing exercises
group, 13, 14
preliminary, 93–109

drawing exhibitions, vii, x–xi
drawing group, 259
drawing instruments, 65–91

holding, 94–97
drawing paper, 72–73, 164
drawing practice, sustained, 15
drawing surface, 67

for pens, 78–80
drawings. See also Axonometric 

drawings; drawing; isometric 
drawings; Landscape drawings; 
Paraline drawings

coloring, 82–83
copying, 14
as inspiration, 13
looking at, 13

dream books, 34. See also daybooks
dry brush technique, 151
duffy, Yes, 41

“Early Spring” (his), 186
Easels, 46
Eckbo, Garrett, 12, 53, 192, 208, 

213, 236, 240, 241, 247
Edwards, daphne, C-34
Eisner, Will, 286
El Greco, 112
Elevational perspective, 231,  

233–234
Elevations, 228–230

illustrating, 230, 232
Empty space, 178. See also Space
Engineering scale, 67–68
Enjoyment, drawing for, 320
Envelope plan sketching, 218
Environment

creative, 44–49
editing, 160

Environmental design, 252
Environmental Design Primer 

(Bender), 181
Equipment, 65–91
Erasers, 71–75, 79
Erasing machines, electric, 79
Erasing shield, 72
“Estate in the Manner of Louis XiV” 

(Eckbo), 208
“Exclamation” exercise, 99
Experimental media, 312–317. See 

also Media
Exploded view, 244, 246

Expressive lines, 103
“Exquisite corpse” method, 14
Eye drop, 169
Eye movement, 170

Façade Gallery, 54
Fade, 274
Fades, creating, 99–100
“Falling Leaves: Maple tree” 

(Burchfield), 61
“Farragut drive School—Flagpole 

unit” (Eckbo), 241
Farrand, Beatrix, 244
Felt-tip pens, 29
Ferriss, hugh, 277
Figure drawing, 252–254, 256, 259; 

See also human figure
classes in, 254
sketchbook, 259

Final compositions, 159, 178–180, 
276, 289, 302–304

Finlay, ian hamilton, 264
“First impression, best  

impression,” 137
Flexi-curve, 67
Florence, Jenika, 282, C-2
Focal point, 171
Folding screen, 314, 316
Folding stools, 38
Foliage, 140–146. See also Vegetation
Foreground, human figures in, 191
Foreshadowing, 265
“Forest Landscape” (Muziano), 145
Forms, contrasting, 120
Foster, harold r., 154–155
Fountain pens, 29–31
“Fragmented Muir Beach Lagoon”  

(Amundsen), 212
Frame of reference, 211–212
Frank, Emily, 271, 295–296, C-8, C-9
Freedom, structure and, 12–16
Freehand bird’s-eye view, 243, 245
Freehand conceptual plans, 216–218
Freehand drawing skills, 4
Freehand landscape perspective, 

186–187
Freehand perspective, gestural qual-

ity of, 200–201
Freehand perspective drawing, 

181–205
Freehand perspective grid, 190
Friends of the high Line, 277

“Garden devices” (Sullivan), 314
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“Garden for F. Butler” (ruspini), 219
“Garden for Wm. A.M. Burden” 

(Eckbo), 213
“Garden of Linnaeus” (Sullivan), C-22
 “Garden of the Forking Paths” 

(Chang), C-12
“Garden Plan” (Gropp), 233
Genius loci, 160
Geometric solids, drawing, 119–121
Gestural quality, developing, 200–201
Gestural study, 256
Gestures

contours in, 201–202
day-long, 152
drawing with, 136–137
in figure drawing, 256–257
flowing, 105
leaf, 149
linear, 146
sustained, 151–152

Gilot, Françoise, 41, 51, 52, 60, 94, 108
Giorgione, 130
Glass working surface, 82
Glazes, transparent, 89
Gold-point pens, 30
Graffiti artists, 41
Graham, don, 254
Graphic vocabulary, developing, 137
Graphite pencils, 69–70, 277
Graves, Michael, 22
Gray’s Anatomy, 255
 “Greg taylor Garden” (delaney), 311
Grid, laying out, 250
Griffin, Bill, 35, 38
Griffith, Lucas, 293, C-19
Gris, Juan, 123
Gropius, Walter, 35
Gropp, Jill Ann, 229, 233
Ground plane, 184, 219–233, 246–247

locating objects on, 188
textures in, 220–223
treatments for, 219–220

Guide lines, 184
Guide to Drawing, A  

(Mendelowitz), 122
Guptil, Arthur, 69, 124
Guston, Philip, 49, 63

haag, richard, 192, 234
halprin, Lawrence, 23, 53
hammock, tom, 269. See also tom 

hammock Method

hammond, robert, 277. See also 
Friends of the high Line

hand-drawing, x
hand-eye coordination, 94, 97
hand-eye relationship, 7–9
harbison, robert, 210, 212
“harlingen Farm Workers’ Camp” 

(Eckbo), 236
harris, Catherine, 165, 167, 171–

172, 203, 229, C-26
harvard Graduate School of  

design, 35
“hatch Garden” (delaney), C-11
hatching, 114–116, 129, 279
hatchures, 114, 220
“heads of two different types of 

rush” (da Vinci), 22
hemingway, Ernest, 50, 60, 95
henri, robert, 17, 18, 95, 125, 136, 

160, 204
herriman, George, 303, 305
hester, randy, 40, C-13
hierarchy of Line Weights, 219
high-contrast rapid sketches, 155–156
hill, Edward, iv, 1, 3, 7, 113
his, Kuo, 186
hofmann, hans, x, 4, 52, 93, 208, 212
hollowell, Andrea, 33
holzman, Justine, 285
hood, Walter, 76, 187, 248
horizon line, 184, 187–189

adjusting, 188–189
horizontal plane, receding lines on, 

190–191
hot press paper, 88
hubbard, henry Vincent, 234
human figure(s), 214. See also Anat-

omy; Figure drawing; Muscles; 
Skeleton

gesture, in, 256, 257
proportions, 252–254
space, in, 252–254, 257
hybrid drawing, 275–276. See also 

digitally manipulated hand 
drawing

Illusion of Life: Disney Animation, The 
(thomas and Johnston), 251

Illustrated History of Landscape Design 
(Sullivan and Boults), 261

illustrator. See Adobe illustrator
imagination, landscape, 9, 161–162
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imbert, dorothee, 219
impressionist image, 286
india ink, 31, 77
ingram, Michael, 272
ink, 31

nonclogging, 78
practice with, 80
setting up for drawing with, 78

inspiration, 56–60
sources of, 13, 50, 57

international Laboratory for Archi-
tecture and urban design, 91

Introduction to Landscape Design 
(hubbard and Kimbal), 234

irwin, robert, 20
ishee, rae, 282–283
isometric drawings, 242–244

construction, 243
illustrating, 246–249

Italian Guidebook (turner), 37
italian renaissance gardens, 17, 

26–27
“italy” (Sullivan), 20

James, Frank, 2, 4, 6, 16, 102, 112, 
124, 132, 133, 135, 153, 182, 216

Japanese wood-block artists, 99
Jellicoe, Geoffrey, 12
Jerrard, Laura, 108
Johns, Jasper, 53
Johnson, Joyce, 52
Journal keeping. See daybooks; 

Sketchbooks

Kerouac, Jack, 33, 34, 52, 53, 59, 
60, 63

Kim, June, 262
Kim, Sarah, 129
Kimbal, theodora, 234
Kirby, Jack, 271
Klee, Paul, 65, 69, 304
Kline, Franz, 52–53
Koberg, don, 15
“Krazy Kat” (herriman), 303, 305
Kwak, Grace, 127

 “Landscape” (hood), 76
Landscape animation, 252
Landscape architectural drawing, ix
Landscape architecture, 17, 53
Landscape blot, 166–167, 169
Landscape composition

classic, 168–171
visualizing, 175–176

Landscape dioramas, 167, 301, C-9, 
C-22, C-30

Landscape drawing, 7, 9, 132, 136, 
161. See also Landscapes

composition in, 157–180
textures in, 123–124

Landscape imagination, developing, 
161–162

Landscape into Art (Clark), 111, 157
Landscape painting, 87
Landscape perspective, freehand, 

186–187
Landscape plan, 209, 210, 213, C-1, 

C-8, C-10
Landscape sketches, all-day, 166
“Landscape Studies” (Palmer), 39
“Landscape with Castle” (titian), 144
“Landscape with nymphs and Satyrs” 

(titian), 149
“Landscape with Psyche”  

(Lorrain), 160
Landscapes

describing, 13
imagining, 162
organizing, 160
surreal, 25
thumbnail, 36–37

Landscapes for Living (Eckbo), 240
“Landscapes in tone” (Ciesiolkie-

wicz), 112, 129
Language of Drawing, The (hill), iv, 1
Laurie, Michael, 164, 166
Lawrence Halprin: Notebooks, 23
Leaf gesture, 142, 149
“Learning” (McVarish), 317
Leaves

abstracting, 141, 149
in tone, 140

Le Corbusier, 12, 27
Ledge, 169
Lettering, 309
Lichtenstein, roy, 303
Life-model drawing, 254. See also 

Figure drawing; Live model 
sessions

Light, 112, 116–119. See also  
natural light

observing, 116
Line drawing, language of, 94
Line exercises, 97–98
Line of sight, 184, 193
Line weights, 97–98, 219
Linear perspective, 183–185
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Lines
expressive, 103
wiggly, 101

Little Sparta (Finlay), 264
Live model sessions, 259
“Livre de Parterres” (Marot), 237
L’Ecole des Beaux-Art, 35. See also 

Beaux-Arts movement
 “Loomis residence” (treib and 

imbert), 219
Loosening-up exercises, 105, 107
Loran, Erle, 286–287
Lorrain, Claude, 13, 16, 159, 160, 

173–175
“Lost Alchemy” (Sullivan), 159
The Lost Garden Folio of Madame M.C. 

O'Connor (Sullivan), 297
“Lost generation,” 50

Macro theme, 171
Mad magazine, 58
Marot, daniel, 237
“Mars is heaven” (Bradbury), 55
Maryott, Cory, 281, 295, 297
Masaccio, 183
Masking fluid, 90
Mass studies, 266
Matisse, henri, 12, 41, 51, 53, 60, 108
Mayer, Musa, 49, 63
McCay, Winsor, 252
McCloud, Scott, 288
Mcdonald, regan, 150
McGrath, Charles, 259
McVarish, Maria, 48–51, 312, 317, 

C-20, C-21
“Meaning of Farmer's Market” 

(Griffith), 294, C-19
Measured plans, 218–219
Media. See also Mixed media

experimental, 312–317
soft, 73–75

Meditation, 2, 17, 105
Mendelowitz, daniel M., 122, 133, 186
Mental images, making, 12. See also 

imagination; Visualization
“Meteor named Vince”  

(Sullivan), 321
Meyer, david, 100, 109, 126
Micheli, Lisa, 15, 134, 137
Micro theme, 170, 171
“Mindscape Series” (Slusky), C-23
Mind’s eye, finding, 10, 12
Mirrors, using, 172–175

Mixed media, 31, 276, 297,  
C-20–C-22, C-24, C-33

Miyazaki, hayao, 268–270, 273, 
276–277. See also Miyazaki-
inspired Method of Gestural 
Storyboarding; Nausicaä of the 
Valley of the Wind; Princess 
Mononoke

Miyazaki-inspired Method of Ges-
tural Storyboarding, 269

Mock-ups, 215, 250, 302–304
Model sessions, office, 259
Mood, expressing, 160
Morgue file, 294
Muscles, 255–256
Museum of Modern Art, nY, x–xi
Muziano, Girolamo, 144–145

narrative
sequential, 263
visual, 259, 262

natural light, 44–46
Natural Way to Draw, The  

(nicolaides), 136
nature

drawing from, 164–165
observing, 132

Nausicaä of the Valley of the Wind  
(Miyazaki), 277

neal, Sally Anne, C-18
New Method of Assisting the Invention 

in Drawing Original Compositions 
of Landscape (Cozens), 166

newton, norman t., 35
nicolaides, Kimon, 136
notational language, developing, 

39, 221

objects, drawing in tone, 120, 122. 
See also overlapping objects

observation
drawing and, 165
gesture and, 136
importance of, 132
of natural form, 132
process of, 158–159
of tone, 113

office modeling sessions, 259
oil pastels, 75
“old Gnarled tree in a Field” 

(Burchfield), 5
olin, Laurie, 6, 24, 36
on-site sketching, 164–165
On the Road (Kerouac), 59, 63
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one-point perspective, 184, 186
one-point perspective grid, 191
open competitions, 310
optical devices, 171–175
“ornamental Study” (Sullivan), 11
otomo format, 271, C-8
otomo, Katsuhiro, 269
“our World” (Sullivan), 290, C-7
overlapping objects, 199–201
overpainting, 293

Page layout, 259–263, 269
Painter with a Pen (Booth), 179
Palette, setting up, 81–82
Palmer, Samuel, 36–37, 39
Palmer handwriting method, 96–97
Pan, 267, 270, 273
Panorama, 175, 184, 267
Paper, 78–80

drawing, 164
tracing, 67
for watercolor, 88

Paper-napkin sketches, 215
Paper stretching, 88
Paraline drawings, 236–239

composing, 250
Parallel glider, 67
Parallel guide lines, 184
Parallel perspective, 184
Parc André Citroën, 264
Parral, José, 106–108
“Passage to Algiers” (Sullivan), 313
“Passive Garden” (Sullivan), 307
Pastels, 73–75

oil, 75, C-11
“Pastoral Landscape” (Lorrain), 

174–175
Pattern, 125
Pen and ink, 76–80, 114–115
Pen points, 76, 78
Pencil burns, 277
Pencil holder, 71
Pencils, 69–72

colored, 80–83
practice with, 71
sharpening, 70–71, 81

Pens
steel quill, 76–77
technical, 77–78

Peripheral visual environment, 175
Persistence, ix, 9
Perspective

architectural, 203–205
elevational, 233–234

landscape, 181–202
linear, 183–185
steps in depicting, 193–198

Perspective drawing, freehand, 
181–205

Perspective grid
one-point, 191
two-point, 193–198

Photomontage, 313
Photo overdrawing, 285. See also 

Photo overlay
Photo overlay, 285
Photoshop. See Adobe Photoshop
Photoshop montage, 262
Picasso, Pablo, 12, 50–51, 53, 94, 123
Picture plan, 162–164, 184–185, 212

activating, 163–164
defining, 117

“Pine tree” (Burchfield), 147
Pixar Animation Studios, 254, 271
Plan sketching, envelope, 218
Plan view

shadows in, 227–228
trees in, 225–227

Plans
conceptual, 216–218
landscape, 209–210
measured, 218–219

Plant forms, 137
contours of, 135
drawing in gesture, 136–138
proportional harmony of, 138

Plants. See also Foliage
drawing techniques for, 131–156
massing, 154–156
structure of, 137–140

Poche, 232
Poetry renaissance, 53
Pollock, Jackson, 52–53
Pop-up books, 315–316
“Portfolio” (Boults), C-24
Portfolios, 21, 68
Potential, exploring, 23
Pounce, 79
Poussin, nicolas, 16, 112, 170
“Prince Valiant” (Foster), 154–155
Princess Mononoke (Miyazaki), 269, 273
Productivity, 63
Proportion, understanding  

human, 214
Proportional keys, 171
Proportional relationships, 191–192

gauging, 199
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“Public Space in the new American 
City” (Smith), C-33

Quick horizon line, 189
Quill pens, steel, 76–77

“randell denney Garden”  
(Cochran), C-10

rauschenberg, robert, 53
ray of vision, 184
rays, practicing, 105–106
reading groups, 54
reading/napping space, 46–47
“the real Story About”  

(McVarish), C-20
receding lines

on the horizontal plane, 196
vertical, 191–192

relative size, 199–200
rembrandt, 117, 118, 144, 145, 157, 

161, 183, 188
renaissance

artists of, 184
landscape painting during, 171
use of perspective during, 184

Rendering in Pencil (Guptil), 124
resource file, creating, 211
reverse images, 173–174
rhino, 282, C-2 
rivers, Larry, 53
“roaring Camp dynamic display 

Box” (Frank), 295, C-9 
roman landscape, 21
rome Fellowship, 34–35
rome Prize, 34–35
“rome Series” (Sullivan), 304
roth, Ed “Big daddy,” 28, 43, 56, 58
rough paper, 88
rousseau, 47
ruspini, Gabe, 303

Salons, starting, 53
Samuels, Mike, 60–62
Samuels, nancy, 60–62
San Francisco Bay area, 53
Sanding block, 70–71
Sasaki Associates, 112
Scale, 212–214
Scale drawing, with two-point  

perspective
grid, 193–198

Scales
architectural, 67
engineering, 67

Scallops, practicing, 102
Scarpa, Carlo, 2
Scenic language, 268
Schwartz, delmore, 52
Schwitter, Kurt, 123
Scratchboard, 303
Search for the Real (hoffman), x,  

93, 208
“Secret Weapon” (roth), 56
Sectional perspective, 232
Sections, 229–232

illustrating, 230–232
Seeing

drawing as, 7–12
exercise in, 10

Seeing with the Mind’s Eye (Samuels 
and Samuels), 50, 60–62

Self-discipline, 12
Sequential Artists, 288
Serial drawing, 260
Seroka, Michael, 249
Sfumato, 119
Shade, 116–119
Shaded edge, 116–117, 119
Shadow, 116–119

adding, 83, 200
as frame, 117
as silhouette, 117–118
in vegetation, 147–149

Shadowed edge, 118
“Sheet of Studies of Water Passing 

obstacles and Falling into a 
Pool” (da Vinci), 224

Shot(s), 267
basic types, 267
bird’s-eye view, 267
close-up, 267
establishing, 267
extreme close-up, 267 
eye-level, 267
high-angle, 267
low-angle, 267
medium, 267
pan, 270, 273
tracking
types, 267–268

Silhouette studies, in wash, 150
“Silhouette Study in Wash”  

(Mcdonald), 150
Silhouettes, trees as, 247
Silvio in the Rose Garden (ribeyro), 276
Site plans, 210

sketches for, 216 
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“6 Cerulean Blue” (Burchfield), 32
Skeletal system, 254. See also Skeleton
Skeleton, 253–255

structure of, 253
Sketchbook collage, 31
Sketchbooks. See also daybooks

figure, 259
keeping, 28

Sketches. See also Landscape 
sketches; thumbnail sketches

high-contrast rapid, 155–156
on-site, 164–165
paper-napkin, 215

Sky apertures, 144
Slant tiles, 87
Slug line, 271
Slusky, Joseph, 29, 31, 103–104,  

107, C-23
Smith, Ken, 262, 309–311, C-33
Smooth tones, practice in  

creating, 114
Soft media, 73–75
“Soft, rock-hard, and Evergreen 

time” (dee), 286
Soho gathering, 52
Solids, drawing in tone, 119–120
Sound, drawing, 105
Space

empty, 178
enhancing the illusion of, 170

Spanish Gardens and Their Patios 
(Byne and Byne), 35

Spatial relationships, overlapping 
objects and, 199–200

Speedball Textbook for Pen and Brush 
Lettering, 309

Spheres
drawing, 103–106
drawing in chiaroscuro, 119

Spikes, practicing, 105–106
Spiral daybooks, 27
Sponges, natural, 85
Spontaneity, 4
“Sprays of oak Leaves and dyer’s 

Greenweed” (da Vinci),  
140, 142

Square composition, 178
Stage wings, 169
Station point, 184
Steamboy (otomo), 269 
Steel quill pens, 76–77
Stein, Gertrude, 50
Stippling, 220–221

Stool, folding, 38
Storage containers, 68
“Storm over a Valley in the Foothills 

of the Alps” (da Vinci), 74
“Story of Architecture”  

(McVarish), 312
Storyboard(s), 263, 266, 268

animating, 271–272
annotating, 271
cards, 267–269
composition, 268
landscape, 263
screenplay, as, 264
scripting, 264
template, 270

Stourhead, 261
Strang, Gary, 226, 280
Strokes, basic, 82–83

in drawing foliage, 142, 144
Structure, freedom and, 12–16
Studio environment, 44–49

creating, 49
personalizing, 47

“Study for the three threes” 
(Burchfield), 161

Stussi, Emily, 68
Sullivan, Chip, 3, 6, 8, 10, 18, 20, 25, 

26, 46, 54, 57, 62, 66, 79, 90, 
94, 119, 121, 123, 128, 134, 
158, 159, 167, 169, 170, 176, 
180, 201, 204, 210, 238, 245, 
256, 261, 268, 271, 276, 278–
280, 290–291, 297, 313–315, 
320–321, C-3–C-6, C-7,  
C-14–C-17, C-22, C-25, C-28, 
C-29–C-32

Sullivan, Louis, 11–13
Sullivante, dante, 316
Sung dynasty landscape painting, 

178–184
Surreal landscapes, 25
Sustained gestures, 151–152

daylong, 152
Symbolism, landscape of, 171

tableau, the, 294
tactile experience, expressing, 123
tape, 67, 88
technical pens, 77–78
telephone/address books, 28
“textural consciousness,” 124–125
textured paper, 88 
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textures, 122–130, 292
abstracting, 127–128
accenting, 130
contrasting, 130
crackling paste, 292
decorative tape, 292
dry brush, 292
feeling, 128
gesso, 292
ground-plane, 219–223
india ink, 292
longhand cursive writing, 292
modeling paste, 292
oil pastels, 292
photo transfers, 292
Pro-White, 292
splattering, 292
varying, 126

“thatched Cottage Among trees” 
(rembrandt), 144–145

Theories of Modern Art (Braque), 19
third dimension, creating the  

illusion of, 183
three-dimensional constructions, 

313–317
three-dimensional drawings, 80
“three trees” (rembrandt), 118
thumbnail scans, 277
thumbnail sketches, 36–38, 151–

152, 154–155, 160, 164, 277, 
302, 304

titian, 144, 149
To Design Landscape: Art, Nature and 

Utility (dee), 285–286
toklas, Alice B., 50
tom hammock Method, the, 263
tone, 111–121

basic solids in, 119–121
drawing objects in, 120, 122
graduated, 113, 114
leaves and twigs in, 140
observation of, 113
practice in creating, 120
value and, 113–114

topography, 201
tortillon, 73, 75
Toy Story, 271
tracing paper, 79
transfer paper, 89
transparent glazes, 89
travel sketchbooks, 36–39
Travels Through Morocco  

(delacroix), 38

trees, 225–227, 247. See also  
Vegetation

drawing around, 152
drawing techniques for, 131–156
massing, 154–156
yearlong study of, 152

treib, Marc, 219, 308
trials of hercules, 264
triangles, 67
triangular composition, 177–178
t-shirts, monster, 58
t-squares, 67
“tulare unit” (Eckbo), 247
turner, J. M. W., 21, 28, 36, 37
“tuscan Landscape” (Sullivan), 158
twigs, in tone, 140
two-point perspective, 184
two-point perspective grid

practicing, 197–198
in scale drawing, 193–197

typefaces, selecting, 309

underground comics, 53
Universal Traveler, The (Koberg and 

Bagnall), 15
university of California, Berkeley, 

263, 293
unit 1 dormitories, 280

university of California, davis, 262
“untitled” (McVarish), C-21
Utne Reader, 54

Values
rendering, 120
tone and, 113–114

van Gogh, Vincent, 125, 146
Vanishing point, 184, 186, 191
Vanishing-point lines, 233
Vegetation, 225–227

drawing, 133
shadow in, 147–149

Vellum, 73, 78
Vertical receding lines, 191–192
“View from the Villa d’Este, tivoli, 

italy” (Sullivan), C-28
“View in Gelderland”  

(rembrandt), 183
“View of Arles” (van Gogh), 125
Viewpoint, 184, 189–190
Viewfinder, 163
Views

exploded, 244–246
freehand bird’s-eye, 243
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panoramic, 172
wide-angle, 173–175

Villa d’Este, 264, C-28
“Villa Gamberaia” (Wong), 211
“Village of Yorkville Part, toronto” 

(Smith), 309
“Villa Giustiniani” (Sullivan), 170
Virgil’s Aeneid, 261
“Visionary Landscape” (Sullivan), 62
Visual catalog, 276
Visual expression, ix
Visual language, developing, 39
Visual notation, 25
Visual perception, x, 9, 171
Visual Thinking (Arnheim), 235
Visualization, vii, x, 9, 12

Waiter Get Me a Table Without Flies 
(Griffin), 38

Waldorf Cafeteria, 52
Walker, Peter, 53
Ware, Chris, 259–260, 276,  

289, C-36
Wash(es)

cappuccino, 291, C-31
laying, 88
scanned, 291
silhouette studies in, 150
tea and coffee cocktail, 291

Water
illustrating, 221–224
studying, 222

Watercolor, 84–91
colors of, 86–87
mixing, 87

over drawings, 89–91
setting up for, 87, 89

Watercolor blocks, 88
Watercolor brushes, 84
Whall, tony, 193–199
White, Kimberly, 264
“White owl and Black Winter Spirit” 

(Burchfield), 21
Wide-angle views, 173–175
Wiggly lines, 101
Wireframe, 280
Witek, Joseph, 263
Wong, John, 34, 211
Wood, Wally, 55, 58
Wood-block artists, 99
“Wooded Landscape” (Lorrain), 13
Wooden pencils, 69
Woods, Lebbeus, 277
Workspace, comfortable, 47, 62. See 

also Studio environment
Worm’s-eye view, 188
Wright, Frank Lloyd, 12
Writer’s journal, 33
Writing Life, The (dillard), ix
Writing table, 46

X-Acto knives, 67, 70, 74
“X-Men” (Adams), 306

Yiu, Allison, 15
Yu, Edward, 258
Yuan Ming Yuan, 264 

Zen art, 2
“Zippy the Pinhead” (Griffin), 38
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Figure C-1  Student project, 1935. 
Pencil and watercolor. 27" × 40". 
(Courtesy of the collection of the 
Department of Landscape Architecture, 
University of California at Berkeley)

Figure C-2  Watercolor rendering of digital model by Jenika Florence. 
This rendering merges digital effects with the fluid beauty of watercolor 
painting. A 3-D model created in Rhino was rendered with light and 
shadow. The form was traced onto watercolor paper. A watercolor wash was 
applied to basic landscape forms and sky. The watercolor image was 
scanned and overlaid onto the model in Rhino. Textures and entourage 
were added in Photoshop. 
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Figure C-3  Author; start with an ink drawing on smooth 9-by-12-
inch Bristol paper. (Photo by Catherine Harris)

Figure C-4  Author; begin by first determining the location of the 
sun; the areas facing the sun will be lighter and brighter. Start by 
using your brightest colors, filling in the large areas throughout the 
whole composition. Grip the colored pencil lightly, a couple of inches 
from the point, and move it in parallel, even strokes. It is important 
to lay down a smooth, even base to be able to blend the succeeding 
layers of color. If you start too dark, it will be very difficult to 
lighten up your colors later. It is often tempting for the beginner to 
start with dark, heavy coloring, but if you start light, you can 
always add more color later. (Photo by Catherine Harris)

Figure C-5  Author; once you’ve colored the entire page with light 
base colors, begin to intensify your colors, making your layers heavier. 
These layers should be large, smooth areas of color made with light 
strokes, lightly blended together. At this stage you will begin to mix 
other colors into the base colors. You should also begin to emphasize 
dark areas and create accents. (Photo by Catherine Harris)

Figure C-6  Author; in the final stage you will work much more 
slowly and deliberately, holding the pencil tighter and closer to the 
point. You can also use the pencil to draw textures and details, and 
go back over your washes with bright colors to blend in the preceding 
layers and create highlights. Conclude your drawing by adding the 
shadows and emphasizing their edges. (Photo by Catherine Harris)
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(a)

(b) (c)

Figure C-7  Author in collaboration with his 
mother; Our World. (a) Page layouts were drawn in 
pencil on 8 1/2-by-11-inch goldenrod paper, then 
scanned. The scans were printed out as blue lines on 
11-by-17-inch smooth 2-ply Bristol paper. (b) The 
blue-line pages were inked with Faber-Castell Pitt 
artist pens, then scanned to drop out the blue. (c) The 
resultant ink pages were printed out on 140-pound 
hot-press watercolor paper and then painted with 
watercolor.
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Figure C-8  Former University of 
California, Berkeley student Emily 
Frank’s storyboards for her “Conservatory 
of Flowers” project. She used the Otomo 
format and drew her images with a blue 
pencil and a 314 pencil, then added tone 
with a yellow ochre pencil. 

Figure C-9  Emily Frank. Roaring 
Camp Dynamic Display Box. 
(Photography by Cory Maryott)
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Figure C-10  Andie Cochran, Delaney 
& Cochran. Randell Denney Garden. 
11 by 14 inches. Ink on Mylar with 
Prismacolor pencils. Coloring on the back 
of Mylar creates softer, more even tones 
and emphasizes the brighter colors on the 
front.

Figure C-11  Topher Delaney, Delaney & Cochran. Hatch Garden. 22 by 30 inches. Oil Stix™ and crayons hand-
rubbed on watercolor paper. 
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Figure C-12  Catherine Chang. 
Garden of the Forking Paths. 
Prismacolor pencils. 18 by 24 inches.

Figure C-13  Randy Hester’s 
watercolor of a garden and mosque in 
Toledo, Spain, was painted on-site in an 
hour and a half in a 9-by-10 1/2-inch 
spiral-bound sketchbook. A preliminary 
sketch in 3B pencil was drawn before the 
watercolor washes were laid down. The 
scene was painted as a friendly 
competition with others in the travel 
group to see who could paint the best 
watercolor in a limited amount of time. 
Where possible, Randy will grab flowers 
within his reach, mashing them into the 
wet washes, so they release their natural 
pigment into the painting; even coffee 
grounds or tea bags are sometimes rubbed 
into sketches. (Photo: Steven Brooks)
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Figure C-14  Author; to begin, 
rough out a light pencil sketch, then 
trace it in indelible ink on 9-by-12-
inch 120-pound rough watercolor 
paper. After the ink has dried, erase 
the pencil layout sketch with a soft 
plastic eraser.  
(Photo by Catherine Harris)

Figure C-15  Author; determine 
the direction of the sun for shadows, 

then lay down light watercolor washes 
with a number 12 watercolor brush. 

Start with the sky. Using a lot of water 
in your wash gives you enough time 

while the washes are drying to drop in 
other colors to create brilliant 

transparent hues. After the sky has 
dried, work downward, filling in the 

large areas of the background, middle 
ground, and finally the foreground. 

Be sure each area has dried before 
moving forward so that the washes 

will not bleed together.  
(Photo by Catherine Harris)

Figure C-16  Author; now begin to 
fill in the smaller areas with color and 
add details. Work the whole page 
rather than focusing on specific areas, 
so that you can determine the color 
balance of the page. Now all of your 
base washes should be finished.  
(Photo by Catherine Harris)

Figure C-17  Author; for the final 
layer, slowly add the details and fine 
points. You should be drawing with 

your brush and using a lot of pigment 
with small amounts of water. If you 

need to, you can also add transparent 
washes to increase the brilliance of 

your colors. To complete your 
painting, add shadows and use them 

to define edges. This is a very 
important step; the shadows add 
dimension and can illustrate the 

relative heights and create detail in 
your painting. Well-defined shadows 

will increase the illusion of depth and 
are the final creative touch.  

(Photo by Catherine Harris)
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Figure C-18  Sally Anne Neal. Collage with color photos, Zip-A-Tone, and ink on Bristol board. 9 by 12 inches. 

Figure C-19  Lucas Griffith. Site map for Meaning of Farmer’s Markets. The brilliant colors and textures of oil 
paint give this plan a very original and eye-catching appeal.
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Figure C-20  Maria McVarish. The 
Real Story About. Mixed media, 
including illustrations from The Real 
Story About the Weather, by Frank H. 
Forrester.

Figure C-21  Maria McVarish. 
Untitled. Mixed media. 

Figure C-22  Chip Sullivan. Garden of Linnaeus. Mixed media installation: painted plywood, box construction with watercolor dioramas, 
glass specimen jars, and glass gazing globe on pedestal. (Photo: Brit Bunkley)
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Figure C-23  Joseph Slusky. Mindscape Series. Pen and ink with 
watercolor.

Figure C-24  Elizabeth Boults. Portfolio. Mixed media with 
objects. 1996. 10 by 15 by 2 inches. 

Figure C-25  Author; embellished wireframe drawing developed with tracing paper over a computer-generated 
wireframe base. The basic color palette was laid down with Prismacolor markers, and oil pastels were used for highlights. 
Rooftop garden at the University of California, Unit 1 Dormitories, designed by Gary Strang, landscape architect. 
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Figure C-26  Catherine Harris. 
Panorama done in the field, watercolor 
in travel sketchbook, 5 by 14 inches. 

Figure C-27  Annie Amundsen. 
Panorama of Venice, watercolor in travel 
sketchbook, 5 by 121/2 inches. 

Figure C-28  Chip Sullivan. View 
from the Villa d’Este, Tivoli, Italy, 
watercolor in field sketchbook, 5 by 24 
inches. 
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Figure C-29  Chip Sullivan. The 
Botanic Garden. Lunette, pen and ink 
with watercolor, 18 by 24 inches. 

Figure C-30  Chip Sullivan. 
Classical Landscape with 
Instrumentation. Box construction, 
diorama with painted cutouts.

(a) (b)

Figure C-31  The cappuccino wash: (a) Enjoying a delicious cappuccino! (b) A cappuccino wash adds depth and tone to a scanned black-
and-white image.
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Figure C-32  Author; a small 
thumbnail pencil drawing can be 
watercolored and then enlarged to 
enhance the gestural quality of the 
drawing and accentuate the transparency 
of the watercolor wash. 

Figure C-33  Ken Smith. Mixed 
media. 30 by 40 inches. Public Space 
in the New American City, 1995; 
honorable mention. The laser prints were 
shot from color photos as large copies 
worked over with extensive color plastic 
film. The model images are also color 
laser copies from photographed slides. 
The circle “callout” details were done 
with images instead of words.
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Figure C-34  Computer-manipulated hand drawings by Daphne Edwards. All three drawings were composed and formatted with 
Adobe Photoshop and printed onto 81/2-by-11-inch photo paper. Top: Scanned image of a hand-drawn section. Middle: Photoshop collage 
of scanned photographs and hand-drawn perspective. Bottom: Photoshop collage based on hand-drawn elevation.
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(a)

(b)

(c)

Figure C-35  Montage renderings by Wei Chen combine the best qualities of both traditional 
and modern techniques of landscape representation. (a) Select a photo of the site and open it in 
Photoshop, cropping out the features that you do not plan to keep. (b) Sketch out your visions for 
the site by tracing over a printout of the original photo. (c) Use markers or Photoshop to add tone 
and color to help people understand your drawing. The color will also fill in gaps between photo 
textures. (Photo and Sketch by Wei Chen)
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(a)

(b) (c)

Figure C-36  Building the strip 
Building. These drawings illustrate 
Chris Ware’s non-linear thought process. 
(a) The blue pencil lines show the 
number of tangents he explores before 
settling on his final composition. (b) 
When he gets the composition just right, 
he will ink the drawing and letter it. (c) 
The final drawing is scanned and the 
color added in Photoshop. (Copyright © 
2013 Chris Ware)
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