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PREFACE

Color Dronwinig was initially published in 1981. It was based on the premise that
designers can use readily available dry color media, on papers used in everyday
practice, o efficiently and effectively illustrate their ideas. »

Since that time | have had the good fortume of working o a senior
desigrer 8t Commarts, a multidisciplinary design firm whose work intersects the
fields of architeciure, wban design, landscape architecture, intersor design,
graphic design, and emdronmental graphic design. In addition to gaining further
experience from the nuemeross and rewarding projects with which we have been
involved, | have also come Lo know something of the stale of
professional design education, as a number of us requlardy review
graduate portfolios and intendew prospective designers. The
numbeer of portfolios submitted by design graduates that exhilit
effective driawing skills has diminished considerably in recent
years. In fact, so few applicants have exhibited evidence of
understanding the wse of traditional design drawing that it
seerned surehy headed Tor extingtion,

However, once hired, the large number of designers in
our olfice who have graduated within the last five years have
shrem a voracious appetite for just these skills. Although their
facility with the computer i unquestionably sophisticated,
almgst all of these designers have taken it upon themselves Lo learn and utilize
trachitional drawimg skills in their everyday design process. They have been
working in perspective, plan, and elevation with pencil and fell-tipped pens.
They have been wsing markers, color pencils, and pastels o explore color and
light and to represent architectural and plant materials, turnishings, and
people. Mo one required them to work this way, 50 | was curious 1o lind ol
wityy they have done so.

Thedr motvations wAry, burt lfall wuncler the Epfnﬂ'ﬂ[ I:u-.'ll:llm_‘i't il '.FJ-F-H'_,
directress, and irmage quakity, & number of them mentioned that they were abls
bo express their ideas faster dunng the early parts of a project, with far fewer
prelimenany steps and distractions coused by requests for the nput of objective

irfesrmaticsn, In addition, with the real-world constraints of time and fee, the
speed with which they can Bustrate conceptual and schematic ideas, using these
skills, holds wide appeal.

Crhers Teft that then use of hand drawing allowed them a more direct
connecion with both ther ideas and the result on the page. They appreciate the
fact that they can physacally towch the imacges they creale through the application
of o and cobor media, and that enables them to feel more in contral of the
progect’s dessgn ceodution

Stll other designers menlionsd that the quality of the
resullant design images was solter and mose ambiguous than
those generated entwely by computer. OF particular importance
Lo them is the way thise qualities seem to consistently indicate 1o
the memibers of Ui variows design leams with wihom they work,
and especially to chents, that the design process 5 nat closed but
is, in Fact, ongoing and that their particpation is stll invited

These Mew Designers work i an unprecedented way,
moving easily between hand drawang and computer & they
pursue design ideas. For instance, a designer may genefate
nascent ideas by hand, then delireate the more promising of
those either by hand or, for more complex forms and spaces, by
generating a wireframe view with a compuier, 3he then overlays the wireframe
with a sheet of tracing paper and e tradibonal hne and dry color media o
explore and develop sucoesneely moee detaked levels of information, induding
further articulation of forms and spaces, fenestratian, lighting, color, furnishings,
and architeciural and plan matenals. She may then either color photocopy the
shupcdies or 3J'|¢*rr|..:‘].' wran e drdwuq.] back ko the COMmpUter o add ;:nhn:ltn:rgraphiuc
imagery, wiven appropriate, or type for ssgning, words, and notes. The finished
dravang i then printed by a color printer directly from the computer.

hy ongoing interacton with these designers indicates that the early part
of the design process may be destined to remain a hands-on component of the
profossions after all, despite enormous and persestent market pressures 1o the

Vil
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INTRODUCTION

The purpose of this book is to provde an approach to drawang in color durirg
15 I‘\ﬂl‘l}l |::|I1.::|.-e:~. af yiaur |::|H|.-:_:Ir|. proscesd. Ag ilt become farmaliar wath thas
approach, you will fmd your abibity to draw n cobor consider ably expanded and,
Ao result, you will be able to create your dedign studies mone cueckly and
ellectively, You will also find yoursell selectimg—and imenting—fvonte ways of
dranwirsg m color, This ioas it should be, a3 there s ne one correct approach o
creating these deawangs. Rather, you will tind that your approach keeps
changing arxd adjusting, depending on the desgn commumcation lavk belore
you, Use the approsch—or combination of approaches—that works best for
dach situation

Tor keep this book a manageable size, you may notice, there is tle
discussion or illustration of perspective or shade and shadow technigques. Most
at the stop-by-step dranwings in the book are in perspective, but begin with a
cormpleted line dravwing. However, be assured that no amount of skill weth color
can help a drawing that has a poorly dravwn underlying structure or one that
demonstrates a lack of understanding of hght, shade, and shadow. Perspective
ard] shade and shadow are the universal language of design picture making.
They form the nk between you and those o whom you wish to communicate
vour conceptual ideas about form, space, and, ultimately, place.

If you are rew Lo color design dranwineg, start a1 the beginning of the book,
because it i organized in a way that builds skills one step at a time, with each
succeeding chapter peedicated on information supplied by those previous to it
D the other hand, i you argé mone Tamilian with this kind of drawing, you may
wish to use the book moee ke a handbook, accessing materisls, methods, and
technigues as nesded.

Parl | is am overview of the basic phenomena, media, papers, and
technigques that assist you in dlustrating the vanows elements, matenals, and
finishes you propose to use to bring your ideas to lile. You illustrate them to
communicate them both to yoursell and 10 others. Chapter 1 is an emypirical
introducton te the subyect, presenting the phenomena of color and Bght that
informn the effects and techmigues wed throughout the book, Chapter 2

dhiscusses the media and papers that work best for color desgn drawang, New
lene mvecha amd coloe rn'miu-w‘w:l-udmg Fu‘.lrh arwd ale ool baved marker— are
intresduced, as weell as new recommended palettes of markers, color pencils, and
pastels. Canson paper and bond paper have been added o the st of papers that
are compatible wath the color media descnibed herein, Chapler 3 shows a vanety
ol technegquess used to apphy cofor medha ard Eo create impressions of materials.
The sifects of light, incheding ways 1o create dusk views with the new
“retrocolor™ techmique, are a parbicular focus, Chapler 4 wses these miedia,
paper, and technigues to create an encyclopedia of step-by-step approaches to
the ilustration ot clements, materials, and finishes that architects, landscape
architects, and interior designers commionly use in practice. Most of these
elements, materials and finishes are newly illustrated, using faster techniques,
and an expanded section on intersor matenals is included in this chapter.
Chapter 5 shows a way to draw scabe elements in color, including umique
approaches to drawing automobiles and a new sechon on drawing human
frgures.

Part Il shows how the basic skills found in Part | can be used to create a
range of drawings for presentation purpases. In addition to looking ivo a
drawing for design informaticn, as Part | imiplicitly encourages, the designer is
introduced to ways of looking ar his drawings as a graphic composition and how
to provide his drawings with visual organization and impadct.

Chapier &, a nesw addition to the book, shows how to consider your color
design drawings as compositions in their own rght. Color relationships are
discussed in terms of contrasts, and unity, balance, proportion, and rhythm are
inroduced a3 compositional principles to be wsed a5 tools 1o evaluate your
drawings as you prepare them for presentation. Chapter 7 shows step by step
howw 1o wtilize the material covered in the first six chaplers 1o oreale a variety of
kinwls of color design drawings—from quick sketches o fimished presentation
dravangs. The first part of the chapter covers new ways to plan your drawings,
wilh an emphasis on value composilion & a means Lo crealing driamatic impacl.
Mew ways to use a black and white pholocopier for quickly transferring line



drawings to the paper of your choice incleding white noll tracing paper—ane
alw included. The rest of the chapter covers approaches for crealing color
design drawings on a variety of papers, including Bristol paper, bond papes,
tracing paper, and toned papers such as Canson and diazo prints, wsing both
traditional line drawings and different kinds of computer “setup”™ drawangs.
Additional layers of information found in design drawings are abio dricussed,
including photography and varicws ways of applying notes. The chapler closes
by showing a variety of ways 1o révise and repair color design driswings.

The technological development that has most dramaticallty affected the
use of color drawing in the early part of the design process has not been the
compuler per se, but the advent of the high-quality color photocopser and
printer. This allows designers nol only 1o weork freely in color at all stages of the
design process, but also to draw at a much smaller scale. By drawing small, they
can produce design imagery more quickly than they could even a few yeans ago,
fully confident that the color photocopier not only will do the work of making
their deawings large enough for presentation purposes, but can enhance the
imagery through a variety of adjustments when necessary. Together with the
flatbed scanner, it has opened an easy relatiomship between traditional drawing
and the computer. Chapter & shows ways to utilire color photocopy and
computer techrmology Lo present color design drawings in small-scale and lange-
scale presentations, & well as how to distibute them m an easily assembied
take-along form called a “sketchpack ® A new section, “How 10 Make Perfect
Slides of Your Colgr Drawsngs,” has been included, gnang you a way to present
your color design dravangs in large-scale presentations, as well as a way to
conveniently archive them

Use what you can fram this book as you develop your own approach to a
drawing-based design process—one that will, it is hoped, allow you access to the
deepest reaches af your abilities. Like any tool, this book is 3 means to an end.
Its ultimate purpose s 10 enable you, the desgner, 1o make our buill
surroundings better than we could ever have dreamed possible.



COMMUNICATIO N

Ah:hnqlh draftsmanship is no longer the price

of admissien ©o a design career, those who master
the language of drawing are likely to see, to think,
and to communicate with more sophistication
than those who only master the computer. Aside
froam this competitive advantage, howerer, there's
a deeper satisfaction to be derived from drafts-
manshig: the thell of vanquishing a monsten
sized, fire-breathing design problerm with nothing

migre than a small, sharpened stick.”

| Mariy Newmerer
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RN TTIAL

CONSIDERATIONS

Tl'm'.'-e who design places for use by others—amchilects, landscape architects,
and interior dessgners—engage in a specialived torm of commumication. They frst cre-
ate images of their ideas about the three-dimensional forms and spaces that make thess
places, but they create them on two-dimensional surfaces.

To do this effectively, a designer must understand the visual phenomena on
which these kinds of images are based. For example, before she can create even a sim-
pte line drawing of a place idea, the designer must first understand the phernomena of
perspective. Once she posesses this basic understanding, she is then in a position to
learn the technigues necessary to recreate these phencmena on a sheet of paper. She
can engage in a picture-based language, using Bnes, by which her ideas about places
can be universally understood,

The same holds true for Bgit and its natural consequence, color. When you began
learning an approach to drawing your design ideas in cobor, 1L 15 important that you
observe the phenomena of light and color that sumound you every day-—arwd night. As
you ohierve these phenomena, ask yoursel, “How would | create this on paper?™ Ths
book attermpls Io help you answer thal questson,

As a desgnern, you will abo find 11 necessary 1o express your weas and observa-
tions about color in words. To this end, you should underitand the three dimensions
of color and how they are interrelated. The Last part of this chapter mtroduces you 1o
these basic color terms and the smportance of their relationshaps.

PHENOMENA OF COLOR AND LIGHT

To sucoessfully illustrate design ideas, it is imstructive—and, more to the point,
necessany—Iio observe the color phenomena that surround you in your everyday life.
Ten such basic phenomena are baefly discussed and illustrated here, You will discover
more, but these 10 should help you to understand the relationship between whal vou
see argund you and the technigues shown later in the book. R is hoped that they will
alio inspire you (o wse the power of your own umigue observations.

CHAFTER | L



imitial Consrderationa

Local Tone

Every object has an intrinsic lghtness or darkness, regardless of its illumi-
malion, This |j|||rr*:ur||rhf.!l|l & knorem as Jocol lowe. a leem o ooined h}' artist amd
teacher Mathan Goldsigin (V977 A typical brick, tor example, has a much dark-
or bocal tone than a block of white markle. When both are exposed to sunlight,
each will have lighter and darker sides, but the illuminated faces of the brick will
still bee clarker tham the shaded faces of the marbée (1-1)

When you create color drawings that dllustrate vanoas forms, whether
buildings, landscapes, or interions, each fomm will possess a bocal tone owang ko
yaLr choece of 1ls miatenal, Each form will have |H:|h|:E1' and darker surfaces, a% in

the preceding example, depending on the location of the light sources, The
degree of lightness or darkness of these surfaces will be in proporbion to the
||g||1,:|1|;':.=_. o diarkrw=s of the local tomes of the fommns.

Chiaroscuro

The termy chrorosouro refery 1o the light-to-dark shading of an ilfustrated
form in order to make it appear three-dimensional, 1ty use bas g long history in
art. Leonards da Vino s of chiaroscorm Uhal “he who exceld all athers i that
part of the art, deserves the greatest |:r:.d|=_.|;'" {Birren 1965, 77),

In & black-and-whate drawang, these shadings and shadows may range, of
course, from light gray 1o black. Howewer, this is not the case in color drawang.
Cray to black shadings and shadows in a color dravang {unbess on a gray fom)
will appear dull and Ifeless, Instead, as fiquee 1-1 illustrates, you can see that the
codor of A surace i shade or shadow wsually remaing the same color as its illu-
rrimiated siches, onby darker, ard that the degree of darkness depends on the local
tome of the torm

Fig. 11 Motice the sunlit and
shadedishadowed surfaces of the pitcher,
table, and floor. Each has shades or
shadows whose degree of lightness or
darkniess corresponds to ity local Gens,
For example, the side of the patcher an
shade iz light, whereas the shadow of the
pitcher on the table is quite dark, The
mediume-toned floor has a
corresponding mediam shadow,

Look closely at the colors aof the
shadowrs on the floor. They are not pray
o biack, but darker versions of the
corresponding sunlit colon of the floar,



Calar of Shade and Shadaw

You can swee, honwever, under certain conditions, that the shades and shad-
owes o loemis alsi take on subtle colorations oiher than anly the darker versions
of thvesr illurminaled surfaces.

Thits condition most commoniy oocurs when the dhaded or shadowed -
fare faces a source of colored light. This soufce may be direct Bght, o it may be
Bght reflected from a nearby Form that i dsedf bnghtly ilumenated. A common
exarmple of this phenomenon appears on the shaded surfaces of buldings on a
clear day. These surtaces are illurrenated by the brght blue "lght source™ of the sy,
resultieg im @ surface that is a rmodude of the building's surace material and the Hue
af ‘the sky (1-23, The shaded face of a red brick building, for example, Can have a
purplish cast to i1, This & because the resultant color falls somewhere on the color
wheel between the red of the brick and the blue of the sky (8¢ figune 1-12)

Thas elfect i abio readily apparent on newtral—ehile oF gray—auaces. Pobice
the colars of the shadoes on snow, concrete, o worm (Eght gray) asphall on a sunny
day. The shadows on these surfaces appear Dluish, 0 blue m Tacl thal you can see
yet another color phenomenon mandest itself, The sunlit portion of these surfaces
will appear slightly “warm,” or inged with & pinksh orange. This effect, calied mmuk
fonens contrast, forms in our perceplion when we behold & codor next to a newtral
guface We perceive the neutral surface a8 tinged wath the cobor opposite on the
codar wheel, its complermentory codor The moee intense the color, the mome it tends
o timge its neighlbors wath s complement. A red apphe and ity surmounding Qreen
leaves wall appear particularty brallant against one anoiner

Simultaneous contrast was wintten about as carly as the sacteenth oentuey,
B, B Chevreul was the first o study this offect in depth in the eary mnefeenin
century, and the phenomenon was utilized cxiensiely by the impressonsis in
the kate nineteenth and carly twenticth centuries (Hope and Walch 19900 ILis
an established part of the visual Language of artists and iHustrators today. Codor
contrasls are discussed further in Chapter 6

Fig |7 The swrisces in shade and shadow  abo reflect the blue shy, The right-and
are glive: with color The pink: stucoo wall takes on an orange <l efleded
grades to purplsh on the upper lef-hand frarm the sundit Moor tle. Motkoe the
wiall erwiing B0 4 reflection of biue skoy; the reflected colors on the shoaded and
dark gray foreground floor and winddeill shac | marfaces in the space hepond.

™

-




Initial Considerations

Gradation

Have you ever noticed that very few flat surfaces in your surroundings
actually appear uniformly colored or illuminated? Most appear uneven, gradu-
ating from one color to another and one level of lightness or darkness to anoth-
er, This effect is particularly easy to notice on large surfaces like walls, fioors, and
ceilings but nccurs on most all surfaces if you look carefully (1-3).

Continuous surfaces grodate in appearance because of their proximity to
sources of direct light and because of the light and colors reflected onto them
{and into them) from nearby objects and surfaces. These grodations usually
appear gradual on matte surfaces and become sharper with the increasing spec-
ularity or “polish” of a surface. A concrete or drywall surface will host more even

color and light gradations than one of, say, brushed stainless steel. Polished wood

or glass will exhibit much sharper boundaries between changes in light and color.

You will find gradations a useful tool in color illustration. They make sur-
faces appear mare realistic and result in illustrations that are far more dynamic.
For example, in 2 technique used by fine arts painters called forcing the shadow,
a shadow is graded darker toward its boundary with the illuminated portion of
the surface. The illuminated portion is graded lighter toward this same bound-
ary. The resuit is an unexpectedly brilliant effect of illumination. The same tech-
nique is often employed between the colors of foreground and background ele-
ments in an illustration. A background element may gradually be darkened and
cocled (made more bluish) in hue as it moves toward its boundary with a fore-
ground element, whose treatment is just the opposite: it is lightened and
warmed (made more reddish) in hue as it approaches the same boundary. This
is a useful way to make forms appear more distincl. These effects are easy to cre-

ate and impart activity and sparkle to an illustration.

Fig. 1-3 Gradations of color and tone
occur on virtually every surface of this
illustration as a result of illumination
and reflected color. Gradations are
particularly effective in making interior
design illustrations appear vital and

realistic.



Multiplicity of Color

You see your surroundings in a variety of colors. A green tree, a wall of red
brick, a brown rock, and yellow field grass are common objects whose colors are
familiar to you. But most of the colors you see are really visual averages or mix-
tures of a multitude of colors. The clump of winter field grasses that look yeliow
from a distance are, upon closer inspection, made up of such colors as magen-
tas, ochres, grays, and greens—as well as a variety of different kinds of yellow.

As you observe vour surroundings maore closely, you may find these subtle
variations of color in natural and exterior architectural surroundings difficult to
describe or illustrate satisfactorily. This is in part due to these visual averages,
called medial mixtures (1-4). It is also because many natural materials refroct light
as a result of their water, mineral, and cellulose content, splitting the light into

its component colors on a microscopic scale. As indicated earlier, both exterior

MUK 12 AT 1 O

and interior man-made materials are also rarely of a single, consistent color,
because of gradations, the reflection of coler, and the impacts of such phenom:-
ena as simultaneous contrast.

Close observation of your surroundings will lead you to see that your
world literally scintillates with color. Impressionist painters Seurat, Signac, van de
Velde, and many others utilized these observations in their paintings. At a dis-
tance the colors of their forms appear soft and subtle, but closer inspection
reveals thal each area of color is made up of many different colors. These colors
are not mixed, but placed side by side with tiny brushstrokes, which imparts an
incredible richness to the painting and allows the viewer, rather than the artist,
to create the final colors of the images. You will explore similar approaches to
color illustration later, in Part Il, by mingling a variety of color media to create
your color images, including marker, pastel, and color pencil.

Fig. I-4 The colors in this illustration
are composed of a mingling of many
different colors applied with marker,
pastel, and color pencil—all on pale
green Canson paper. The color of the
foreground grasses, for instance, was
made with three markers, two pastel

colors, and five color pencils.
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Initial Considerations

Atmospheric Perspective

Forms that recede into the distance undergo a color change. Generally,
they become lighter, cooler (more bluish), and more grayed. This is due in part
Lo the layers of humidity, dust, and pollutants that accumulate in proportion to
the distance between the form and the viewer (1-5). This phenomenon s known
as atmospheric perspective.’

Your subconscious conditioning through lifelong experience with atmos-
pheric perspective may lie behind a related phenomenon. Cool colors—blue
greens, blues, and purple blues—appear to recede from the viewer. Conversely,
colors ppposite on the color wheel, warm colors—reds, yellow reds, and yel-
lows—tend to advance toward the viewer, particularly when used in conjunction
with cool colors, Another explanation for our apparent spatial positioning of color
may lie in how the lenses of our eyes refract color. Reddish colors focus at a point
behind the retina, whereas bluish colors focus at a point in front of the retina. The
lens becomes convex to focus on a reddish image, "pulling it nearer,” and flat-
tens to focus on a bluish image. This flattening of the lens “pushes the [bluish]
image back and makes it appear smaller and farther away” (Birren 1965, 130).

Reflections

Reflective surfaces present the colors they “see” back to you. In most cases,
however, on such surfaces as glass, water, and polished furniture the reflected col-
ors are |less intense than those of the objects reflected. When a reflective surface
is darker than its surroundings, such as a window in a sunlit wall, notice that the
colors it reflects are less intense and darker than those of the objects reflected.

Mirrored surfaces such as chrome and polished stainless steel usually dis-
tort the shapes of the objects reflected, but reflect their colors exactly (1-6).

'The art world sometimes refers to this phenomemon as genal perspective. The use of this termn fior our
purposes would be confusing, since an aenal perspective in architecture and landscape architecture
refers to a perspective view of a subject from above. Such views are alo known as “birnds-eve” views




Fig. 1-5 In each successive layer of
buildings and landforms, care was taken to
lighten the colors, make them more bluish-
to-pale purple, and make them weaker
{more grayed). These color effects reinforce
the diminution in size of the forms to
create the illusion of distance. This effect
was further enhanced by making the
foreground elements warm (yellow reddish)
in color.

Fig. 1-6 The colors reflected into the
window and glass tabletop are weaker than
those of the objects reflected, but those
reflected into the polished stainless-steel
column are not. As windows in a building
become higher and more oblique to the
viewer's sight line, they progressively reflect
more sky.

Mote the forced shadow on the patio
surface and the gradation of the wall color.
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Luminosity

Light colors and strong, vivid colors appear to be illuminated, or to glow,
when they are surrounded by darker values or applied to or seen against toned
backgrounds. The darker the background, the more juminous the color appears
(1-7). This phenomenon can be used to create the effects of illumination, as

many of the illustrations throughout this book demonstrate (1-8).

Fig. 1-7 Motice how the color of the
rectangle appears progressively more
luminous as its background becomes

darker.

Fig. 1-8 This study uses the luminous
effect of light chromatic colors on dark
backgrounds to illustrate a lighting
design idea.

The image was made by first taking a
Polaroid photograph of a model used to
study the forms and spaces of the project.
The photograph was simultaneously
enlarged and photocopied onto clear
photosensitized acetate on a standard
black-and-white photocopier. The

resultant acetate image was printed

onto blackline diaza paper, with the

machine run at a faster-than-usual speed
to create the very dark background.
Color pencil and white gouache
highlights were then applied to create
the lighting effects. The notes were
made with a French Grey 50% pencil,
which minimizes their contrast with the
background and prevents them from
competing visually with the lighting

effects.
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Color and Light Level

Your perception of color depends on a different kind of reflection from
those discussed earlier. The various colored objects and forms that make up your
surrpundings absorb certain wavelengths of light—that is, they absorb certain
colors—and reflect others. You see these forms and objects as certain colors
because those are the colors reflected. A banana in a bowl of fruit absorbs most
other wavelengths of light except yellow, which it reflects back to you

As the light level diminishes, it follows that the amount of light available
for objects to reflect also diminishes. The banana appears less vellow and more
neutral, but yellow nonetheless when compared with the colors of other fruit in
the bowl: “We judge colors by the company they keep. We compare them to
one another and revise according to the time of day, light source, memory”
(Ackerman 1991, 252).

However, in near darkness or on a moonlit night, color seems to disappear
altogether. Our only sources of color come from those objects and surfaces suf-
ficiently illuminated to reflect light (1-9). A nighttime walk will encounter color
anly in such places as windows that allow a view into an illuminated interior, or
beneath streetlights and in illuminated signs. Most other forms and surfaces

reflect only enough light for you to perceive them as low levels of light and dark.

Fig. 1-9 The buildings have virtually no

local color in this dusk illustration. The
only areas of color are found in views
into the buildings® interiors, the
illuminated portions of the walking
surface, and the illuminated signs.The
flare of sunset color is caught by the
chimney smoke and, partially, by the
building to the right.



Arrangements of Light and Dark

There are a wide variety of tones in your surroundings, ranging from the
brightest whites to the blackest of blacks. If you squint until your eyes are
almost closed as you look around, you will notice fewer shadings of light to
dark. In fact, every tonal group you see in the scene can fall into one of three
categories: light, medium, or dark.

This way of viewing your surroundings is important because it provides a
way to understand the underlying tonal arangement of your sumroundings and
offers a way to approach strong tonal arrangements in your design communica-
tion illustrations as well. When the brilliant landscape illustrator Ted Kautzky pre-
pared a scene, he first simplified it to three diagrammatic spatial planes of fore-

ground, middle ground, and background. He assigned to each plane one of the

Fig, 1=10

three aforementioned tones—light, medium, or dark—which yielded six possible
basic tonal amangements {Kautzky 1947). This approach not only made his fin-
ished illustrations far more manageable to execute, but built into each ane a sur-
prising degree of impact. You will investigate tonal arrangements further in Chap-
ters 6 and 7

One of the most useful and powerful of these arrangements is frequently
employed for illusirating evening and nightlime exterior views. Most of the back-
ground is illustrated as a medium tone, whereas the middle ground is the light
est—espedially windows, as they are intended to be illuminated from within.
When foreground elements, such as trees or figures, are made very dark, they
appear to be in silhouette, further emphasizing the brillionce and luminosity of the

middle ground {1-10).

Fig. I-10 This illustration uses medium
background and building surface tones
and very dark foreground tones so that
the light, warm colors used for the
building’s interior make it appear
illuminated. Notice how the layering of
dark, medium, and light tones also helps
create the illusion of depth.

n
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THE DIMENSIONS OF COLOR

Certain groups and arganizations, ranging from paint manufacturers to fash-
ion designers, have descriptive names for colors that are commonly understood
within a particular group. One may refer to a color as "Butterscotch,” while anoth-
er may refer to a similar color as “Goldenrod.” Both names evoke an image of a yel-
low with perhaps a tinge of red, neither too light nor particularty vivid (1-11).
Descriptive color names work well in instances where colors need only casual iden-
tification or when the user is atternpting to summon particular associalions or emg-
tions in others, such as when these names are used for markeling purposes.

However, when asked to adjust a color or compare similar colors—like But-
terscoteh and Goldenrod—a designer must revert to a vocabulary capable of
describing color in more accurate terms. He uses three dimensions to describe
color, much the way he uses the dimensions of height, width, and depth to
quantitatively describe form and space.

The term hue denotes the mame of @ color, such as “red,” “vellow,” or "blue
green.” When full-spectrum light, such as sunlight, is fractured into a rainbow
by 2 cloud of water vapor or a prism, what you are seeing are the component
colors that make up the light. You will see these colors blend or grade from one
into another. Because the colors on either end of the rainbow are also related to
each other, all the colors taken together form a circular relationship. This rela-
tionship is known as a color wheel or, more accurately, a hue wheel, inasmuch as
most color wheels show only one representative color (usually vivid) for each
hue (1-12). The terms hue and color are often confused. Hue is only one of the
three dimensions required to make a color,

The degree of “darkness or lightness” of a color is known by the term
value. The range of value of a color can extend from “very low” to “very high,”
that is, from very dark to very light. You may see other terms for value, such as
lightness or brightness, used in other systems of describing color (1-13).

Fig. 1-11 "Butterscotch” (left] and
“Goldenrod” are casually descriptive
names for these colors, but the names
are almest meaningless when used to
compare ane color with the other
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Fig. 1-12 A hue wheel or "color wheel" Fig. 1-13 Red-purple and green-yellow
shows the relationships of hues to one colors arranged vertically according to

another. value. A corresponding newtral gray
scale appears on the lef. Note that

although the colors change in value in
each vertical row, the chroma of the
colors is the same.
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The terms vividness and groyness are observations that describe the
strength of a color. This quality is known as the chroma of a color and can range
from “very weak” (grayish) to “very strong” (vivid). Other commaonly used terms
for chroma are purity and saturation {(1-14}.

In theary, each of these three dimensions of a color can be altered without
affecting the other two. For example, a color’s value can be changed without
affecting its hue or chroma, or a color’s hue can be changed from green to blue
while its value and chroma remain the same.’ Notice that the qualities of hue
and chroma cannot exist by themselves; you cannot create an image with only

hue or only chroma. However, you can create an image exclusively with value,

as you often do when making a black-and-white drawing or photograph.
Although the terms hue, value, and chroma will be used to describe the dimen-
sions of color throughout this book, your choice of terms for these dimensions
is important only insofar as those with whom you communicate are familiar with
them.

* In reality, however, value and chroma are interrelated in strong-chroma colors. I you attempl Lo
sgnificantly change the value of a strong-throma color, you firsed yeu must usually reduce its chroma to do
w3, Thit is becase pach hue reaches it strongedt chroma at & particular vatue, called it spectnm vilue. Fos
exampile, 1ry 1o imagine 2 sirong-chroma dark yellow. It & impossible 10 imagine, because the color does
oot exist. As & yellow becomes darkes, its chroma grows weaker. Certain colors are simply not achlevable,

Fig. I-14 In each horizontal row of
colors, the hue and value of the colors
remain constant. Only the chroma of
the calors changes, progressing from
gray on the left to stronger chroma on
the right.



Munsell Student Sets

A detailed knowledge of any particular organized system of color and the
alphanumeric classifications of its colors is unimportant for the purposes of this
book. What is important is that you have an understanding of the relationships
between the dimensians of color and that you are able to identify and commu-
nicate the similarities and differences between colors that are intended to be
seen together, as a composition,

You may find it worthwhile to purchase an inexpensive Munsell Student
Set* to further explore the relationships between the dimensions of color. The set
cames with a color wheel, value scale, chroma scale, 10 hue charts {(one for each
of the 10 hues of the color wheel), and packages of loose color chips. You must
assemnble the color wheel, scales, and hue charts by applying the color chips to
their proper locations. During this process, each color chip must be evaluated
according to its hue, value, and chroma, refining your ability to discriminate
between the three color dimensions and to evaluate subtle differences within a
particular dimension.

The student set can also be used to explore various combinations of color
by arranging the loose color chips into small compositions, before they are
adhered in their final locations on the scales and charts, similar to those in figures
6-4 and 6-11. Once you can visualize how a color's three dimensions can be
manipulated, each independent of the others, it becomes easier to entertain the
many possible relationships that can be established between colors. Colors form
relationships when their characteristics appear to affiliate or interact with one anoth-
er. Inasrnuch as each and every color possesses the same three dimensions, it is the
creative arrangement of the relationships between the dimensions of the colors in
a composition that establishes the mood or expressive direction of the scheme.
When these relationships are established, a perceptible order is introduced to the

3 Student sets can be ordered from:

Fairchild Books

7 West 34th Street

Meaw York, WY 10001

Tel: (RO 247-6622 or {2127 £30-3880, Fax: (212} 630- 1868

Inguiries about the bMunsell Systern of Color and products can be made to:
Macheth

A05 Litthe Britain Road

Mew Windsor, MY 125536148

Tel: (B00) 622-2384 or (914) 5657660

D B A W I M G E O R

scheme. Color harmony is predicated on order, whether that color is amanged for
a design idea for a place or for the flustration of an idea. For example, an exercise
may explore the combination of five different hues with different chromas but all
the same (or similar) values. You will notice that it is the similarity of the values of
the colors that acts as the unifying agent of the compeosition. Such simple chip-
aangement exercises can help you build your skills in arranging colors in suc-
cessful combinations, particularly with the guidance of Chapter 6.

Once a student set is assemibled, it makes an excellent reference tool for
evaluating and comparing the ranges of hues, values, and chromas of colors.

Simplified Color Descriptions

As you work with a Munsell Student Set, you will realize its value to the
designer. However, its notation system, although simple, is of little value to the
designer who wishes to describe a color to a client or colleague with more accu-
racy than the one-word names mentioned earlier. A typical Munsell Student Chart
is shown with the numeric designations for value and chroma, accompanied by
a verbal description of each (1-15). Thus, 5R 3/4 can be described verbally as a
“low-value, weak-chroma red,” whose relationship to all the other possibilities
for red can be imagined from your mental picture of the chart. The verbal
description lies between the very accurate description (“5R 3/47) and the casual
description (“burgundy red”). Incidentally, you can see in figure 1-11 that Gold-
enrod is slightly more yellow red, lower in value, and of about the same medi-
um-strong chroma as Butterscotch.

Computer Color Controls

You must understand and be able to manipulate the same three dimen-
sions of color when creating illustrations and color studies on a computer. A typ-
ical computer color control is shown in figure 1-16. A hue is selected on the
blended “color” (hue) wheel and adjusted with the lightness (value) and satura-
tion (chroma) controls, Because a computer monitor creates each of its colors by
an additive mixture of red, green, and blue light, the color of an object can also
be adjusted by varying the amounts of those colors (1-17}. Note that these two
types of color control are linked together, so the color of an object can be cre-
ated and adjusted using either control.

C O MMHMUHNIGCATI ORN 2]
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Fig. 1-15 A Munsell Student Chart for

the hue red (5R) is accompanied by VERT HIGH WALLE
descriptions of the numeric indications

for the increments of value and chroma.

The descriptions are by the author.

HGHWALLE

MEDAM HCHVALLE

HEDLMVALLUE

MEDHLIM LOAY SALLIE

LOP waLLE

WERT LOA WALLUE

YALUE —

VERY WEAK CHROIMA

WEAK CHAOMA

MEDHUM WEAK CHACIMA

HUE 5.0 R

CHROMA —

MEDILM CHACIMA,

MECIUM STROMG CTHROMA

STROMG CHRZMA

YERY STRGMG CHRZMA
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Fig. I-1& A typical computer color control.
The color of a selected shape within a
computer illustration ¢an be roughly
located by moving the crosshair on the hue
circle. The strongest chroma colors are
located on the outer edge of the circle.
They gradually become weaker as the
crosshair is moved toward the center. The
value of the color can be controlled by the
slider located beneath the circle. The
dimensions of the color can be gquantified
and more finely adjusted by using the
controls to the right: hue is quantified by
the number of degrees of counterclockwise
departure from 0, and value (“lightness™)
and chroma (“saturation™) are quantified
as percentages. (Courtesy of Apple
Compurter Inc.)

Fig. I-17 This computer color control uses
a different approach. Instead of controlling
the dimensions of a color as such, it
controls the amounts of each of the three
colors of light used to create a color on the
monitor's screen. The amounts of the color
are again gquantified as percentages. This
control and the control shown in figure
I-16 are linked, and changes in one
automatically show the changes in the
other. {Courtesy of Apple Computer Inc.)
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CHAPTER 23

MEDIA AND PAPER

Yul.s are probably familiar with the various media and papers used in color draw-
ing, as your first exposure to such color media as color pencils, pastels, and markers
most likely happened during childhood. That children are exposed to these media early
in life is a testament not only to their ease of use bul also to their ability to assist the
user in acting as a visceral connection between the observed (whether visually or in the
imagination) and a resultant image made of that observation on a two-dimensional sur-
face. In fact, the approach to color design drawing presented in this book is actually a
refined “coloring book” approach, whereby once a line drawing is created, the colors
are subsequently applied. So you perhaps have a longer history with this approach Lo
illustration and these media than you thought. This chapter and the next are intended
to refresh your memaory.

MEDIA

The media discussed in this chapter have a number of advantages. They are, rel-
atively speaking, inexpensive. For an initial expense of a few hundred dollars, you can
purchase enough professional-quality color media to create illustrations of the type
shown in this book. Many of these matenals should last for years. These media are also
forgiving. That is, most mistakes can be easily comected or adjusted so the designer can
stay focused on the pursuit of ideas. They are dry, so they will not buckle the papers
most commonly used by design professionals during the conceptual and schematic
design process. They are contiguous. These same color media can be used for all your
design illustrations, from your earfiest conceptual doodles to highly finished renderings.

In many design and presentation situations we al CommaAuts use hand media,
rather than digital technologies, because they are faster, simpler, and offer a more
direct way to create color design illustrations. In terms of person-hours, these illustra-
tions are more cost-effective. Many effects and illusions can be created with only a few
steps, as you will see later in this book. However, they are completely compatible with
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digital technologies. Hand drawings can be scanned and digitized for further
maniplation on a computer—for editing and color adjustments, for importa-
tion of other imagery into the drawing, for inclusion inte documents, for digital
transmission, and even for billpoard-size enlargement.

The emergence of high-quality color copy technologies has allowed
designers to create color design drawings that are much smaller and, conse
guently, far more time-efficient than their predecessors. In the past an original
drawing for a meeting or public presentation had to be created large encugh to
be visible across a room, often at a minimum of 247 x 367 to 30" x 427 in size.
MNow we can illustrate ideas at an 812" x 117 to 11" x 177 size far more quickly,
then use a number of widely available color photocopy technigues to enlarge
them to a size suitable for a classroom-scale presentation. These techniques are
discussed further in Chapter 8 The media and papers described in the following
sections are widely used by designers at Commiarts because their utility and ver-
satility allows them to produce color drawing effects guickly and easily.

Line Media

Line is that “abstract necessity” used by all artists and designers to indicate
the outlines and edges of shapes and forms. Lines do not really exist in your per-
ceived reality; you use them as a convention to describe the skeletons of your
ideas in the most economical way. When you are short on time, it is the line
drawing—without tone or color—thal serves as the minimum standard graphic
device for the communication of ideas about places.

It is important to have a variety of widths of fine media available as you
create design drawings, and just about any with which you are comfortable will ~ Fig. 2-1 A variety of useful line media
work. They should be capable of making very dark lines, reproduce well on pho-  Tor design drawing.
tocopiers and diazo print machines, and, if possible, be sufficiently erasable so
that their remnants do not detract from the finished drawing.

The line media we use extensively at CommArts are shown in figure 2-1.

The Pigma Micron 005 and Micron 01 are excellent felt-tipped pens for small
drawings that require fine linework, because when a drawing is enlarged, its
lines are enlarged in width as well as in length. The Micron 005 has a line width
of .20 mm, and the Micron 01 has a width of .25 mm. Their inks do not easily
smear when water or marker is applied over them, and the lines erase fairly
cleanly when a pink erasing strip is used in an electric eraser. Their one short-
coming is that they will clog when used to draw over color pencil.



The Pilot Razor Paint is an excellent all-purpose felt-tipped pen to use with
the calor media displayed in this chapter, Its line is slightly wider than that of the
Micron 01. Although it is not waterproof (it will smear it wetted), it is marker-
proof and draws well over color pencil with a minimum of clogging. It is more
difficult to eradicate with an electric eraser than the Micron pens, but its line can
be partly eradicated with the use of a pink erasing strip. Line remnants can be
hidden with color pencil during the coloring stage.

The “peinted nib” tip of the black Eberhard Faber Design Art Marker 229.
LF makes it a good felt-tipped marker for making wider lines, adding small areas
of black to a drawing, and creating rough conceptual diagrams. It should not be
used over color pencil, because its solvent will dissolve and consequently smear
the pencil. Like all markers, it should be capped immediately after each use
because it can dry out very guickly.

One of the mast versatile of the line media shown in figure 2-1 is the Block
Prismacelor pencil. Its line is very dark and can, of course, vary in width. It is
often used with a straightedge if its lines must be kept very thin. It reproduces
well on a photocopier, especially as compared with graphite pencil lines made
with pencils harder than an “H.” It erases fairly well, though not entirely, when
an electric eraser is used. |t can make very even tones because of its slight wax-
iness and is particularly good for applying shade and shadow.

Color Media

Markers

Markers can apply a transparent coler to paper that appears similar Lo watercol-
or. Most markers use a concentrated colorant, usually aniline dye, mixed with a
carrier, typically a volatile solvent of xylene or alcohol. Their tips, once made
from felt, are now made from proprietary plastics. However, most designers still
refer to them as “felt-tipped” markers. Marker does not buckle paper the way
water-based color media do, because the camier evaporates quickly. This quality
makes it an excellent color medium for designers, because it is compatible with
the kinds of paper they most frequently use (2-2).

In our design work, we often use markers to create the “base,” or under-
lying colors, for drawings that are subseguently modified by applying colared
pencil, pastel, and sometimes line media to achieve the illusion of materials, pat-
terns, and light. Many interesting effects can be created quickly and easily, as
vou will see throughout this book. You should note that some kinds of markers

Fig.2-2 There are a variety of marker
brands and types on the market. The
Design 2 Art Marker, AD Marker
Spectrum, and Prismacolor markers are
all aleohol-based. The AD Marker and
Design Art Marker are xylenc-based.
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are incompatible with certain line media. Marker should not be used over color
pencil. Not only will the pencil smear because of its dissolution by the marker’s
solvent, but the dissolved pencil color will adhere to the marker’s tip, wailing 1o
surprise you with a revised marker color, usually when you least want it. More-
over, only alcohol-based markers should be used on block-and-white photocopies.
Kylene-based markers will dissohve and smear the black toner that creates the
phatocopy image. Alcohol-based markers can cause certain kinds of felt-tipped
pen line and the lines of diazo prints to smear slightly if applied with excessive
hand pressure, However, as a general rule of thumb, both alcohol- and xylene-
based markers can be safely used over most felt-tipped pens, on diazo prints, on
all papers, and even over each other with no ill effects, provided they are used
with restraint,

Because marker colorant is aniline dye, it tends to fade with continuous
exposure to ultraviolet light, even the small amounts found indoors. If you
intend to display a color design drawing that uses marker, make a more lightfast
color photocopy or bubble-jet copy of the illustration for display purposes. Store
the original in the dark. Contemporary color reproduction methods, such as that
of the bubble-jet phaotocopier, can provide an excellent rendition of your original.

Always use markers in a place that has adequate ventilation. The pro-
longed inhalation of marker solvents, particularly xylene {which has the stronger,
mare pungent odor of the two marker types), can cause headaches and nausea.
This can also happen if you work with your face too close to the page, especial-
ly when your markers are new.

The largest-selling marker brands together have hundreds of colors from
which to choose, but you can create most of your color design illustrations with a
limited numkber. There are two basic palettes of markers recommended in this book:

a paletie of grays and a general color palette, Each paletie is described in both alco-
hol-base and xylene-base in figures 2-3 and 2-4. They are recommended as mini-
mum starting paletles for general color design drawing for architects, interior
designers, and landscape architects. These paleties have evolved from the repeat-
ed marker choices made by designers at CommaArts during our wark in these areas.
In your pursuit of design solutions for your particular design specialty, you may
choose to substitute others or augment the number of colors shown here.

The most important is the palette of grays, because these markers are used
most frequently (2-3). Gray can set the value of a color, whose hue and chroma
can be determined later with subsequent applications of color pencil or pastel,
french grays are slightly yellow reddish, warm grays slightly reddish, and cool
groys a touch bluish in hue. The same observations apply to gray color pencils,

The markers shown in the general color palette (2-4) are derived from
those we consistently select to illustrate frequently used natural and ubiquitous
materials (wood, stone, melals, glass), those found on building exteriors, and
landscape materials. Special marker colors, particularly for interiors, can be cho-
sen in addition to the general palette for specific projects.

Xylene-based markers appear capable ol delivering slightly richer,
smoother color, particularly on diazo prints. They also usually last longer than
alcohol markers. However, if you must choose one marker system, the best all-
around systemn is the alcohol-based, inasmuch as it can be used on both diazo
prints and photocopies. If you have a limited budget for drawing materials, pur-
chase a palette of gray markers first, because the grays can sel the values of col-
ors and other less expensive color media can be used Lo bring up their hue and
chroma, as you will see in Chapters 3 and 7.

Fig. 2-3 A recommended palette of
gray markers. You can choose either the
AD marker (xylene-based) or
Prismacolor marker (alcohol-based)
grays—or a range of each. It is not
necessary to buy both kinds.
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Wik GREY ) COOL GREY 2
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[CHERFY)

i

BLFF RLAPLES YELLOY FALE IMDHGD

(BRICE. BEIGE} (EGGIHELL) (CLOUD BLLIE)

{LIME GREEM]

ERAFT BROW™ SAMID

BECAWCOD BLEMT LMBER OLIVE

(SIEMIMA, BADRAMG {DWARK LMBER) | TLINE GREEM)

BURMT SEMMA DELTA. BROWN D&RE. OLIVE
[TEAAA COTTA) (BLACK)

Fig.1-4 This is a palette of markers

useful for general color tasks. The colors
of the AD markers are reproduced here.
The names of the closest corresponding
matches in the Prismacolor markers are

LIGHT Y WILLDAWY GREEN

YELLOWY GREEN
TLIGHT TaM) o LY (LiFEPEEL)

(FRENCH GREY B0

SAPPHIRE BLLE
(LIGHT CERLILEAM BLLE)

[LLAL)

SLATE GREEM
(TEAL BLLUE)

DEEP EVERGREEM
[FEACOCE BLLIE + DARK GREEN)

shown in parentheses. VWhere no close
Prismacolor marker match was found
for an AD marker, a mixture of two
Prismacolor markers is indicated with a
plus (*) sign between the two,



Color Pencils

Color pencils are the mainstay of the color drawings shown in this book. They
are the most frequently used of the color media, the most flexible (they can be
applied very lightly or quite heavily), and the most precise. On small drawings,
marker is frequently less necessary as a color base, because small drawings
require only a color medium that can be applied precisely 1o a given area but
still be removed if the designer makes a mistake or changes her mind. In fact,
color pencil is often the only color medium necessary to complete small draw.
ings, particularly those that are highly detailed.

Sanford Prismacolor and Design Spectracolor pencils are two of the best
brands of calor pencil to use for the kind of color drawing discussed in this book.
Both brands come in a wide variety of colors, are soft enough to apply easily and
smoothly, and are able to impart a solid, brilliant color when necessary. The
Bruynzee| design Fullcolor color pencils (Holland) and the Derwent Studio color
pencils by the British company Rexel Cumberland are slightly harder than the
Prismacolor and Spectracolor pencils, making it somewhat more difficult to cre-
ate brilliant colors without indenting the paper surface. However, the Bruynzeel
and Derwent pencils both offer colors that are unavailable in the American
brands (2-5).

Fig. 2-5 These brands of high-guality

Fig. 2-6 This palerte of gray pencils is
color pencil are widely available, and adequare for most every drawing task

each brand has many different colors. that requires their use.

In this book, Prismacolor pencils are used for the drawings. Recommend-
ed palettes of grays and general colors are shown in figures 2-6 and 2-7. As with
the recommended palette of markers, these pencils are not the only ones we use
at CommaArts. Rather, they are the pencils selected most frequently for a wide
variety of illustration tasks.

WHITE

FRENCH GREY 20% OO0l GREY 30%

CODL GREY 30

CO0L GREY 50K

FREMCH GRET Tox COOL GREY Mok
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Fig. 2-T A general
palette of
Prismacolor pencils
(and one Derwent
BLLISH PiNE LMEHT FEACH CREAM
pencil), useful for
illustrating a wide

variety of materials.

ROEY BEIGE DECD CRANGE CANARY TELLOM

TELLCMW CHARTRELEE BLLIE SLATE

JsrnE AFPLE GREEM

DERWENT

PEACOCK GREEM
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Pastels

Pastels are the fastest and most directly manipulated (worked with the fingers)
of the color media featured in this book. They are also the least controllable at
the edges of shapes; that is, they tend to “go outside the lines” more than the
other color media. They are meant to be used loosely, in order to apply very
quick color to a sketch or study illustration. They blend extremely well and are
mast effective in “high key” schemes of color—those in the lighter ranges of
value. They are espedially well suited for creating very light, subtle colors.

A designer can produce very successful color illustrations without using
pastels, However, larger areas of mixed media color illustrations (those using
marker and colored pencil) can be colored quickly and easily with this medium.
Skies and clouds in particular lend themselves to illustration in pastel.

Pastels are made by combining dry pigment with a methylcellulose binder.

Because of their dry, powdery composition, they erase very easily and cleanly
from maost kinds of paper. Use a soft, high-quality stick pastel for large areas of
color (2-8). These pastels are in the more expensive range, but are worth the cost

inasmuch as cheap pastels tend to leave streaky deposits of color and do not
blend well. The Rembrandt stick pastels can be found in most art supply stores
and have been used for the illustrations that required pastel shown in this book.

If you want to use pasiels on small drawings, use them in pencil form.
These pastels are somewhat harder and more pointed than stick pastels, which
enables the designer to color small areas of a drawing more easily and accu-
rately. Streakiness is not usually a problem, owing to the small areas of color. Just
as with stick pastels, use a high-gquality pastel pencil. The Schwan Stabilo pastel
pencils are widely available and are shown in various illustrations in this book.

it you wish to limit your initial exploration of pastel to a few colors, a use-
ful palette to select from is shown in figure 2-9. If you are an architect or land-
scape architect, purchase at least the blue stick pastels for creating skies in your
illustrations. These skies can lake on the more dramatic qualities of a sunset with
the help of subsequent additions of pastels in the pink and orange range. If you
are an interior designer, you may first wish to test various pastel colors in the
store to find a few colors you will tend to use in your work.

Fig. 2-8 A variety of high-quality pastels.
The stick pastels arranged horizontally
are, from top to bottom: Rembrandt by
Royal Talens {(Holland), Pastel a I'Ecu by
Sennclier (France), Artisti by Maimeri
(ltaly), and Kiinstler Pastell Farben by H.
Schmincke & Co. (Germany). The two
stick pastels arranged vertically are the
Conté stick by Conté a Paris (right) and
Unison Colour, made in England (left).
The pencil pastels are, from top to
bottom, Schwan Stabilo (Germany),
Bruynzeel design pastel (Holland), and
the Conté a Paris pastel (France). Note
that the Conté a Paris pastel has a wider
shaft diameter than most pencils and will
not fit into many electric pencil sharp-
eners. It must be sharpenced with a knife.
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Fig. 2-9 A useful palette of both stick
and pencil pastels. You may wish to
revise or supplement these palettes,
depending on your specific color
design needs.

SCHWAMN STABILO
REMBRANDT STICK PASTELS PEMCIL PASTELS

WHITE 1005 LEGHT C0aDE RED X999

RAd SIERMA 204 5 GOLD DOHRE 2318 A0 £20

INIDRAN RED 3475 558

£l

LILTRAMAAINE BLUE
20ew

PERMAMENT GREEN BLRBST SERMA 4107

CORALT BILIE 5125



Pastel works well over marker and gives the marker a smoother appear-
ance as it modulates its color, Color pencils also work well over pastels. Howey-
er, avoid using felt-tipped media—pens and markers—over pastel, because the
pastel will eventually clog them and tend to dry them out.

Once you have used pastels on part of a drawing, avoid touching that
part. Pastel can lift, smear, and show fingerprints. If you must rest your hand on
a part of a drawing where you have used pastel, place a piece of bond paper
under your hand while you draw. When you are finished with your drawing, you
may wish to apply a light coating of spray fixative to preserve the pastel, but this
can somewhat deaden its luminous guality. If possible, avoid using fixative.
Instead, make a good color copy of your drawing to use for presentation pur-
poses and safely store the original between two sheets of clean paper.

Accents

You may frequently find yourself in a drawing situation where you need
those “final touches” or accents that bring a design drawing to life (2-10).
Touches of white gouoche are good for effecting highlights or "sparkle” on
chrome, water, polished stainless steel, and the edges of glass objects—any-
where a specular reflection may occur, A touch of gouache is also good for cre-
ating the illusion of an illuminated lamp in drawing light fixtures.

Touches of metallic gold or silver may also occasionally be necessary for a
drawing. These can be easily added with pointed liquid marker pens; the high-
lights glisten convincingly when they catch the light. However, metallic pen
accents work best as small touches or dots and should not be substituted for the
designer’s illustration of polished metals (see figures 4-60 through 4-63). Metal-
lic pen accents will not copy effectively on a color photocopier or bubble-jet
copier, so, when necessary, they must be added to each copy.

Fig. 2-10 Media for creating accents in
drawings. You will find a small tube of
Windsor & Mewton Permanent White
gouache and a long, thin “lining brush™
useful for applying borh dots and lines of
white accent. Dots can be applied full-
strength, but lines require that the
gouache be diluted slightly with water in

e R R Y
1

a mixing tray. Liquid Paper correction
fluid is a good “emergency’ white accent
medium when gouache is unavailable,
but it can absorb and turn into a tint of
the color of certain kinds of marker.
Pilot’s Gold Marker and Silver Marker
come in an extra-fine point, good for

applying spots of metallic accent.
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PAPER

The variety of paper types commonly used in the design professions can
be successfully used for color design drawings. Each of these papers—even roll
tracing paper—can be used Lo receive images from a black-and-white photo-
copier, This allows the easy transfer of line drawings from, say, tracing paper to
Canson paper for a more finished color drawing. This capability also enables the
designer to make more than one copy of a line drawing in case an illustration
must be repaired or redone.

Tracing Paper

White roll tracing paper is the maost frequently used paper in professional
design offices for the illustration and development of ideas early in the design
process (2-11). it can be used for drawings of many types, ranging from pre-
conceptual doodles to finished color illustrations.
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Tracing paper is an excellent surface for color design drawings. It takes all
pencil, dry media, and felt-tipped line media well and erases cleanly. Markers
bleed only slightly and appear muted—usually an advantage. Its translucency is
less refined than that of mylar or vellum. This, too, is an advantage, because
when color pendil is applied on the back of a line drawing on white trace, it
appears softened, more even, and less mottled or streaky when viewed from the
front. When toned paper is slipped behind a color illustration that is drawn on
white trace, its lighter pencil colors appear more luminous. This quality, which is
also imparted to color photocopies of this arrangement, is advantageous in cre-
ating lighting effects in both exterior and intetior illustrations.

We usually use Bienfang brand, No. 106, white tracing paper in 12" or 18"
rolls. One of the few disadvantages of white trace is that its thinness makes it
somewhat fragile. It is susceptible to holes from electric erasure, particularly if
the harder erasing strips are used, Because oils and perspiration from your hand
can cause it to curl, use a piece of paper under your hand if you find you must
rest it for any length of time on the tracing paper as you draw.

Fig. 2-11 A typical exploration of a
design concept on white tracing paper.
The linework was drawn with Blaock
Prismacolor on the front of the sheet,
and color pencil was applied to the back.
Mote the white accents applied to the
front with Liquid Paper correction fluid.

y Gasle verm, o1
* Fubpamade ™
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Toned Papers

One of the greatest advantages of toned paper is that it allows the design-
er to complete a color design drawing very quickly, as only the center of inter-
est need be colored for the illustration to have a visual impact. This iz because
the greatest contrasts will most likely occur within the colored area. If the same
is attempted on white paper, the strongest contrasts are often inadvertently cre-
ated at the edges of the colored area, where, frequently, the marker stops and
the white paper begins. This area competes with the center of interest. This is
not to say that partially colored drawings on white paper are impossible, but the
designer must take more care to fade from the colored area into the uncolored
part of the drawing.

Toned papers also allow the designer to create dramatic effecls very easi-
ly and efficiently. Highlights become vivid, and the colors of pastels and color
pencils can be made to appear luminous with little effort. Darks can be added
where necessary, and middle tones need only be lightly colored or even left
uncolored. Far less effort is spent trying to adequately cover the white of the

paper when illustrating medium- or low-key color schemes,

There are two common types of toned paper that work especially well
with the color media discussed in this book: diazo print paper and Canson

paper.

Diazo Print Paper

The diazo reproduction process is widely used throughout the design profes-
sions. Diazo reproductions or prints of drawings originally created on such
translucent drawing surfaces as vellum, mylar, and tracing paper are easily
obtained in most design offices, design schools, and copy shops (2-12). Repro-
ductions of working drawings are often made on "blueline” paper, which has
blue lines and a biue background, but blackline and brownline papers are also
available. Blackline paper is preferable for color drawings, because its lines and
background color, a cool gray, are relatively neutral in hue,

Diazo print paper has excellent tooth {(ability to extract smooth, rich
deposits of color or tone from dry color media, such as pencil or pastel) but a
smooth texture. It takes marker well, although new markers tend to bleed owing
to the paper’s lack of density.

Fig. 2-12 A study of the stern for a
proposed riverboat. Marker, color pencil,
and white gouache on blueline diazo
paper. (Drawing: Bryan Gough)
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In addition to carrying a reproduced image of your original drawing, a
major advantage of the digzo print is that the value of its background can be var-
ied, ranging from no background (hence, white) to nearly jet black. The faster
the speed of the machine is set, the darker the resultant print. Backgrounds in

the medium to medium-light range will give applied pencil and pastel colors a

Fig. 2-13 In this strectscape study, a
pencil drawing on vellum was printed on
blackline diazo paper. The vellum was
fed bottom-first into the diazo machine,
and the speed was gradually increased
to its fastest as it reached the top, or
sky, portion of the drawing. The bottom
of the resultant print appears to be
illuminated by the streetlights. Note
how little color—marker, pencil, and
white gouache—is necessary to

illustrate the idea.

degree of luminosity, whereas medium-dark Lo very dark backgrounds are excel-
lent for creating night scenes. If the speed control is varied as the print &5 being
made, the background will correspondingly gradate from lighter to darker. A
graded background can create a dynamic effect and can be used to sel up var-

ious lighting effects for the drawing (2-13).
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Canson Paper

The Mi-Tienes line of paper manufactured by Canson-Talens is called Con-
son paper in this book, It is a high-quality textured, toned art paper that comes in
a wide variety of subtle colors as well as a number of different colors of gray. It
provides an excellent background for color design drawings and accepts marker,

color pencil, and pastel quite well (2-14). Canson paper has a more pronounced
texture than the other papers described in this chapter, and this guality helps to
mask errors and streakiness inherent in pencil application. In fact, the textural
quality of the finished drawing is a unifving factor that helps tie the elements of
the illustration together. You can see that the texture of the paper is slightly more

DR & W I N G F O R iC

pronounced on one side than on the other. Either side can be used.

Line drawings can be transferred to the lighter colors of Canson paper
with the use of a light table, which is helpful particularly if vou want to keep the
lines very light. If line value is not an issue, a faster and easier way lo make the
transler is by using a black-and-white photocopier. Once a line drawing is pho-
Llocapied onto the Canson, it should be lightly sprayed with Krylon Crystal Clear,
because the photocopier toner often dees not fuse completely to the rough
paper. This clear acrylic coating, which dries in a few minules, will help prevent
the lines from smearing with normal use. Remember to use only alcohol-based
markers on photocopies.

Fig. 2-14 This is a study of suggested
maodifications to an existing building.
A line drawing was photocopied onto
Canson paper, and color pencil was
subsequently used to highlight the
maodifications.
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White Paper

Bond Paper

During the design process you will frequently want to make an ordinary
black-and-white copy of a line drawing and then add some quick color for an
impromptu review or meeting. Photocopiers are usually stocked with ordinary
bond paper ranging from letter size (82" x 11") to ledger size (117 x 177). Large-
format black-and-white photocopiers, such as the Xerox 2080 or the OCE Brun-
ing 9400, can produce enlargements on sheet sizes up to 36" wide and of any
length,

Fig. 2-15 A photocopy of a line drawing
on ordinary 82" x 11" bond paper was
colored with alcohol markers, color

pencil, and touches of white gouache.

The bond paper used in large-format photocopiers is somewhat thicker
than that used in office copiers, but the quality of the paper is similar. It is rela-
tively smooth, yet has sufficient groin {tooth) 1o allow the use of color pencils
and pastels (2-15). Markers can also be used successfully on bond paper, but
they will bleed more than on the other papers described in this chapter, due to
its greater absorbency (see figures 3-9(a) and 3-9(b}). f possible, use a high-
quality, heavyweight (24 |b.) type when using bond paper for color drawing.




Bristol Paper
Bristol paper is a dense, high-guality paper that yield

when used with the color media described in this book. It has the right amount

of tooth to take pencil and pastel beautifully. Because of its density and ma

markers bleed very little when applied to Bristol paper (2-16]

L==10)

This versatile white paper can be run through many black-and-white pho
tocopiers, and the toner usually fuses well to its surface. Because it is very transiu
cent on a light table, drawings can be traced onto it quite easily. If you prefer

the lines to be subtle, trace the original drawing onto the Bristol with .5 mm

mechanical pencil using a 6H lead

er ol high-quality Bristol papers are available in most art supply
for color design illustration include the Strathmone Bris-
. and Canson Bristol. Both are two-ply and have a vellum finish. The

pad size is adequate for most illustration tasks. Bristol paper, like toned

1as one side with r

a very slightly rougher texture than the other
side can be used, the texture is so subtle that the rougher side

preferable

Fig. 2-16 This design study of a
combination sign and light fixture is
drawn on Bristol paper with marker and
color pencil. The shade of the light
fixture is subtly colored with two colors
of pastel that grade from warm to cool.
Mote also the subtle highlights of white

gouache, (Drawing: Henry Beer)
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I ECHNIQUE

Desl'.gners usually work within time constraints. The reasons vary, ranging from
tight fees to looming construction starts. This time pressure trickles down, of course, to
all parts of the design process, including the illustration of design ideas.

The techniques discussed and illustrated in this chapter form the basis for the
approach to color design drawing presented in this book. They have evolved because
they help make the process of illustrating ideas during the evolution of a design—from
conception to design development—efficient and effective.

If you are unfamiliar with the media and paper introduced in Chapter 2, experi-
ment with them. As you become more familiar with them, you will discover that there
are few firm rules that govern their use. This chapler offers some guidelines for getting
the most from these media and papers. Feel free to modify them in a way that works
best with your specific approach to the illustration of your design ideas.

WAYS TO APPLY COLOR MEDIA

The techniques that follow show ways to apply a variety of color media. Once
you familiarize yourself with them, you may wish to create variations that more closely
meet your own approach to design drawing.
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Color Washes

A wash, a term originally used in watercolor art, describes a deposit of
colar on paper, There are two kinds of color washes you will use continually in
color design illustration—the even wash and the groded wash.

The Even Wash

An even wash is often used as the base color for many parts of a design illustration,
such as a wall or sky. Certain media described in Chapter 2 lend themsealves to
ever washes more than others. Markers, for example, usually leave a faint striped
effect. Although this is not a problem in most illustrations, there are ways Lo min-
imize the effect when necessary (3-1). The faster you work with marker, the
smoother the results, because the camer {alcohol or xylene) remains fresher, allow-
ing each successive swipe of color to blend more thoroughly with its neighbors.

Fig. 3-1 When you apply marker, first

If the marker color must appear
smoother than usual, apply a second
marker coat by stroking the marker in a

outline the shape of the area you intend
to color using the marker’s tip (left).

When you subsequently fill in the shape
with color, there is less chance that the
color will stray beyond the lines.

direction perpendicular to the first
right).

Washes of pencil or pasiel are easier to create, as lhese media do not
“bleed” and are thereby more controllable (3-2 through 3-5). Although they
alter a marker’s color, they lend to smooth its appearance, as figure 3-10 shows.

Applying a very faint wash of color, often with pastel or pencil over mark-
er, is referred to in this book as flovoring a color.

Fig.3-1 Use the side of the pencil point
when applying a pencil wash to get a
more even application. Stray pencil
color can be easily removed with an

electric eraser.

Fig.3-3 Use the side of a piece of stick
pastel (top) or the side of a pastel pencil
(right) to apply these media to paper.
Maintain light hand pressure to avoid
streakiness. You can also scrape the side
of a stick pastel with a knife (left) to

deposit the color onto a drawing.




. ) . Fig.3-4 Once the pastel is deposited

: . : onto the drawing surface, there are a
number of ways to distribute it.You can
use your finger (a), which will give you
the least smooth, though darkest,
deposit of color. By wrapping a tissue
aver your finger, you can make your
pastel color more even and somewhat
lighter (b). The use of a picce of soft
leather chamois (the kind used to polish

cars) will make the pastel application

even smoother and lighter (). Chamois

can be obtained at an auto supply store.

Fig. 3-5 An electric eraser with a soft
iamies R i white erasing strip can be used to easily

[r—————+ clean up the edges of an overextended

J:D'_l—'_[—_ i pastel application.
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The Graded Wash

A wash of color that progressively changes in color dimension over a surface is
called a groded wash. A graded wash may change in hue, such as from red to
yellow, in value from lighter to darker, or in chroma—for example, from grayed
to saturated. In your surroundings, a surface often changes in more than one
dimension at a time, as when a sky grades from a tint of violel at the horizon 1o

a maore saturated blue at its zenith.

Fig. 3-6 Graded washes of marker are
usually made with the grays, inasmuch

as their progressive value designations
lend themselves to this kind of
application (a). Dark-to-light applications
are easiest.

It is important to work quickty. If, for
example, you begin with a Warm Grey #5
marker, briefly scrub the leading edge of
the marker deposit you make with the
next lightest marker to blend the edge
between the two, Most likely, this will be

Worm Grey #3. Continue with Warm Grey
#3 until you begin with Warm Grey #1,
and repeat the process at the edge. If you
want to grade back into the paper color,
repeat the edge treatment at the edge of
Warm Grey #1 with a coloriess blender
marker. After you experiment with this
kind of gradation, it becomes quite easy.
A graded wash with pencil (b) is best
accomplished with the side of the pencil
point, Here, Derwent Blue Violet Loke
#27, Mineral Orange, and Jasmine pencils

Very few surfaces in your world appear evenly colored, owing usually to
the play of direct and reflected light. You will see gradations of color everywhere,
from the surfaces of the room that surrounds you to the way light influences the
colors of a tree. Gradations of color make an illustration appear more realistic
and far more dramatic. They can be used to build necessary contrasts subftly,
almost unnoticeably. These washes can be made with marker, color pencil, and
pastel (3-6).

were progressively blended one into the
other. Each color was extended far
encugh into the next to ensure a
smooth gradation.

The pastel graded wash {c) was easily
created by scraping the Rembrandt stick
pastels Permanent Green Deep £19.9 on
the ceiling on the left, Utromarine Deep
506.9 in the center, and Row Sienna 234.9
on the right side. The three colors were
distributed by finger, then evened and
blended with a chamois.



Ways to Modify Colors

Design ideation is an iterative process. In most cases, you will find that
once an idea initially bursts forth onto paper, you instantly begin a dialogue with
yourself: Move this here, shift that to there, add this, delete that. All those
thoughts and feelings happen at lightning speed, without words and almost
beneath natice.

Color is one of the elements in early design illustrations you will most cer-
tainly want to adjust easily. You will want to "massage” it, shift its dimensions,
sometimes only slightly and at other times more significantly as your design
effort progresses.

Any combination of color media, whether similar—such as pencil over
pencil—or differing—such as pastel over marker, is legitimate for the purposes
of color mixing and adjustment as long as the media are compatible. When
you attempt to modify a color, you will achieve the best results when you use
another colar to do so. Extensive use of a neutral color (gray, black, or white)
applied over chromatic colors to modify them can make your drawing dull or
muddy.

Fig. 3-7 A Deco Blue pencil (a Munsell
blue, top left) is applied over a Pale
Cherry marker (a Munsell yellow red,
bottom left). Because the colors are
complements, the result is the gray

shown on the right.
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Keep in mind that, in general, when two colors are mixed, the resulting
color will be somewhere between the two. An exception to this precept applies
to markers. Because marker applications are transparent, the darker markers will
predominate and overwhelm lighter markers. But with most media, including
markers of similar value, the rule of thumb holds. If, for example, a light red pen-
cil is applied over a dark blue marker, the resulting color will be a medium-value
purple. If a color pencil with a blue-green hue, such as Deco Agua, is applied as
a wash over a pencil color (of similar value) that is green-yellowish in hue, such
as Yellow Charfreuse, the resullant color will be somewhere between the two, in
the green hue range.

The further away the two colors are from each other on the color wheel,
the more grayish the resultant hue. Refer to the color wheel in figure 1-12. If a
Deco Blue pencil (a blue hue) is used to draw over its visual complement, a yel-
low-red hue made with a Pale Cherry marker, the result will yield a gray. This gray
is a livelier, more interesting gray than a perfectly neutral gray, however, and
much belter suited for the purposes of color design drawing (3-7).

Although pencils and pastels can and should be blended with themselves
to create more interesting colors, some less commeon combinations of color
drawing media can also yield rich, though subtle, colors, Such combinations are
discussed and illustrated in the following paragraphs.

Marker over Marker

The best way to begin a color illustration that requires marker is to apply a mark-
er base color that most closely approaches the color you intend. If you want to
muodify it—adjust its hue, value, or chroma—you can do so by applying other
marker colors, pastel, andfor color pencil over the original marker color (3-8
through 3-11). If your marker colors tend to “bleed” past their intended bound-
ary, see figure 3-9 for ways to control them. Markers tend to bleed more on less
dense papers, such as bond and diazo prints. This happens particularly when the
markers are new, owing to an excess of the alcohol or xylene carrier. This prob-
lem will self-correct as you use your markers.

G M M U N1 C AT B N |45
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Fig. 3-8 Markers can be applied over
other markers to create new colors,
One of the most common uses of
marker blends is to reduce the chroma
of the underlying color. This can be done
by using complementary marker colors.
In example (a), 2 Willow Green marker is

i
el
¥ % .-"
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applied over a Burnt Sienna marker.
Another way to achieve similar results is
simply to apply a gray marker over the
first color. In example (b), 2 Warm Grey
#3 marker 15 applied over the Burnt
Sienna.




Fig. 3-9 Marker that “bleeds"” past an

edge can be controlled by gently blowing
on the marker tip as you apply it near
the edge {a). This accelerates the
evaporation of the carrier solvent and
reduces the spread of the dye.

If bleeding has already occurred, the
edges of the marker colors can be

“trimmed" with color pencils that are

similar in color to the markers (b). The
semiopaque pencils will cover the
bleeding fairly well. In the example here,
Cloud Blue pencil is applied with a
straightedge where the Sapphire Blue
marker meets the Flesh marker, and
Light Peach pencil is used to cover areas
where the Sapphire Blue has bled into
the Flesh.
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Pastel over Marker
Pastel can be applied over marker quite effectively. The resultant color is a visu-
al mixture of the underlying marker color and the coating of pastel. The more

pastel you apply, of course, the more the resultant color will shift toward that of
the paste| {3-10).

Fig. 3-10 Pastel smooths the streaked
appearance of the marker base as it
also shifts the dimensions of its color.
In {a), a near-complementary
Permanent Green Deep 61%9.7 is applied
over Flesh marker, resulting in a grayish
green. As more pastel is wiped from
atop the marker, the more the marker
will show through.

Marker colors can be tinted with
pastel. In (b), White pastel has bean
applied over the Light vy marker on
the curved fascia to the right.

Pastel can be used to “bring up'
color from gray, as in (€}, where Raw
Sienna 234.9 pastel is applied over the
graded wash of Warm Grey markers
shown in figure 3-6a,



Pencil over Marker and Pastel
Color pencil works well over marker and pastel. It not only can shift the dimen-
sions of the marker color, it can add texture while doing so {3-11}. This is a ben-

efit particularly in illustrating materials, as you will see in Chapter 4.

Fig. 3-11 Color pencil over marker
can simultaneously shift the color of
the marker as it creates texture and
pattern. Figure 3-11 (a) shows Celadon
Green pencil applied aver Mauve
marker. These near complements
reesult in a lively gray. In (b) a graded
wash of color pencil, from Light Peach
to Terro Cotta, is applied over French
Grey 30% Prismacolor marker.
Although the grain of the paper causes
the pencil to produce a texture, the
underlying gray marker diminishes the
impact of this texture. In (c) Light
Peoch pencil is used to apply the grain
pattern to a beam initially colored
with a Kraft Brown marker. White
pencil is used over the pastel and
Warm Grey marker in (d) to draw the
grout joints of the tile floor,
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IMPRESSIONS OF MATERIALS

Many newcomers to color design drawing often feel overwhelmed when
they attempt to create an illustration that shows a variety of different materials
This happens because they assume that each material must be illustrated in
time-consuming detail to adequately communicate its character. But this is to
confuse design illustration with photography.

Most of us have gained much of our impressions of the world through the
photographic image—imagery whose every part is usually in sharp focus. It
should come as no surprise, then, that beginning designers assume they must
replicate a similar level of detail to communicate their ideas. However, this is not
nowy wWe e,

Look up from this page and focus on something in your field of vision—
near or far. Without moving your eyes from this object, notice that you perceive

everything surrounding it in much less d

. In fact, as you fix your eyes forward,
the very edges of your field of view are so indistinct that they are simply color-
less blobs of light and dark. The average content of your field of view is far more
impressionistic than a photograph

One of your jobs in the early stages of the design process is to utilize the
language of illustration to quickly assemble the many decisions about the form,
space, proportion, scate, and chorocter of a project into pictures—usually called
ourself and rev

studies or skefches—for feedback Lo v iew by others. Some of these

pictures can be adequately communicated through line drawings. However, it is
the visual communication of the additional information about the character of
the space—color, light, materials, pattern, texture, and furnishings—that trans-
forms a space into a ploce

Because much of the way you see is impressionistic, your illustrations of
previews of your ideas about places can be likewise impressionistic without
seeming inappropriate. These impressions of materials can also be created far
more quickly than detailed illustrations (3-12). Attermpl to create impressions of
materials that are easily understood by an untrained viewer.

Chapter 4 offers time-efficient approaches to illustrating a wide variety of
materials commonly used by architects, landscape architects, and interior design-

ers. Experiment with these approaches until you find those that work best for you.




Fig. 3-12 Impressions of materials
almost always begin with a line drawing
to guide the color application. These line
drawings can be quick and loose,
because the color will more clearly
define the images.

An impression of the stone in (a) has
been drawn in {b) by rapidly mixing
Sand, Kraft Brown, Willow Green, Flesh, and
French Grey 30% markers. Light Peach,
Yellow Ocher, Celodon Green, and French
Grey 30% pencils were loosely washed
aver the marker. The shadow between
the stones was applied last, with Black
marker, to complete the illustration,

The fabric in (c) has been approxi-
mated in (d) by first drawing the diffuse
shadows with Cool Grey #1, #3, and #5
markers. The entire fabric surface was
then washed with the lighter Sapphire
Blue marker and the design approximat-
ed by delineating the negative spaces
with a darker lce Blue marker. Celadon
Green and Jasmine pencils were used to
add the colored stripes, and Cool Grey
70% pencil delineated the thin stripes.
The shadows were softened further with
Indigo Blue pencil, and the darker parts
were washed lightly with the side of the
Cool Grey 70% pencil.
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CREATING THE EFFECTS OF LIGHT

In addition to creating successful impressions of materials, a designer can
further communicate the character of proposed places by cullivating skills in the
illustration of the effects of light. This is also the most convincing means of
revealing the intended forms and spaces to the viewer of an illustration.

It is assumed in this book that you understand the basics of how to illus-
trate and “cast” typical exterior and interior shode and shadow: This is a critical
{but easily learned) skill for all designers of places, because a thorough under-
standing of how light works on forms and in spaces will, ultimately, influence
your design decisions. As mentioned in Chapter 1, much can be leamed about
the behavior of light on forms and in spaces by careful observation of the world
around you,

There are two important gualities you should understand about shade and
shadow before you atternpt to illustrate thern in color. First, the shade and shad-
ow should appear transparent (as opposed to “applied”), and, second, the dis-
tinctness of the edges of the shadows should be appropriate to the lighting con-
ditions.

In drawings of exterior views, shadows usually have distinct edges, inas-
much as a sunlit condition is typically illustrated. In fact, the contrast at these
edges can be intensified through the use of gradations of value. This is known
as “forcing the shadow.” Shadows in interior settings are often caused by dif-
fused or indirect sources of light and have indistinct edges. Indistincl shadows
can also be caused by reflected light from “secondary”™ light sources, such as
sunlight reflected from a wall. Interior shadows are generally more subtie and have
less contrast with their neighboring illuminated surfaces than exterior shadows.
Interior objects often have multiple shadows, as interiors usually have multiple
sources of light. Notice, too, that interior shadows appear to gradate in value
maore than exterior shadows, appeaning darker at the base of the casting object
and becoming lighter as they progress away from the object. Make studies of
interior shadows, using the color media described in this book, to build your
skills in illustrating interior shadows. Do not be discouraged at their apparent
camplexity, In your interior design illustrations, placing interior shadows, not too
dark, in approximately the right locations, will in most cases be sufficient to
"anchor” the shadowed objects Lo the page and help communicate your design
ideas (3-13).

Surfaces in shade and shadow will appear transparent if they are of a value
appropnate to the sunlit portion of the same surface. That is, shades and shad-
ows on light-value surfaces will be lighter than those on dark surfaces (see also
figure 1-1). In addition, the textures and patterns that appear on the sunlit parts
of a surface should be continued into the shaded and shadowed portions of the
surface If the patterns and textures are not continued, these portions of the sur-
face appear obscure and muddy, as if painted with black or gray paint (3-14).

Enterior shadows often grade
n vzluse, becoming darker

toward their point of arigin. fou will usually see shadows

Imterior dhadet and dhedows within shadows in interiors as
e it Chan pre diffuse |

rather chan distno |

wll as multiphe shadows case

by the same object

|

These shadows worg made with warm grays
%I and &1 their colors were developed and
their edges softened with color pencil. The
gray markess are pocd for illusrraong diffuse
shadows beczuse they can be made into any
coldpr and have predictable valoes.

Fig. 3-13 A typical interior shadow.

Fig. 3-14 The basics of exterior
illumination and color are explained in
terms of typical errors (a) and

caorresponding recommendations (b).




SKY
Single marker coler (Sopphe Blue) for
shy is time-consuming. and gives —
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cartconlils Appearance

MODELING

Me light-to-dark modeling on
trees leads o flat appearance

GRADATION
Lack of gradasion of color leads to
flat, "dead" illustrations

MINGLING
Calars nat "mingled” results in colars
that are oo bright. and to a lack of
cohesiveness in the illustration,

SKY
Sky indicaced as gradadon of hue with

pencil (Light Peach wo Lipht Cerwlean Bluel. B == O

MODELING
Trees modeled with light and dark
grees them a substantial loak.

GRADATION
Walzes of cobor from lighe o dark
helps to “force” the shadows,

MINGLING
Colars mingled extensively he]p Tie the
illustration tegether while reducing
chromag of the colors. For example,
Limepes! and Light Cerulman Bive pencils
were used gver the brick: Terra Carta
pencil was wsed on the grass.
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MATERIALS
Materal indication too
dewiled, ume-consuming,

SHADOW TRANSPARENCY

Cool Grey #3 marker was simply applied over
suniet marker eolor, retulting in 3 huee mismanch
Lack of material indication gives shadow a
“painted on” appearance.

REFLECTIONS
Windows with ne ndication of
reflecuvity appesr “dead™

SHADOW VALUE

Same marker (Cool Grey 23] used for
shadiows. regardless of value of material,
creating a msmatch berween the sunlic
and shadow values of each materal.

MATERIALS
Materials indicated as mpressicns
mestead of liverally,

SHADOW TRANSPARENCY

Shadow color i a lower value, but same hue and
chroma as sunlic colors, (Mowe the excepdon on
the trees—used to create appearance of sunsec
light.} Material indications, grass and tree textures
oecur in thade and shadew as well as on senlit
surfaces. Moze hew morear jaint value is light in
shadow 1o maintin visibilicy

REFLECTIONS
Simple reflections in windows allow
therm 1o appear more alive.

SHADOW VALUE

The values of various materials correspond
o oog anodher in sunkght and shadow.,
Drark materials have dark shadows; light
miaterials have lighter shadows.
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Lighting Situations

There are a variety of lighting situations that can be created easily with the
media and papers shown in this book, including exterior daylight (3-15), interi-
or light (3-16), dusk—or dawn—Ilight {3-17), and nighttime light (3-18). The
approaches to illustrating these kinds of lighting situation are explained in detail
in Chapters 4 and 7.
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Fig. 3-15 This entry study for a retail darkened toward the same edge.
project shows a typical exterior daylight Bubble-jet copy of felt-tipped pen,

lighting condition. Mote how the shadoew — marker, color pencil, and white gouache
on the building is “forced.” White pencil on white tracing paper. 8" x 127,
is used to grade the sunlit portion of the  (Drawing: Bryan Gough)

wall to a lighter value, and the shadow is

-



Fig. 3-16 The shadows in this interior
study have diffuse edges and grade in
wvalue. Color was added only to the
center of interest, then graded back into
the line drawing and white paper to save
illustration time. The figures are

"'-imf""f’ 2

8iFilL:

T

: F‘ﬁ'_/ LIGHTER AND FRESHER
L1 4

Skylighting would enhance

the feeling of freshness in
the food courl. A lighter,
more casily mainlained
floor could be
accomplished with

darkened somewhat to help the food-

service tenants appear more luminous.
Alcohol-based marker and color

pencil over black-and-white photocopy

on bond paper. 117 x 177,
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Fig. 3-17 This dusk rendition of a building
study was drawn with a Micron 005 felt-
tipped pen on white tracing paper. Block
Prismacolor pencil was used to darken
the roof, parts of the building front, trees,
and the lower portion of the drawing in
order to accentuate the building's internal

glow by way of value contrast. Color was
added to the back of the drawing with
color pencil, and white accents were
added as a final touch to the front of the
drawing with white gouache.

Caolor photocopy with gray Canson
paper behind original. 11" x 177,




3-18 This night scene began as a
line drawing on vellum, fed diagonally
through a diazo machine. The lower right
of the drawing was fed first into the
machine, and the speed gradually
increased to maximum as the drawing
progressed to the upper right. Color was
added to the print with color pencil.
Pastel was used on the wedge-shaped
banners on the building facade to make
them especially luminous. A wash of
white paste| was added to the ground at
the entry and graded with a chamois. In
this special case, the figures were added
with black marker over the pastel—far

er than attempting to work oround
each figure. A large black marker was
also used to make the sky darker, so that

the searchlight effect (applied with white

pastel on a chamois, using a cut-paper

template) would be more visible. White
gouache was added when the illustration
was complete, to create stars, lighting,
and to brighten the interior. 18" x 24",

(Drawing: Henry Beer)
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THE RETROCOLOR TECHNIQUE

nique opens new opportunities in combinations of media. For example, Black Pris-

The retracolor technique is a fast and highly effective color illustration tech-  macolor—easily erasable and capable of beautifully producing smooth shade and
nique we use frequently at CommaArts, because it works best on common white  shadow—can be used with marker. Photocopies can be colored with xylene-based
roll tracing paper. It permits color design illustrations to be created quickly, lends  markers. Felt-tipped lines stay crisp and dark, no lenger dimmed by color pencil.
itself to a wide variety of lighting situations, allows easy alteration, and repro-  Color media of all types can be applied much more quickly and loosely, inasmuch
duces {and enlarges) beautifully. as when the drawing is turned right-side-over, the unobliterated linework contin-

These illustrations are easy to make. The linework is drawn (or photo-  ues to organize the image into a coherent illustration (3-22). The color also appears
copied—see figures 7-5 through 7-9) on the tracing paper as usual (3-19). Shade  smoother and more even. In addition, both the color and the linework can be eas-
and shadow are applied to the same side of the paper as the linework (3-20). How- iy altered, each without interfering with the other. Finally, design drawings done in
ever, the color is applied to the other side of the paper, where it cannot dim, oblit-  the retrocolor technique lend themselves to a variety of dramatic lighting effects
erate, or smear the linework and shade and shadow application (3-21). This tech-  with little or no additional effort, as explained in the following discussion,

Fig. 3-1% Line drawing on white tracing
paper made with Black Prismacolor
pencil and straightedge. A straightedge
can help a designer “aim™ her lines
maore easily toward the vanishing points,
keep the lines thin, and apply them
more quickhy.

Fig. 3-10 Shade and shadow have been
applied, also with Block Prismacolor
pencil, to the same side of the paper as
the linewaork.
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Fig.3-121 Color is applied to the bock of
the drawing with color pencil. This step
should be done while working on a toned
surface, such as kraft paper, because the
drawing is repeatedly turned over to
evaluate progress. The color for this
illustration took about an hour to apply.

o M M U NS AT I O N

Fig.3-22 The finished drawing. Motice
how the linework, unaffected by the
color application, neatly organizes the
rapidly applied color, Lighter colors have
been used in the windows, as the
drawing is transformed into an evening

scene in subsequent steps, 4" x 177
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TONED BACKGROUNDS

lllustrations with toned backgrounds have three distinct advantages over
those created on opague white paper. First, they can be made more quickly, as less
time and effort must be spent “fighting the white” that often shows through the
application of color media. The reason is that, unless you are intentionally creating
a very light illustration, the average value of a typical illustration is lower than that
of white paper. Second, you can “apply™—and thereby more carefully manipu-
late—the ilumination as well as the shade and shadow in the illustration. Finally,
toned papers provide a wider range of opportunities for easily creating drama and

Fig. 3-13 This restaurant study uses a
blackline diazo print, run at a faster-
than-usual speed, to illustrate the
impacts of a proposed exterior view.
Marker was used to apply the dark
values, color pencil the lighter ones.
18" =« 24",
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impact in your design illustrations. In many kinds of toned-background illustrations,
markers are applied first, creating the values that are darker than the paper. Color
pencils and pastels are then applied to create the effects of light and colors that are
lighter than the paper. All toned backgrounds lend themselves most readily to ilustro-
tions in witich {he viewer is looking from larger, darker surroundings into areas of small-
er, lighter conditions.

Diazo prints, mentioned in Chapter 2, can easily be made with either even
or graded background tones. The designer need only provide the highlights and
fowlights at the center of interest to bring the illustration to life (3-23).
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Canson paper can be used in a similar way to diazo prints, but offers a
greater choice of background colors that you can use to complement the
scheme of colors used in your illustration (3-24).

Design illustrations that use the retrocolor technigue can be tumed into
toned-background illustrations simply by slipping colored paper (kraft paper,
Canson, or Pantone paper, for example) behind the illustration to enhance its
lighter values {3-25 and 3-26). Color is often applied on the back of these illus-
trations while the designer is working on a toned surface, such as kraft paper, in
order to judge where and how much color pendil and pastel should be applied.

Fig.3-24 The shade and shadow were
applied to this felt-tipped pen line
drawing with the use of herizontal lines
to create their tones, because even
tones often do not copy well on a black-
and-white photocopier. The drawing was
then photocopied onto Cansen paper
(#343,“Pearl”), sprayed lightly with
Krylon Crystal Clear, and finished with
color pencil. The light value is White
Prismacoler pencil; the shadow color is
Bilue Violet Lake #27, a Derwent pencil.
10" = 12",

a
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Once a portion of the back of the drawing is colored, it can be turned right-side-
up and rested on the kraft paper for evaluation. These illustrations in particular

lend themselves to dramatic dawn, dusk, and early evening lighting effects,
because it is at those times of the day that the exterior surfaces, lighting, and
interior illumination are simultaneously evident (3-27 and 3-28).

Black backgrounds are also used to create impact in design illustrations
other than night scenes, such as in the illustration of illuminated signing (3-29)
and high-finish objects (3-30).
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Fig.3-15 This retrocolor drawing on

white trace uses Block Prismacolor
pencil on the front for line and shadow;
color has been applied to the back. The
blue Pantone paper (# 18-4051,"5treng
Blue') placed behind the upper left half
enhances the drawing’s lighter values,
giving it a moonlit guality. 12" x 18",




Fig.3-286 This test print is a bubble-jet
copy of a retrocolor drawing with strips
of “Pearl” Canson paper (left), darkened
blueline diazo paper (middle), and krafc
paper (right) placed behind the original.

It was used to decide on the best
backing paper color for a “dusk”™ effect.
The blue was chosen for the enlarged
final copy. 11" = 17",
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Fig. 3-17 The illustration shown in
figure 3-22 with kraft paper placed
behind it. Mote how the windows now
appear illuminated.

Fig.3-28 The illustration shown in
figure 3-17 with Pantone paper

(# 18-4051,"Strong Blue') placed
behind it to the ground line of the
building. This darker paper intensifies
the lighter pencil colors even maore than
the kraft paper, instantly creating an
evening scene. By adding a graded value
to the lower part of the remaining kraft
paper with Black Prismacolor pencil, a
slight “glow" from the building was
easily effected. The bubble-jet copy
process, shown here, strengthened the
effect.




Fig. 3-1% This black-background
illuseration was made by running an
acetate “reversal” (black background,
clear lines) of a fele-tipped pen line
drawing through a diazo machine. The

copy, a blackline print, has a black

ka%%

background with white lines. The neon is
created by applying white gouache over
color pencil (see also figures 4-76
through 4-7T8). 127 x 147, (Drawing:

Henry Beer)
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Fig. 3-30 The creation of a medium- covered in black marker. Highlights and
value blackline print of a line drawing lowlights were added with gray marker,
was the first step in making this fele-tipped pen, color pencil, and white
chromed public addressitime station. gouache. 127 x 14", (Drawing: Henry

The background was then guickly Beer)



CHAPTER a7

FLEMENTS, MATERIALS,
AND FINISHES

This chapter presents an encyclopedia of techniques you can use to illustrate a
wide variety of typical elements, materials, and finishes used to create places for peo-
ple. These techniques illustrate the most difficult—and most widely used—middie-
ground views of these elements, materials, and finishes; distant views of design ideas
have little or no detail, and close-up views are rarely drawn or, if they are, are frequently
shown in silhouette.

The approaches to these techniques follow a similar pattern. First, the paper type
is selected that will create the most effective background for the illustration. White
paper is used for many of the techniques where ordinary lighting effects are required.
Bristol paper is used in this chapter for the white paper, as it presents the technigues
maost clearly. However, these technigues can be effectively employed on the bond,
trace, and diazo papers you typically use in practice. You will notice that toned papers,
such as Canson and diazo print paper that has been run through the machine at a
faster-than-usual speed, are used for techniques that depict various effects of light.

Second, once the linework is on the paper, the shade and shadow are added. In
the examples shown, shade and shadow are often applied with gray marker, because
the values can be chosen readily. An exception is the retrocolor technique, where—

| owing to the paper type (white trace) and small size of the illustration—the shade and
shadow are more effectively applied with Black Prismacolor pencil.

Once the shadows are drawn, the marker base is applied, over which the pastel
| and/or color pencil follows. Fine-line felt-tipped pen (often Pilot Razor Point) is used to
add the final delineation and augment the pattemns and textures. Accents of white
gouache are usually the last touches. Gold or silver marker accents, if necessary, are
added to the final copy of the illustration, because they will not photocopy.

This chapter illustrates only one material, finish, or element at a time. When you
approach an entire drawing, however, all these parts will evolve together, as Chapters
6 and 7 will show. Your drawings may often not look like much after the first few steps,
but don’t be discouraged; a drawing usually does not “come alive” until the latter steps
or even until you apply the accents.
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You will find it very useful to have a wide variety of visual references at your fin-
gertips while creating design illustrations. This source file, whether books with pho-
tographs, whole magazines, clippings, or snapshots, allows you to complete your illus-
trations much more quickly. Your source file may include such referents as people (sit-
ting, standing, walking, leaning), architectural materials, landscape elements (trees,
shrubs, ground covers, distant landscapes, and cityscapes), vehicles (including bicy-
cles), lighting conditions of all kinds (both indoors and out), reflective materials (mov-
ing and still water, glass, windows, and metals), interior materials and finishes, furnish-
ings, and a miscellany of whatever you may need if your project is specialized, such as
animals, boats, or airplanes.

This chapter is organized around the space-defining planes for both interiors and
exteriors as well as the elements that typically accompany each. An approach to illus-
trating people and automobiles is discussed separately in Chapter 5.

Your design illustrations need not be photographic, but instead should convey a
coherent impression of the myriad ideas you have in response to the programs that
guide the development of your projects. The detail in the illustrations that follow need
not be included in your own color design drawings if it is not necessary. Remember, the
point of design drawing, from conceptual through schematic, is to focus on overall
ideas. Add only as much detail as necessary to communicate the character of those
ideas. Let photographs of specific elements, such as fumiture, and the sample boards
that accompany your drawings provide the detail during these early stages of the
design process.

The marker colors listed in this book name the xylene-based AD markers first, fol-
lowed by the corresponding alcohol-based Prismacolor markers in parentheses. Where
only an AD marker or only a Prismacolor marker is recommended, the marker is listed
by itself. The color pencils listed are Prismacolor.
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I N TERIOE MATEBRBILALS

FLOOR FINISHES

The general issues you will confront when illustrating floor finishes are layoul of
the pattern, color, play of light (shadows and gradations), texture (smoothness,
nappiness, etc.), reflections, and clarification of the pattern—in approximately
that order. Most floor finishes can be illustrated by using the general approach

Space-Defining Planes shown here.
Each of the three planes that make up all interior spaces— (4-1, 4-2)

floor plane, wall plane, and ceiling plane—have typical

elements, materials, finishes, textures, and ways of carrying Apply marker base. Sand (Sand), Kraft Brown (Light Ton), and occasional
strokes of Redwood (Sienna Brown) markers are used as the base colors,
following the penciled help lines.

light that give these planes, and thereby the interior itself,
their character,

In ane sense, the step-by-step techniques that follow are

intended to provide you with a ready reference for at least

A
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one approach to illustrating the various elements that

constitute these planes. In ancther sense, however, this

approach is intended to facilitate the development of your

own approach to design illustration. You can easily

extrapolate from these techniques when you undertake to

illustrate the myriad other elements you will encounter in

your interior design work.
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Rugs and Carpets QCEREE)

Impressions of patterns can easily be crealed to effectively illustrate those
rugs and carpets intended for a room. Their textures should remain subtle.

n Draw the outline of the rug pattern with pencil.

|
P

Apply base color with marker. Approximate the rug pattern (left) using
the marker tip. Sopphire Blue (Light Cerulean Biue) and Deep Solmon
(Carmine Red) markers were used for the pattern. Buff (Brick Beige) marker
was applied to the interior, stroking toward the vanishing point.

The carpet (right) was also colored with Buff (Brick Beige) marker, and
its border was colored with Light vy (Putty + Cream) marker. Shadows were
added lo both with French Grey 30% and French Grey 50% markers.
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Develop wood colors with pencil. josmine and Creom pencils were
applied randomly in horizontal streaks, following the help lines. A light

Peach pencil wash was then evenly applied over the entire wood floor ; =
surface. =
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n Add diffuse shadows and reflections. A Dark Umber pencil was used to
add the diffuse shadows under the table and chairs. The window reflections

3 ;
were added with White pencil; the reflections were made most obvious g e
nearest their source.
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Refine color with pencil. Yellow accents were added to the rug with Yellow and blue borders and patterns were washed with Terra Cotta pencil. The
Ochre pencil. This pencil was also used to add a wash of color to the interior red only was muted with Olive Green pencil.
of the rug with the side of its peinL. This helped to bring up the texture of The carpet (right) was washed with Bronze, Peach, and Burnt Umber
the paper, thus giving nap to the rug. The graded wash was continued on pencils. The subtle border pattern was added with White pencil, then
the rug toward the right with Terra Cotta and Olive Green pencils. The red flavored with Bronze pencil.
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Terrazzo has a number of distinguishing characteristics. It can be made in

just about any color, its patterns can be large and complex, and many-

although not all—of the colors have a unigue grainy texture owing to the com-
binations of stone chips and matrix used to create the material. It is usually
somewhat reflective, because it is polished during the final stages of installation.

Draw the outline of the pattern in pencil, so that the lines remain subtle.
A 5 mm mechanical pencil with a 6H lead was used here.

Apply marker colors to the terrazzo pattern. Coof Grey #7 (Coof Grey 10%),
Cool Grey #3 (Cool Grey 30%), Brick Red (Cherry), Pole Cherry (Mineral
Orange), Resh (Salmon Pink), Buff (Brick Beige), and Warm Grey 57 (French
Grey 10%) markers were used for these particular colors.

Apply graded washes with pencil. The right side was washed with a mix
of Light Peach and [osmine pencils, and the left side was washed with French
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Grey 20% pendcil. The two sides were graded into each other. Note how the
wash on the left brings up the grain of the paper and imparts a texture
similar Lo lerrazzo.

Stipple the areas of terrazzo that have a highly visible stone chip content
{this happens when the color of the stone chips differs significantly from that
of the matrix). The central and outermost gray areas were stippled with
White pencil that had a sharp point. The pencil was quickly rotated as its tip
was fightly touched to the surface so that it would make an adeguate mark,
The pinkish areas were stippled in the same way with a Terra Cotta pencil,

Add reflections using white gouache, very slightly diluted, with the side of
a long-tipped brush (see figure 2-10).

Clarify the pattern. The parl of the pallern closest to the viewer was
“enhanced” (re-oullined) with a Micron 005 felt-tipped pen,




Stone, Honed, and Polished JESAES:Y

Itis usually a good idea to illustrate floor surfaces last in an illustration, par-

ticularly those that have reflective qualities. By doing so, you will know which

colors you will have to reflect in these surfaces.

Apply color to stone. Cool Grey #1 (Cool Grey 10%) marker was used to
calor the banding, and Raw Sienna 234.9 pastel was applied to the
remaining floor areas. The pastel that crept beyond the yellow portions of
the floor area was removed with an electric eraser.

Add reflections and shadows. Rellections in the honed stone floor (feft)
are softer and less distinct than those for a polished floor. Nor do they go

as far “into” the floor, The light-value reflections were added with White
pastel, and the dark reflections and indistinct shadows were applied with
pencil. Cool Grey 30% pencil was used to add reflections and shadows to
the cool-colored stone banding; French Grey 30% pencil was used to apply
the reflections and shadows 1o the warm-colored stone.

The reflections in the polished floor (right) have more distincl edges,
but should not have a visible outline. They were delineated extremely lightly
with a hard pencil. Colors are also reflected in polished surfaces but are
more muled than the objects themselves. Here, the same color pencils
were used for both the objects and their reflections, although the
reflections were colored using a much lighter touch with the pencils. The
white reflections were created simply by using an electric eraser, with an
erasing template, to remove the yellow pastel.
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EN Add stone texture, coloration, and joints. Subtle coloration and veining
were added to the stone with Bumt Ochre and French Grey 30% pencils.
Some foreground stippling was added with a Micron 005 felt-tipped pen. A
final and very important step was the addition of the stone joints, which
were added with a .5 mm mechanical pencil with a 6H lead. These joints
were drawn over everything—reflections, shadows, and highlights.
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Tile

cC o Lo

(4-9, 4-10)

Tile can be found in a wide variety of materials, colors, and finishes—from

vinyl to ceramic, from matte to polished. Apply the techniques shown for the
various floar materials to the tile type you happen to be illustrating. For exam-
ple, if you are illustrating a ceramic tile with a high sheen (but not polished), you
can add highlights similar to those shown in the illustration of the terrazzo.

The tile shown here is intended to be a simple vinyl tile with matte finish.

However, most hard floor finishes will have some degree of reflectivity, as they

are often buffed during maintenance.

Lay out tile lightly with pencil. The tile layout should be in correct
perspective, because an error in its perspective can make the floor appear
warped or llted. Tile layouts, particularly those with a pattemn that uses
vanishing paints that differ from those used for the rest of the picture, as
shown here, can most easily and quickly be accomplished using a computer.

DR AW | N G F D R C oMM UMNIC ATIOMN

Apply marker color. Wash the entire floor with the lighter marker first.
Naples Yellow (Eggshell) marker was used here for the wash, then Light fvy
{Putty + Cream)} marker was used Lo louch color to the alternating tiles. The
shadows were added beneath the tables with French Grey 10% and French
Grey 309 markers.

Apply pencil washes to the floor. A Light Peach pencil wash was graded
into a Bumt Ochre pencil wash on the right.

Add highlights. Because the tile has a matte finish, diffuse highlights were
added with White pencil.

Trim edges of foreground tile. In this example, a .5 mm pencil was used to
delineate or “tim"” the foreground tiles. These rough edges can be
trimmed with color pencil, which appears as a grout joint, in illustrating
ceramic tile. In that situation, light-colored pencils should be used on dark
ceramic tile and vice versa.
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Interior Floor Plans (4-11, 4-12, 4-13)

A plan view Is an abstract device used for organizing circulation, architectural,
and interior elements in a place. When color is added to a plan—ewven
diagrammatic color—the viewer can understand its information much more
quickly and easily.

When the color and pattern of a plan are coordinated to the perspective
views of the project, the viewer is yet more easily oriented. Impressions of floor
materials and patterns not only make the plan seem more real and more
attainable, but also pull the viewer's eye all the way to the floor plane. Quickly
applied diffuse shadows help to visually "anchor” the various plan elements.
Select only quick and easy techniques for applying plan color, inasmuch as you
are only creating an impression in an attempt to clarify your plan view.

n Draw the plan; poché the wall cuts. The plan was drawn with a Micron
005 felt-tipped pen. The walls were pochéd with a french Grey 70% marker
(4-17).

Bl Add marker color. Marker colors were added to the materials on the floor
plane (4-12). The rug patterns were dotted in with the tips of the markers.
Remember that the rug patterns need only be approximate; a color
photocopy or a strike-off (sample) of the real rug can be included on your
accompanying materials board to provide the details. Diffuse shadows were
added with French Grey 10%, 30%, and 50% markers. Nole how they
contribute to the three-dimensional quality of the plan and help anchor the
elements to the floor

E Add color pencil detailing. The marker colors of the outdoor patio pavers
and the living room rug were both muted with a wash of French Grey 30%
pencil, and the Buff (Brick Beige) marker on the bleached oak floor was
simultaneously textured and muted by lines applied with a Blue Slate pencil
and a straightedge. Other subtle washes of pencil color were added to
adjust the colors of the furniture and tiles on the kitchen floor. Deco Agua
pencil was added to the glass line to help emphasize the location of the
glazing.
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WALL PLANE ELEMENTS

Wall Finishes
Consider two important issues. First, keep your rendition of these surfaces sub-
tle and muted, because wall surfaces are the backdrops to the room. As in reali-
ty, wall surfaces that appear too intense and contrasting tend to overpower both
the room and its occupants. It is much easier to make a wall surface more intense
{if it appears too muted) than to mute one that is oo intense.

Second, because wall surfaces are often smooth, take care to avoid grain-

iness in your pencil washes. Graininess can occur when the pencil reveals the
grain of the paper and the pencil’s value contrasts too greatly with the value you
have chasen for the wall surface. If you are applying graded pencil washes 1o a
light weall, stick to light-colored pencils; on a dark wall, use darker pencils.

Painted Wall FERER:SE

n Apply pastel base. In this example (4-14), the darker-colored end wall was
first lowered in value with a French Grey 10% marker. However, unless you are
faced with a special condition like this, use pastels to create a smooth wall
color base. Raw Sienna 234.9 stick pastel was scraped with a knife onto the
wall area of the drawing, rubbed in with a facial tissue, then smoothed with a
chamois. On the darker end wall, Gold Ochre 231.7 stick pastel was applied in
the same way,

|—'Il'='l‘|b—=n=-'ll‘=u=-u..|1l

Trim; apply gradations. The overapplication of pasiel on areas where it
doesn't belong was cleaned off or "trimmed” wilh an eleclric eraser using
a soft, white erasing strip.

Graded washes were applied (4-15) to bring up the subtle, diffuse
shadows and gradations of light with a French Grey 20% pencil. These
gradations were then flavored with fasmine and Mineral Oronge pencils.

The darker end wall was treated in a similar way with French Grey
30% and Mineral Orange pencils. Some touches of even darker value were

applied with Terra Cotto pencil.



Decorative Paint Finish ECRINESES

There are many kinds of decorative paint finish that can add interest and

richness to wall surfaces, such as sponging, cloth distressing, stippling, color

washing, and dragging. The example shown in these drawings simulates a color

wash finish called "brush wash” in multiple colors.

An excellent reference to follow when attempting to illustrate decorative

paint finishes is Recipes for Surfaces by Drucker and Finkelstein (New York: Fire-

side, 1990). Experiment first with combinations of pastel and color pencil to find

appropriate color combinations before you attempt an illustration.

Apply pastel; distress with electric eraser. A knife was used 10 scrape a
Cobalt Blue 51.2.5 stick pastel onto the drawing. It was spread wilh a facial
tissue and smoothed with a chamois. Note that less pastel was applied to
the more illuminated parts of the surfaces. An electric eraser with a soft
white erasing strip was used (4-16) to "distress” the even blue finish,
Slightly more pastel was removed from the illuminated areas. An erasing

“template was used to edge the shadows.

Apply additional pastel colors; trim; apply gradations. Permanent Green
Deep 619.9 stick pastel was scraped with a knife onto the wall surface,
dabbed into the blue with a facial tissue, and wiped lightly with a chamois.
Light Oxide Red 335.9 stick pastel followed in the same way. These colors
not anly shift and mute the blue, but also soften the eraser marks.

The gradations were emphasized by lightly applying a Cool Grey 30%
pencil with the side of its tip, then flavored with a Blue Slate pencil. Some
touches of Peach and Light Peach pencils were added, using the sides of the
pencils’ tips, to bring up the warm color slightly (4-17).
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Patterned Finishes JEREREREN

A patterned wall finish is usually created by the wse of wallpaper or sten-
cils. The techniques shown here can suffice for either.

The patterns illustrated follow those produced by Bradbury and Bradbury
Art Wallpapers for their Arts & Crafts collection. "Springfield Stripe” s used for
the body of the wall, with a “Vienna Check Border” top and bottom. A "Thom-
berry Border” is used at the top of the wall as a frieze.

n Draw patterns in pencil; apply light markers for base. First, the patierns
were drawn lightly using a .5 mm pencil with a 6H lead. Light-colored

markers were applied to the pattern so that the pattern would stay
sufficiently in the background (4-18). Noples Yeflow (Eggshell) marker was

used for every other stripe as well as the sinuous stem in the frieze at the
top. Light hvy (Putty + Cream) marker was used for the leaves in the frieze
and the tiny squares on the checkerboard borders. French Grey 70% marker
was used for the edges of both the borders and the frieze.

Maote that felt-tipped pens were not used to draw the patterns, so the
edges would remain soft and unassertive.

Apply pastel wash. After the marker was applied, Raw Sienng 234, 9 stick
pastel was scraped with a knife onto the wallpaper, rubbed in with a bare
finger, then smoothed with a chamois. This both provided a background
wall color and muted, softened, and unified the marker colors,

The pastel was erased from the berry locations on the frieze, and Pale
Indigo (Cloud Blue) marker was applied as a final touch (4-19),
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DL RVEILE I (4-20, 4-21)

The nak wainscot shown here is typical of the kind used with the wallpa-
pers shown in figure 4-19. Wood wainscot can have more or less detail and,
often, less apparent grain than that shown here,

Apply marker base. Kraft Brown (Light Tan) and Pale Chery (Mineral
Orange) markers were applied to the wainscot and door (4-20).

E Add pencil grain. Swipes of Terro Cotta, Mineral Orange, and fasmine
pencils were applied, stroking along the direction of the wood grain, using
the sides of the pencils’ tips. Thin graphite pencil lines were applied for

additional wood grain, using a .5 mm pencil with a 2H lead.

E Apply highlights and lowlights. Highlights were added to those edges
that roll toward a probable light source, with a White pencil. White gouache
was applied to the same locations. Mote that the gouache highlights are
long, smooth, and lens-shaped. They were dimmed slightly by coloring
them with a Jasmine pencil. Lowlights and shadow were added with a Dark
Umber pencil and a straightedge (4-21}.
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Windows

Because windows are important elements in the design of an interior, they
should neither remain blank nor attract too much attention. Detailed views
through windows, unless presented for the purpose of illustrating specific rela-
tionships between indoors and outdoors, should be avoided. Instead, just
enough visual information should be given to allude to something beyond, so
that the viewer's attention remains in the room.

When you lock at a professional photograph of an interior, the lighting of
the space appears normal, but the view through the window is often indistinct
and overexposed. The illustrated image works much the same way. The window
wall should be darker—even if only slighth—than the exterior. If your interior
view includes windows and you want to illustrate a very light interior view, you
may want to consider a nighttime view through the windows.

Daytime View, White Paper JCEsRES

n Color window wall. Light-value—even white—walls will appear darker than
the windows. In this illustration, Warm Grey #7 (French Grey 10%) marker was
applied vertically, followed by Sunset Pink (Deco Pink) marker, stroked horizon-
tally to diminish streakiness. Row Sienng 234.9 stick pastel was applied by
finger, smoothed with a chamois, and trimmed with an electric eraser (4-22).

Ed Add color to exterior view. Because the wall now has a value, you will know
R much color you can add to the exterior view without making it too dark.
An effective combination of pencils starts with Cool Grey 20% applied first
and lightly, with the side of the point, in abstract and rather random motions.
This is followed by Yellow Chartreuse pencil, also applied with the side of the
point and very lightly. Cloud Blue pencil is then applied over the gray pencil
and in any remaining white spaces in the same manner, You may wish to
blend the colors with a White pencil, if necessary. All three colors here were
applied very quickly and right over the windows' muntins. Remember that
the result should remain lighter than the interior wall.

Add color to window muntins, frames, and trim. In this illustration, the
wandow tim, frames, and munting were colored with Cool Grey #1 {Coo! Girey
109} and Pale Indigo (Cloud Blug) markers, one over the other. Because the
trim was intended to be lighter than the walls, it was further colored with Coal
Crey 20% pendil and flavored with a Blue Slate pencil, The frames and muntins
were made darker, because they were silhouetted by the bright exterior, by
using a Coof Grey 509 pencil and flavored with the same Blue Slate pencil.

At this point, the exterior appeared too dark in value, s0 an electric
eraser was used to quickly Iift off some of the exterior color without

touching the muntins {4-23).
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Daytime View, Toned Paper JESERESLY]

u Apply color to exterior “view.” When using toned paper (Canson “Pearl”
is used here), both the light and dark colors can be applied, giving the
designer more control, Yellow Chartreuse and Cloud Blue pencils were
applied first with fairly light hand pressure. French Grey 10% marker was

_ used for the tree trunks. White pencil was then applied overall, with firm
l hand pressure, to create the sense of the illuminated exterior (the tree
r trunks received less pressure) as shown in the window on the right {4-24).

Apply color to window frames and muntins. Pale Indigo (Cloud Blue)
marker was applied to window frames and muntins. Blue Skate pencil was
then used to flavor the marker color. A White pencil was applied with a
straightedge to add a highlight just inside the line of the window trim.

Apply color to wall. You now know how light you can make the wall color
without diminishing the effect of the brighter exterior (that is, if you make
the wall too light, the exterior will no longer appear illuminated). In this
illustration, the wall was partially washed with Peach and Mineral Orange
pencils (4-25),

Mote: Pastel was not used on the wall in this illustration, because
photocopy toner does not fuse particularly well to heavily grained and
textured papers. When the overapplication of pastel is erased from paper
of this type, the lines are erased as well.
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Nighttime View JCE-Sdy

n Apply very dark marker. A Biack or very dark blue (such as a Prussian Blue
AD marker or a Navy Blue Prismacolor marker) can be applied over the
wincows, inc|ud=r1g the muntins, to begin a simple night view. In figure
4-26, a Black marker was used to begin a slightly more complex night view,
drawing in the foreground trees and shrubs. Cool Grey 7 and 29 (Cool Grey
F0% and 20%) markers were used to add distant landforms. Mouve (Greyed
Lavender) marker was used to color the sky.

E Draw window muntins with very light pencil. The window munting were

drawn back in with a White pencil and a straightedge. These muntins can

be flavored with other light pencil colors if necessary.

B Add highlights if desired. Distant city lights were added with white

gouache (4-27). The interior can be completed in the usual manner




Draw folds, shadows, and major pattern elements with marker. The
recesses of the folds were drawn with a French Grey 30" marker, as shown
in the drapes on the right (4-28). The major pattern elements were dotted
in an even distribution with a Pale Cherry (Mineral Orange) marker. The
shadows were added to the wall with a Cool Grey #1 (Cool Grey 10%)
marker.

Apply color wash. The drapes were washed with Lemon Yellow 205.3 and
Yellow Ochre 227.5 stick pastels and smoothed with a chamois. This wash
could also have been applied with color pencil, creating a slightly more
textured effect. After the color wash, the drapes will appear like those on
the upper right (4-29). The pastel overcolor was trimmed with an electric
eraser, removing some color from the inside of the drape next to the
window. This easily creates the effect of the edges of the drapes being
illuminated by the daylight.

Apply secondary pattern. A secondary "squiggly” pattern suggests finer
print detail or embroidery. It was applied with a Bronze pencil, as shown in
the lower right of figure 4-29,

Accentuate recesses in folds. The recesses in the folds, originally drawn
with marker, were emphasized with Bronze pencil followed by a thin line of
Dark Umber pencil, as the completed drapes illustrate. Dark Umber pencil
was also used to create the pinch pleats at the top.
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LTS T TR (4-30, 4-31)

The illustration of sheer (translucent) curtains can be somewhat tricky, in

that they can guickly become too heavy looking. The following steps can reduce
the risk of that happening.

Draw curtains’ surroundings. The wall, window trim, and exterior view
are all drawn first (4-30). Note that the curtains are outlined only in very
light pencil, instead of felt-tipped pen, so they maintain a light appearance.

Draw folds with marker. The curtains on the left show the folds being
drawn with a Cool Grey #1 (Cool Grey 10M%) marker. Avoid drawing too
many folds, especially over the glazing, so the curtain does not become too
dark. This marker was also used to dot in the window frame and muntins
behind the curtains. The pencil guidelines were erased after the marker was
applied.

If your folds appear too dark or severe, they can be softened by an
application of White pencil or pastel.

Lightly tone window frame and muntins with pencil. In figure 4-31, on
the left, a French Grey 20% pencil was used to very lightly tone the frame
behind the curtain, so that the glazed areas would appear brighter by
contrast.

Add subtle coloration. You may wish to subtly flavor the color of the
curtain. In the finished curtain on the left, Cloud Biue pencil was used to
flavor the recesses of the folds and Light Peoch and White pencils were used
on the ridges.
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n Draw the shades’ surroundings first. The shades should be drawn last so
they can remain appropriately light.

Add base color to shades. A wash of Ultramarine Deep 506.9 stick pastel
was applied here (4-32), but any light pastel can be used.

Create silhouette of window frame and muntins. Cloud Blue pencil was
applied over the pastel base with a straightedge, then darkened slightly
with a Cool Grey 30% pencil.

n Add horizontal pleats. A straightedge was used with a 8iue Slate pencil to
lightly apply the horizontal pleat lines (4-33).
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Shutters [EEEREELY

EB Draw shutter elements with marker. The shutters were drawn with a

Willow Green (Lime Green} marker over light pencil layout lines. Felt-tipped
pen lines can make the shutters appear too busy and diminish their
softness. Mote that the honzontal lines were drawn all the way across the
shutter pair (4-34), with the frame elements added afterward. Use a marker
sufficiently dark so the spaces between the louvers appear adequately
bright.

Trim edges of louvers and darken if necessary. The top and botltom of
each line of louvers were trimmed with a sharp Biue Slote pencil drawn
along a straightedge. These trim lines were drawn right across the middle
frame line and later erased.

The Biue State pencil was then used to slightly darken the louvers—a
step you can skip if your louvers are sufficiently dark.

Lighten and edge. If you accidentally draw your horizontal marker lines for
the louvers too close together, use white gouache and a thin brush to
reintroduce the white spaces.

The frames of the shutters, as well as the center adjustment bar, were
delineated wsing a .5 mm pencil with a 2H lead (4-35).




CEILINGS

Ceilings often exhibit subtle gradations of value as a result of their being illumi-
nated from below by direct and reflected light. These gradations are often easi-
est to accomplish with pastel, combined with marker when necessary. Use pho-
tographs in books and magazines to help guide you when illustrating specific
ceiling types.

Lay-In Ceiling, Tegular JESEIRESEYS

n Lay out ceiling in pencil. A .5 mm pencil with a 6H lead was used to lay
out the ceiling illustrated here,

Add graded color with pastel. This ceiling was washed with Row Sienno
234.9 stick pastel, with Gald Ochre 231.7 stick paste! used in the comers,
Both colors were blended and smoothed with a chamois. Care was taken
to allow the areas illuminated with reflected ground light to remain the
white of the paper. Ultrarmarine Degp 506.9 stick pastel was then used 1o
lightly tint the back part of the white ground light reflection. It too was
smoothed with a chamaois (4-36).

n Erase layout lines. When the layout lines are erased wilh an electric eraser
and erasing template, a white T-bar grid is created. Because the ceiling is
teqular, the shadow side of the recess is drawn in with the .5 mm, 6H pencil.
This technique creates a grid pattern that is appropriately subtle (4-37).
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CEET O MOCTI | (4-38, 4-39)

n Apply shade and shadow with marker. French Grey 104, French Grey

[

30%, and Clear Blender markers were used to create shade and shadow that
respond to uplight from the windows (4-30). Use a photograph of a similar
condition for guidance if necessary.

Apply ceiling colors, Indian Red 347.9 and Raw Sienna 234.9 stick pastels
were applied to the beams/joists and decking, respectively, including shade
and shadow. Highlights were erased out with an electric eraser.

Add detail. The decking joints were added with a .5 mm pencil with a 6H
lead and a straightedge (4-39). Shadows were touched up using a Yellow
Ochre pencil on the decking and a mix of French Grey 30% and Rosy Beige
pencils for the beams and joists.




Furnishings and Fixtures

Each kind of furnishing and fixture displays its own particular
combination of telltale characteristics. These characteristics
provide the visual clues that tell the viewer what he is looking
at in a design illustration. \Wicker, for example, = quite
different from stainless steel in appearance. Why? Because
wicker furniture is a combination of shapes, colors, textures,
patterns, and kinds and degrees of reflectivity that differ
sharply from the characteristics of stainless-steel furnishings
and fistures, The more often you attempt to draw those
elements relevant to your profession, the more you will
understand how to identify the clues necessary to
communicate their most visually relevant qualities. This
section will help you begin that understanding.

Those new {(and many not so new) to the design
profession often ask how to locate and draw furnishings in
perspective design studies, both individual pieces anc
groupings. The gray "sidebar” pages that follow offer some

suggestions,

Delineation and Location of Furniture {4-40 through 4-43)

You will frequently have to delineate and locate furnishings in design illustrations
of places you are designing. Because your job is to create the places where the
furniture belongs rather than the design of the fumiture itself, it is best to
delineate existing furniture designs appropriate to the place rather than attempt
Lo invent furniture or draw it from memory. Unless you are an excellent fumiture
designer, invented furnishings can often look clumsy and seriously detract from
an otherwise good design.

Figure 4-40 shows a “cut sheet” of a dub chair and ottoman intended for
the space in figures 4-41 through 4-43. (Courtesy Donghia Furniture and Tex-
tiles, 485 Broadway, New York, NY 1001 3)
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n Draw a standing figure in the desired location of the piece; rough-in the

piece. Figure 4-41 shows a roughly drawn standing scale fiqure, its head on
the horizon line of the room perspective and its feet located at a corner of the
fumiture piece. This gives you a familiar reference with which to estimate the
scale and proportions of the piece.

The pieces were roughed in, using the cut sheet as a reference,
focusing on position and approximate shape. Accuracy of perspective is not
important at this step.

Refine perspective, scale, and proportions. Once you have something on
paper, you have something to manipulate. In figure 4-42, a new piece of
trace was placed over the rough drawing. The most obvious straight lines
of the piece, those that are perpendicular to one another, were extended
to the some horizon line used for the room’s perspective.

Vanishing points were established where these lines intersect the
horizon. Of course, these points are different from those used to draw the
elements of the room itself, although the horizon line is the same. From these
new vanishing points, the chair and ottoman can be drawn so that, although
rolated, they appear to be resting on the floor rather than awkwardly tilted.

The chair and ottoman were lightly redrawn using these vanishing
points. Heights, widths, and depths of the parts were more accurately
established, using both the standing figure for scale and a comparative
visual estimation of proportion of one part to another. In other words, they
were “eyeballed” as accurately as possible.

When the chair and ottoman were lightly blocked out, a Black
Prismacolor pencil was used to refine the shapes in accordance with the cut
sheel

Make final tracing. The refined version of the chair and ottoman, shown in
figure 4-42, was traced onto the final sheet using a Micron 005 felt-tipped
pen. This step afforded yet one more opportunity te subtly refine the line
illustration. Figure 4-43 shows the finished line drawing, ready for color.
Mote that in the process of illustrating a selected piece of furniture, you
become far more intimate with its nuances and subtleties. This is an
invaluable dividend paid to those designers who create illustrations by hand.
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~ Grouping of Tables and Chairs, with People (4-44, 4.45_4.46)

- and people. These situations need not require the detailed, time-consuming
~ effort you may imagine.

El Draw a foreground scale figure and table. Begin by drawing the horizon ' =
line of the illustration's perspective, as shown in figure 4-44. Draw a rough ' = Vel ; %
figure in the foreground, where you intend to draw your first table, making THH S e !
sure its head is on the horizon. You will be able to estimate the sizes of R \ ? ' ¥
furniture far more easily in the proximity of something as familiar in size as B o o 1 m L f

the human figure. ~§

Draw in the approximate size of the Labletop (relative to your figure) i
at about midthigh. If the table is square or rectilinear, make sure its edges
vanish to points on the horizon so it appears flat and not tilted. If the table
is circular, draw an appropriately flat ellipse (freehand), or draw what
appears to be a horizontal square in perspective, as shown here, and
inscribe the ellipse within. Draw a vertical line from the center of the table
shape down to align with the feet of your figure. This is where the base or
legs of the table will be located.

Diraw additional figures in the area where you intend to locate tables,
abways placing their heads on the horizon. This will help you estimate the
size of additional tables within your seating area. Although the first ellipse
was carefully drawn, enough of its shape is known so that the subsequent
ellipses in the distance can be eyeballed, taking care only to relate their size
to the nearest figure and make them progressively flatter as they near the
horizon.

In this illustration, the surroundings for the tables and chairs were
previously drawn on an underlying sheet. The layout step you see here was
drawn with Black Prismacolor pencil, the perspective layout lines with a .5
mm pencil.
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E Rough-in figures and chairs. In figure 4-45, seated figures were added to
the tables, again using a Black Prismacolor pencil. The scattered standing
figures were used as scale referents. This stage is often the most difficult to
those new to design illustration. However, it becomes easier the more you
do it. Collect and use photographs of similar situations to help you with the
gestures and postures of the seated figures. Note that the detail should
diminish as you progress into the background until you are drawing little
more than heads and shoulders.

H Create final tracing. A fresh piece of tracing paper was laid over the rough
to make the final tracing in figure 4-46. The people, the fumishings, and
the surroundings were drawn simultaneously. This ties everything together
and gives the line drawing a unified look. A Micron 005 feli-tipped pen was
used, so the linework remains thin and the final color drawing does not
take on a “cartoonish” look.

With your rough as your guide, you can focus on editing and
refining the drawing during this step. Note how the detail has been
simplified as this part of the drawing progresses into the distance. This part
of the information is kept fairdy simple, because creating highly detailed
people occupies too much time relative to their purpose in the illustration,
Further detail can be added to the furnishings through the application of
the color.




Leather and leatherlike materials can be found in most any color. Here,

two classic colors are represented on a matching sofa and dlub chair,

n Apply marker base;, consider direction of light. In figure 4-47, Delio

Brown (Biack) marker was applied to the darker surfaces of the sofa, and
Burnt Urmnber (Dark Umber) marker was used on the lighter, upward-facing
surfaces. Note that although Defta Brown (Black) marker was used on the
lower front of the sofa, the slightly lighter Burnt Umber {Dark Umber) marker
was used behind the glass table. This is because colors appear slightly
lighter behind glass as a result of veiling reflections

Redwood (Sienna Brown) marker was applied to the shaded parts of
the club chair, and Pale Cherry (Mineral Orange) marker was used on the
more brightly illuminated faces. In both cases the lighter markers were used
as blenders,

Mote that wrinkles in the leather are indicated in this step with the
darker markers.

Add highlights. The highlights on leather are often quite bright but most
always have diffuse edges. In figure 4-48, a White pencil was used to add
graded highlights on those surfaces that bend toward the light source, in
this case the large window. Once the highlights were created with pencil,
white gouache lines were added to the middle of the highlights to enhance
their effect.

Mote that Mineral Orange pencil was used on the brown sofa to
indicate reflected light from the club chair, and Blue Slote was used on the
other end to simulate a cooler light—such as daylight—from an “off-

picture” light source,

e
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Fabric, with Pattern JEEEREEI)

n Apply marker base. In figure 4-49, darker-value markers were applied to

the shaded surfaces, and lighter markers were applied 1o the illuminated
surfaces. Cool Grey #1 (Cool Grey 10%) marker was applied to the upward-
facing surfaces of the sofa; Cool Grey £3 (Cool Grey 30%) marker was
applied to the surfaces that face away from the window. The stripes were
added to those surfaces with French Grey 10% and Ffrench Grey 30%
markers, respectively.

The pillow on the left has a Naples Yellow (Eggshell) marker base with
Light Ivy (Putty + Cream) marker stripes and Pale Cherry (Mineral Orange)
marker spots. The shadows were added with French Grey 30% marker. The
plain pillow on the right has a Buff (Brick Beige) marker base with Frenich Grey
109 and 30% marker shadows.

The club chair has a Naples Yellow {Eggshell) marker base. The shaded
faces were darkened with French Crey 30% marker.

Apply highlights, shading, and detail. The sofa’s llluminated surfaces
were washed with White pencil, and the shaded faces were lightly washed
with Derwent Blue Violet Loke #27 pencil (4-50). The stripes and surfaces
near the pillows were lightly washed with Deco Orange pencil.

Highlights were added to the pillows with White pencil, and Deco
Orange pencil was applied to the shadowed parts of the folds. A Bronze
pencil was used to add horizontal stripes to the left pillow, and delail was
added to the pillow's orange spots with dilute while gouache.

The club chair’s shaded faces were washed lightly with Deco Orange
pencil, and graded washes of White pencil were applied to its illuminated
surfaces. The pattern was added with a Rosy Beige pencil on the illuminated
surfaces and lightly touched with Henna pencil on the shaded surfaces.

The glass table received a light wash of Deco Aquo pencil. Its foremost
edge was lined with Celadon Green.
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Wicker, Rattan, and Cane [EREIBRE¥S

Begin by applying the marker base. The illuminated surfaces of the
natural wicker and rattan chair and side table, as well as the wicker basket,
were colored with a Sand (Sond) marker, and a Kraft Brown (Light Ton)
marker was used on the shaded surfaces (4-51).

The same marker colors were used on the cane seat and back of the
foreground chair. The white-painted wicker rocker required its immediate
surroundings and background to be colored so that the white wicker would
be visible in forthcoming steps.

Apply pencil detail. In figure 4-52, the natural wicker chair and side table
were washed lightly with a Yellaw Ochre pencil, after which vertical lines
were added with a Burmt Ochre pencil. Horizontal lines were applied with a
Drark Umber pencil, This quickly imparted a wickerlike texture. The shaded
areas were darkened with a Dark Umber pencil.

The basket required the addition of a French Grey 30% marker,
stroked horizontally along its contour, before a Dark Umber pencil was used
to apply evenly spaced dashed lines in the same direction. Evenly spaced
vertical lines were added along the basket’s contour with a Bumi Ochre
pencil,

The cane seat and back of the foreground chair received a wash of
Yellow Ochre pencil, after which rows of black dots (to simulate openings)
were applied with a Pilot Razor Point. Fine lines of diagonal cross-hatching
were added with a Darx Umber pencil.

The fine strips of wicker were added to the white wicker rocker with
a White pencil. To one side of the white pencil lines, Cool Grey 70% pencil
lines were added so that certain portions of the wicker strips would be
visible against insufficiently dark parts of the background. The sunlil
surfaces of the white rocker were lightly washed with Creom pencil, and
Blue Slate pencil was used to flavor the shaded surfaces.
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The marker colors you choose as a base will largely depend on the kind of
wood you intend to communicate in your design illustrations. In the illustration
sequence shown here, the kitchen cabinets are intended to be a clear-grained
wood, such as maple or fir, with a light stain and a matte finish. The table is a
dark wood with reddish highlights, such as rosewood or Brazilian walnut, with a
high finish. The freestanding pantry is intended to be an antique pine piece.

Il Apply marker base. Sand (Sand) and Sunset Pink (Deco Pink) were applied
in sequence on the upper cabinets in figure 4-53, and Kroft Srown (Light
Tan) and Sunset Pink (Deco Pink) markers were used on the lower cabinets.
The lower cabinets were made slightly darker because they receive slightly
less ambient light.

Burrit Umber (Dark Umber) and Burnt Sierina (Terra Cofta) markers
were applied to the table. Sand (Sond) marker was added over the Bumi
Sienna (Terra Cotta) marker to mute it slightly.

Pale Sepia (Goldenrod) was applied to the lighter face of the pantry,
followed by Sunset Pink {Deco Pink) marker. The shaded and shadowed
parts of the pantry were colored with Kroft Brown {Light Tan} marker,
followed by Sunset Pink (Deco Pink) marker,

E Add detail. Figure 4-54 shows both upper and lower cabinets subtly
streaked with josmine, Peach, Mineral Orange, and Cream pencils.
Reflections were added to the table with a White pendil. In a typical
full-color design illustration, the reflections in a horizontal surface are
aligned with the lightest values and brightest sources of light that are
located above and beyond that surface. In this case the window is the
source of the strongest reflection. Because the objects and surfaces beyond
are not all colored, a few light reflections have been “dropped into” the
table surface to show how reflections work on a polished wood surface.
Note that the reflections are strongest at the far edge, then fade away as
they drop into the table.




Local reflections, such as the pitcher of flowers, are created by making
a reverse image in the table with the same pencils used to color the actual
image, Mo pen outlines are used to delineate reflections, and less hand
pressure is used with the pencils so that the reflection appears dimmer than
the actual object. The lines formed by the table leaves were redelineated
with a Pilot Razor Point,

French Grey 50% marker was used to add knots to the pine pantry.
Streaks of Mineral Orange, Creom, josmine, and Burnt Ochre pencils were
applied with the sides of the points. A straightedge was used with Cream
and Burmit Ochre pencils to apply highlights and shadows to the moldings.
Hints of wood grain and cracking were added with a .5 mm pencil with a
2H lead.

{4-55, 4-58)

The colors of the markers you choose as a base are largely determined by
the type of stone you wish to indicate. In the illustration here, a rose granite is
indicated for the counter, and the backsplash is intended to be Chinese slate.

n Apply marker base. In figure 4-55, French Grey 10% marker was applied to
the granite counter, and Cool Grey £2 (Cool Grey 20%,), Cool Grey #3 (Cool
Grey 30%), and Buff (Brick Beige) markers were scribbled on the backsplash
area,




LK Elements, Materials, and Finishes

Add detailing. Shadows were added beneath the bowls and vase on the (4-57, 4-58, 4-59)
counter with a French Grey 30% marker in figure 4-56. The counteriop was

washed lightly with a Light Peach pencil, and a White pencil was used to add
reflections of the uncolored objects. The counter was then stippled with
White, Black, and Peach pencils. You will find that a sharp point and a sfight

EB Draw table’s surroundings first. Figure 4-57 shows the glass table saved unti

last in the illustration, so that the designer will know what colors are reflected.
twist to the pencil as it strikes the surface will make the stippling more

delicate and effective.

Mineral Orange, Terra Cotta, and Burnt Ochre pencils were very lightly Color objects on the table and the surfaces beneath. In figure 4-58,
applied, using the sides of the points, to individual stones of the backsplash. color was added 1o the objects on the table in the usual fashion. However,
A French Grey 50% pencil was used to darken the backsplash where it meets only marker was used 1o color those surfaces seen through the tabletop.
the counter, grading lighter as it moved up. A White pencil was likewise 2

used to wash the wall beneath the cabinets, fading away as it moved
downward. This creates the effect of under-cabinet lighting.




When the reflections are drawn in the tabletop, they will remain crisp
instead of becoming muddied by mixing with other pencil colors. Willow
Greern marker was applied to the tabletop after marker was applied to those
surfaces seen beneath.

Draw reflections with pencil; add finishing touches. Figure 4.59 shows
the reflections, drawn with the same color pencils used to draw the objects
reflected. Mote that no outlines are used on the reflections. To avoid
confusion, the reflections of the objects resting on the table were drawn

D BE A W I N G
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first, as they will partially block reflections of objects in the room beyond.
The reflections of objects beyond, such as the brick of the fireplace and the
window, were then added with pencil.

White gouache, thinned somewhat with water, was applied to the
twio far edges of the table with the use of a ruling pen. Ruling pens can be
hard to find, 50 use White pencil and a straightedge as a substitute in this
step. Celodon Green pencil and a straightedge were used to color the two
closer edges, with a thin White pencil line added above. Highlights of white
gouache were added to the comers of the table and to the two wineglasses,
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(4-60 through 4-63)

The following series of steps illustrates types of metal typically encoun-
tered by interior designers: brushed stainless steel, polished stainless steel,
chrome, and polished copper.

Metals usually reflect the colors that surround them. The more polished a
metal, the more distinct from one another are its darks, lights, and reflections;
the less polished and more brushed the finish, the less distinct and more diffuse
the reflections.

The shape of the metal determines the shape of the reflections. Flat pieces
reflect like a mirror; if a flat surface is slightly warped, the reflection is likewise dis-
torted. Cylindrical and tubular surfaces elongate reflections, stretching them into
lines. Half-round cbjects curve reflections, and a truly sphencal reflective object
(particularly a polished sphere) gathers curving reflections into an intensely con-

trasting horizon along its middle.

n lllustrate everything that surrounds the metals. In order to know what
colors to reflect into the metals, they should be drawn last in an illustration
{4-60).

E Add marker base. The value of stainless steel can range from very dark to
very light, depending on how it reflects the light. You can therefore
successfully illustrate stainless steel at any value, depending on the lightness
or darkness of the markers you choose to begin the illustration.

In figure 4-61, a Cool Grey #2 (Cool Grey 20%) marker was applied to
the left side of the brushed stainless-steel cabinets, and Worm Grey £3
{(Warm Grey 30%) marker was applied to the right side. Warm Grey 21
{Warm Grey 10%) marker was used as 2 blender between the warm and
cool grays. The use of subtly different colors of gray indicates subtle
differences in the hues of the light reflected from the cabinets. French Grey
20% marker was applied to the part of the stainless-steel countertop that
reflects the red tile backsplash.

Mote the wavy white spaces left in the cabinet faces. These will be

turned into diffuse reflections in later steps. These reflections are wavy

because the stainless steel used in applications of this kind is rarely perfectly
flat, but instead has some degree of “oil canning.” The vertical orientation
of the reflections indicates that the reflected light sources are verlical.

The espresso machine and teapot were touched with Redwood
{Sierma Brown), Cool Grey #4 (Cool Grey 40%), Warm Grey #3 (Warm Grey
30%), ana Warm Grey £1 ( Warm Grey 10%) markers.

The copper poat was colored with Burnt Sienna (Terra Cotta) and Pale
Sepio {(Goldenrod) markers.

Add diffuse highlights and color washes to brushed metal; add sharp-
edged lowlights to polished metals. The edges of the white spaces left by
the marker on the brushed stainless steel were softened and "diffused” by
applying White pencil to their edges—exerting most hand pressure at the




edge, then grading outward by using increasingly lighter hand pressure on
the pencil (4-62).

Slate Blue and Cloud Blue pencils were used to wash the left side of
the cabinets; Peach, Light Peach, Jasmine, and Cream pencils were used to
wash the right side and the cabinet faces near the floor. These colors were
applied because stainless steel reflects the colors of its surroundings, even
though these reflections are quite diffuse rather than crisp-edged.

Burnt Ochre and White pencils were used to reflect the color and
grout lines from the backsplash into the countertop. French Grey 50% pencil
was then applied to mute these colors somewhalt.

You will notice that the closer an object is to a brushed stainless-steel

surface, the more clearly it reflects in that surface, Hence, the bottom of the
blue bowl, the espresso maker, and the vertical tile grout lines of the backsplash

DR AW NG F o R C o H M U®NILCAT oM

are the most distinct reflections, whereas parts (such as the fruit) and elements
farther away are more diffuse or {ike the stool) do not reflect at all.

Very dark reflections with sharp edges have been added to the stool
legs, the espresso maker, the teapot, and the copper pot, Because these
objects are highly polished, they have very distinct-edged reflections. These
dark reflections were added with a Pilot Razor PoinL

Add final touches. In figure 4-63, small touches of reflected colors were
added to the espresso maker, teapot, copper pot, and stool legs, using
Peach, Slate Blue, Orange, Poppy Red, Yellow Chartreuse, and Jasmine pencils,

Highlights were added with white gouache to these elements and to

the nosing of the stainless-steel countertop.
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CEMTC IS Rl (64, 4-65, 4-66)

These illustrations were colored on a blackline diazo print that was run
through the machine at a faster-than-usual speed.

ﬂ Apply color to the fixtures' surroundings. This makes it easier to
determine how dark or light to make the fixtures and fittings.

In figure 4-64, the mirrors’ images were drawn in pencil and colored

with pencil. Then a wash of Deco Aqua pencil was applied to the mirrors to

give them the slightly greenish characteristic tinge of mirrors and glass.

The marble counter, twb surmound, and shower wall were easily
created by first applying shading to their darker edges and surfaces with a
Cool Grey #5 (Cool Grey 50%) marker and then washing all the marble
surfaces with White pencil. Firm pencil pressure was applied to the upward-
facing surfaces to make them the brightest. The surfaces in shade or
illuminated by daylight were flavored with Blue Slate, and those surfaces
illuminated by incandescent light were flavored with Light Peach. The
shower wall grades from Light Peach at the upper left to Blue Slate on the
lower right. The marbling was then applied with both the side of the tip
and the point of the tip of a Cool Grey 70% pencil.
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Apply darks and lights. In figure 4-65, Cool Grey #5 (Cool Grey 50%)

marker was applied to the chromed waste pipes beneath the lavatories, the
deepest visible part of the tub, and the shaded sides of the water closet and
bidet. Cool Grey #3 (Cool Grey 30%) marker was used to diffuse the edges
of the darker marker.

Micron 01 and Pilot Razor Point pens were used to apply blacks to the
chromed fittings, including the waste pipes, faucets, towel bars, and shower
head. A straightedge was used to keep the lines straight and crisp. White

pencil was then applied to those parts of the fittings that appear to bend in
such a way that they may reflect light toward the viewer of the illustration,

Deco Aqua pencil was used to color the glass lavatory bowls,
including the glowing translucent bottoms that are visible beneath the
counter. Celadon Green pencil was applied to their rims.

White pencil was applied to the tub, water closet, and bidet, with
more hand pressure on the pencil where the surfaces face probable sources
of light.
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I Apply flavorings and highlights. Figure 4-66 shows the result of the Celadon Green pencil was applied, using a straightedge, to the edges

addition of the final touches to the illustration. Blue Slate pencil was used to of the glass walls of the shower, and Deco Aqua pencil was used to flavor
flavor the side of the tub that “sees” the bluish daylight from the window. the face of the glass.

The same pencil, along with Celadon Green pencil, was used to shade the White gouache highlights were applied, as the final touch, to the
side of the white water closet. Light Peach pencil was used to flavor the chrome, porcelain, glass lavatory bowls, and light fixtures.

illuminated sides of the tub, water closet, and bidet. This is an important

step, inasmuch as white bathroom fixtures reflect the colors—and colors of

the light—in their surroundings.
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Lighting

Mothing so completes the effort spent in the creation of the
mood or feel of a place as masterful lighting. Lighting effects
are easy and fun to create. You will encounter basic lighting
illustration technigues in this section, and you can see them
deployed throughout this book.

In illustration, the successful creation of lighting effects
depends fundamentally on making light sources and
illuminated surfaces adequately luminous. As you have seen in
Chapter 1, this means that the stronger the contrast between
two adjacent values, the brighter and more luminous the
lighter portion appears. The following illustrations will show
that, on white paper, luminosity is created by surrounding
light surfaces with values that are sufficiently dark. However, if
you are creating design illustrations that are intended to show

extensive lighting effects—whether sunlight or artificial light—

vou may find it easier to work on toned papers or white roll
tracing paper. The reason is that on these papers, both dark
and light value pencil colors are easily visible.

You will find lightling effects easier Lo create after you have
mastered the easily attainable skill of making graded washes,
in both marker and pencil, because you will discover that
color, light, and shading must be constantly graded one into
the others. Your chances of successfully creating the effects of
lighting, particularly indoor lighting, will also be greatly
increased if you first make a guick, rough value study of a
proposed illustration. Once your study is complete, you can
use il as a strategic reference for value arrangement, allowing
you to concentrate on the tactics of technique as you create

your illustration. You can find such a study in figure 4-70.
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(4-67, 4-68, 4-69) the ceiling stmpes,_walls, and floor. Mote that the parabolic ‘-'-'asl-'lﬂ. of light on
the wall are most intense at the upper crown of the shape. It is in the same
location that the wall value is graded to its darkest. The wall value is also graded

It ceiling-mounted light sources are to appear illuminated, the ceiling must darker against the merchandise, beginning a higher-contrast relationship that
be sufficiently darker than those sources, In mast cases this is not a problem, will help the merchandise to appear illuminated in the next step. Subtle
because unless a ceiling is directly illuminated by uplighting, it usually appears shadows were added beneath the merchandise and the wall-mounted letters
slightly darker than the lower parts of a room. with a French Grey 30% marker, subsequently flavored with a Derwent Blue

Ceiling-mounted recessed “cans,” adjustable "eyeball” spotlights, and Violet Loke =27 pendl. Avoid creating wvalue contrasts between light and
track lighting often create parabola-shaped patterns on walls or artwork. When shadow thal are too strong in interior design illustrations, because such value
necessary, use an ellipse template to help create these shapes. relationships will make the lighting appear too harsh.

This illustration is shown on *Pearl” Canson paper.
n Create a guick lighting study. Ses figure 4-70 as an example,

Create the appropriate graded walues on the ceiling; outline
illumination patterns on walls. Cool Grey #5 (Cool Grey 50%), Cool Grey
#3 (Cool Grey 30%), and Cool Grey #1 (Cool Grey 10%) markers were used
in figure 4-67 to create the ceiling gradations. Note that although the
pendant light fixture is surrounded by some of the darkest marker values to
make it appear sufficiently bright, the part of the ceiling it uplights is guite
light. This inverted pool of light becomes progressively darker at its edges.

French Grey 30%, 10%, and Clear Blender markers were used on the
suspended portion of the ceiling. Note that the marker was applied directly
over the recessed can lights so that the gradation of values could be made
more easily.

& White pencil was used with an ellipse template to make the
parabolic shapes of light on the wall.

=

Develop light effects with pencil. Deco Orange and White pencils were
used with firm hand pressure to color the pendant fixture in figure 4-68.
Derwent Blue Violet Lake #27, Blue Siate, Cloud Blue, and White pencils were
used to color the cool-colored portion of the ceiling, the pencil values
corresponding to the ceiling values already in place.

White, Light Peach, Deco Orange, Mineral Orange, and Burmit Ochre pencils
{named here in order of descending value) were used to create gradations on
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The track lights on the pendant stems were darkened with Block
marker and Pilot Razor Point in order to silhouette them against the wall.
This helps the wall to appear more brightly illuminated by contrast.

Upward-facing surfaces—countertops, floor, and so forth—are more
brightly illuminated as a result of the recessed ceiling-mounted downlights.

Add final touches and highlights. In figure 4-69, a variety of color pencils
were used to add color to the items displayed, with White pencil added to
the tops of the items and graded into their local colors farther away from
the light sources,

The viewer's attention is kept on the illuminated wall and ceiling by the
foreground elements being darkened with french Grey 90%, 70%, 50%, 30%,
and 0% markers. Color pencil was then lightly added to give them some
hue. Silhouetting is a useful technique for both creating the sense of
ilumination and guiding the viewer's attention if it works with your design
intent. Do not darken elements of your illustration if they play a critical part
in the overall design idea you are trying to communicate. Silhouetting works
here, because the purpose of the illustration is 1o feature the wall and ceiling.

White gouache was added as a final touch to the lights and the wall-
mounted letters.
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Lighting at the Wall Plane When creating lighting effects on white paper, such as Bristol (4-71, 4-72), use
the following steps:

Wall sconce, table lamp, and floor lamp (4-70 through 4-75) E Apply marker base. In figure 4-71, marker base colors have been applied
to the furniture, pictures, and lloor. The walls have been left white, as they
will be high in value. The shapes of the light patterns have been drawn and

n Create a quick lighting study. A 8lack Prismacolor pencil and an electric
partially colored with Cream pencil.

eraser were used to make a quick lighting study (4-70) on a black-and-
white photocopy of the line drawing. This 20-minute exploration will be

used, during the creation of the more finished version of the dlustration, as

a quide in making its value arrangements and gradations of colors.




Add pencil. Figure 4-72 shows graded washes applied to the walls with

Frerich Grey $0%, 70%, 50%, 30%, 20%, and 10% pencils. The upper left
wall, for example, was graded from gray to white with French Grey 30%,

20%, 10%, and Cream pencils. The Crearn pencil grades into the white of
the paper just above the lamp shade of the floor lamp. Cool Grey 70%, 50%,
30%, 20%, 10%, Blue Siate, and Clovd Blue pencils were used to create the
gradations on the right side to suggest an off-picture incursion of daylight.

Note how the french Grey pencil series, with the addition of some Black
pencil, was used to surround the table lamp shade with values dark enough
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lo make it appear illuminated. The shade itself was colored with a light wash
of Deco Orange pend, followed by a heavy application of Cream pencil.

A combination of Dork Umber and Burnt Ochre pencils was used to
grade the rug and soften its shadows. Olive Green pencil was used to darken
the patterns in the shadow.

The white mats around the pictures were lightly flavared, grading
from Cream to Biue Slate pencil, indicating reflection of both incandescent
light and daylight.

Touches of while gouache were applied to the wall sconce, the table
lamp base, and the ashitray.

113
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When creating lighting effects on white roll tracing paper (4-73, 4-74) with the
retrocolor technique, use the following steps:

Apply shade and shadow with Black Prismacolor pencil. Graded washes
of Black Prismacolor pencil are lightly applied to the line drawing to create
the shade and shadow. One advantage of this technique is thal the
illustration is usable, if necessary, as soon as the shade and shadow are
applied. A portion of the drawing is shown in figure 4-73.

H Apply color pendil to the bock of the drawing. In figure 4-74, White,
Cream, and Light Peoch pencils were applied most heavily, in the order
named, to the crown of the parabolic shapes of light on the wall, then
graded into the natural color of the paper. This was done on the back of
the tracing paper, with a piece of brown krafl paper beneath as a work
surface. The shadow area behind the lamp shade was washed with Light
Peach pencil, again with color applied to the back of the drawing.

The creation of this illustration was significantly faster than that done
on white paper, inasmuch as the light could be applied as well as the
shadow. The color could also be applied more guickly and less carefully,
because the translucent quality of the paper tends to smooth the look of
the result when turned right-side-over. If color went past the lines, it could
be quickly erased without harming the linework.
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Make a color reproduction. Color design drawings using the retrocolor drawings can be enlarged up to 400% to accommodate any presentation
technique are mare effective as color reproductions, because reproduction format. The reproduction shown in figure 4-75 was made on a large-format
tends to slightly intensify their effects. While being reproduced, your bubble-jet copier.
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Specialty Lighting

Meon and pin lights (4-76, 4-77, 4-78)

Common specdialty lighting is grouped in two categories: linear display
and point display. Linear display lighting, such as neon, “light pipe,” and linear

tiber-optic lighting, are best illustrated in surrcundings shown as ve

3

east those in the vicinity of the lights themselves. Point display ligh
ng the many varieties of tiny incandescent "pin” lights or fiber-optlic ends, are

alsa best illustrated against dark surroundings. Both kinds are easy to draw

The drawing series that follows is created «
SNOWS @ Nen sign, I"Il'll]'.'ill".J clear incandescent lamps, and pin lights on the

surrounding plant materials.

ﬂ Mute white lines on all except neon tubes. All the black felt-tippec

and pencil lines become white on a reverse-image prnnt. To allow the

ghting to have the strongest value contrast with its surroundings, the

remaining white lines are muted with marker. Any dark gray—even black

marker will do, as long as the line images can still be seen. In ligure 4-76
a Cool Grey #9 (Cool Grey 20%) marker is used to mute the structure

supporting the sign and the plant materials, and a warmer Frer

marker is used to mute all sign elements except the neon tubes themselves

a Add strong-chroma pencil colors to neon tubes and their backgrounds.

White neon tubes can be colored with a varely of strong-chroma, light

value pendls. The "neon” pendil series by Prismacolor—Neon Red
QOrange, and 50 on—is especially good for this purpose. Color pencil should

also be applied to the letters and miscellaneous metals on the sign during
this step. Of course, these metals will nol be as bright as the neon, because
|_:r'::,- the neon has a white bac '\4__|rr_'-_.':;_i

In figure 4-77, the neon letters in the word “Eat”™ were colored
Deco Orange pencil, and the surrounding pan channel letters were colored

i g T n Dol min ol Dl ncnts Dnal toomcn T PR 1 TR e el e e
'--'It|'| LCTTENE mels o '.| FODENY RED PeETHUNS. FUSCOrT meds PeTrol Wl U Of LN

sides, or "retums,” of the letters.
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he neor n the hamburger and the pointing fingers are
Yeflow Chartreus ncil, and jasmine pencil was applied to the large arrow

behind the word “Eat.” Note how much dimr & pencil colors are when
applied to the black part of the print.

ve Green and Jasmine pencils were applied quickly and roughly to

als, using the sides of the points, to give them both color

Apply light “haloes” and washes; add pin Ilghls Meon light is usually

itense enough to cast a glow of light in its immediate vicinity. In figure

4-78, graded washes of Yellow Chartreuse, Dece Crange, and White pencils

ity of similarly colored neon. These pencils, with the

e also lightly applied to the pavement and figur

White gouache was used to create the impression of clear

on both the

arge ammow behind the word “Eat” and Lhe

he plant matenials
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Accessories

Accessories have a surprising effect on intenor places, as well
as on the design illustrations of such places. Artwork, books,
flowers, pottery and vases, bowls of fruit, plants, sculpture
and candles, even lamps and fireplaces, all provide an
opportunity for focal points and accents of color. They
contribute a finer level of scale to a room and can make a

place seem rich and interesting.

Paintings, Prints, and Photographs JESERER:T)

Graphic art in real places provides points of interest. Part of what gives a
picture its ability to focus attention within a place is often its wealth of detail.
However, its purpose in a design illustration is somewhat different. Because it is
usually the designer’s job to orchestrate the development of a place in its entire-
ty, graphic images in design illustrations are simplified so that they take their
place as part of the larger idea.

ﬂ Apply marker base to frames and picture images. These images can be
imitated or invented and are drawn using the marker tip only (no lines). As
figure 4-79 shows, this also allows the designer o create the images quickly

and keep them appropriately indistinct. Pale Sepia (Goldenrod) marker was
applied as a base for the gilded frame.




Add details. In figure 4-80, a White pencil line was applied with an ellipse
template to the painting over the fireplace. A graded wash of White pencil
was then applied below to create a parabolic wash of light from the ceiling-
mounted eyeball spotlight. The colors in the picture were then enhanced
slightly with color pencil to prevent them from appearing too washed out
by the white, with care taken to keep the colors within the parabolic shape

lighter in value than those oulside its shape.

The mat surrounding the picture was colored with a Sand (Sand)
marker, then darkened at the top with a French Grey 70% marker. Jasmine
and Yellow Ochre pencils were used to add color to the gold frame, which
was then highlighted with white gouache.

The white mats around the pictures to the right were flavored with
Creom and Cloud Blue pencils.

French Grey 30% and 0% markers were used to create the diffuse
shadows behind and beneath the pictures.
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Books, flowers, plants, bowls of fruit, and various kinds of pottery are com-
mon accessories in interiors. They take additional time to illustrate, but are
important to include in design illustrations to impart a degree of animation and

realism te your ideas that help them appear probable.

“ Make accessories legible by darkening backgrounds as necessary. In

most cases, diffuse shadows will add presence to your accessories. In figure
4-81, French Grey 20%, 50%, 30%, and 1 0% markers were used to create the
diffuse shadows. Other marker colors can, of course, be used for this step,

depending on the local colors of the surfaces on which the shadows occur.

Sometimes the backgrounds of accessories must be darkened to give
the accessories emphasis. Note, for example, how the cabinet doors behind
the tulips on the coffee table are progressively darkened. This was done so
that the tulips would be a bit more vivid in the finished illustration.

5'_"'11

i

E Apply base colors with marker. Marker base colors are applied in figure
4-82, Sand (Sand), Noples Yellow (Eggshell), Sunset Pink (Deco Pink), Kroft
Brown (Light Tan), and Burrit Sienna (Terra Cotta) markers were used on the
stone fireplace, and Willow CGreen (Lime Green) marker was applied Lo the
bookshelves and cabinets. The blue marker used in the illustration is Pale
Indigo (Cloud Blue). The large foreground vase has a Pale Sepia (Goldenrod)
marker base, and the smaller vase is a combination of Willow Green (Lime

Green) and Pale Indige (Clowd Blue}) markers. These colors were used

randomly for the base colors of the books as well.

B Add pencil detailing; apply highlights. At this stage, color pencil can be
applied to add smaller touches of color, more brlliant color, and o shift
base colors. In figure 4-83, Cool Grey 50% and 30% pencils were used 1o
mute the green of the bookeases. Black pencil was added 1o the darkest
recesses between and behind the books. Carmine Red and fasmine pencils
were applied to the flowers; Yellow Chartreuse and Limepeel pencils were
added to the leaves of the tulips. Touches of Celodon Green and Blue Slote




pencils were used to flavor some of the stones in the fireplace. Olive Green
and Limepeel pencils were used to color the plant on the right; Poppy Red,
Jasmine, and Black pencils were added to the books. The apples were
colored with Poppy Red and Tuscan Red, and Limepeel and fasmine pencils
were used for the pears. White and jasmine pencils were applied Lo both

large vases in the foreground. Deco Aguo was added to the tulip vase on the
coffee table and to the bottles on the counter.

White gouache was used Lo add highlights to the fruit, vases, and
small lamp to the left of the fireplace, as well as to the flowers on the

mantle and the plant on the right.
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Fire in a Fireplace JEE:ERN:LY

n Outline flames; blacken surroundings. In figure 4-84, the flames were
lightly outlined in pencil. Black marker and Pilol Razor Point were used to
darken the soot-blackened surroundings—the back of the firebox, fore-
ground logs, and andirons. French Grey 50% marker was used to darken the
sides of the firebox.

s il

AT
i

These very dark surroundings will, of course, help make the fire
appear more luminous. MNote the bits of flame separated from the main
body of the fire.

Ed Apply color pencil to flames, firebox, and hearth. Neon Orange pencil
was applied tw the outside edges of the flames in figure 4-85. A light wash

of the same color was added to the side of the firebox and the hearth.
Canary Yellow pencil was graded from the Neon Orange to the centers of
the flames, which were allowed to remain white. Yellowed Orange pencil
was used to lightly wash the boundary between the edge of the flames and

! - |
their black background, giving the fire a subtle glow. : 1§ )
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O MATERILALS

You will notice that the discussion and illustration of materials for exterior
views is not separated into those for “architecture™ and those for “landscape
architecture.” Rather, they are integrated into groups similar to those used for
interior materials: ground plane materials, wall plane materials (and windows),
and roofs/skies,

There are two reasons for this grouping. First, architectural and landscape
materials exist together. That is, landscape materials are just as important as
architectural surfaces in composing effective exterior spaces and forms. The best
design teams are facile in utilizing both to create exemplary exterior surround-
ings. Second, because the fields of architecture and landscape architecture are
typically categorized as separate disciplines, teachers, practitioners, and, partic-
ularly, the print media sometimes tend to emphasize one at the expense of the
other. One is exalted while the other is ignored. In fact, this separation is
unfounded. Both fields are mere categories in the larger and more important
endeavor facing the designer in making good places for people. The approach
to the organization of the material that follows is but a small attempt to acknowl-
edge this fact.
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Ground Plane Materials

Ground plane materials, like those of wall and roof planes,
need be distinguished only close at hand. Detail should be
applied to these materials only in the foreground of the view,

allowing them to simplify as they proceed into the distance.

PAVING

a4 @ (4-86, 4-87)

This illustration shows brick paving in a typical herringbone pattern, Note

how the pattern becomes simplified as it recedes into the distance.

Apply marker base. Regwood (Sienno Brown} marker was applied, stroked
toward the 45° vanishing points on the horizon.

To find the 45° vanishing points, draw a simple square shape on the
walkway surface, estimating a square as best you can. This square should
be drawn using the vanishing point(s) for the picture. In this picture, the
vanishing point is in the center and the "H" denotes the horizan line. Draw
diagonals through opposite corners of your square and extend them until
they come to the horizon line. In this illusiration, you will notice amows fo
either side of the walloway, inasmuch as the 45° vanishing points are outside
the edges of the picture.

Stroking the marker toward these vanishing points (first one, then the
other) has established a subtle diagonal gridded texture on the walkway
surface. Touches of Willow Green (Lime Green) and Pale Indigo (Cloud Blue)
markers were also added, in the same way, to weaken the chroma of the base
marker (4-86). MNote how the marker application begins to appear like brick.

Add shadow with marker. Bumt Umber {Dark Umber) marker was used ta
add the shadow.

Apply joint pattern. Figure 4-87 shows the finished material, The actual
herringbone pattern was drawn in the foreground with a .5 mm pencil
using a 2H lead. This pattern is time consuming, so if you do not have to
communicate the pattern in detail, it is best to avoid its exact replication.
Instead, use the diagonal dashed-line pattern shown just behind, drawing
the dashed lines toward the same 457 vanishing points mentioned earlier.
Note that in the shadow a French Grey 30% pencil was used to continue the
pattemn.
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HEGIGLER YT (4-88, 4-89)

Flagstone pavers are available in many materials, colors, and pattems.
Sandstone and bluestone pavers are illustrated here as examples. Select your
marker and pencil colors according to the materials you want to illustrate.

n Apply marker base, including shadows. Figure 4-B8 shows Buff (Brick Beige)
marker used as the predominant color for the sandstone (foreground), with
touches of Sunset Pink (Deco Pink), Sond (Sond), and Pale Cherry (Mineral
Orange) markers added for color variation. Kraft Brown (Light Tan) marker
was used to make the shadow.

The bluestone was created with Cool Grey #1 (Cool Grey 10%) marker
and touches of Buff (Brick Beige) and Sunset Pink (Deco Pink) markers. |ts
shadow was created with a Cool Grey #3 (Cool Grey 30%) and Sunset Pink
{Deco Pink) markers.

Bl Mute color (if necessary). If the chroma of the paver colors seems too
strong, you can mute them with complementary markers, pencils, or
pastels.

In this example, the marker colors of the bluestone were muted with
a light application of Light Oxide Red 339.9 stick pastel that was rubbed
with a chamois. The sandstone was similarly muted with Utramarine Deep
506.9 stick pastel.

Add final touches. Figure 4-89 shows the finished flagstone. A Black pencil
was applied with varying pressure to create joints between the sandstone
pavers. Olfive Green pencil was added to suggest plant materials growing
between the pavers {(moss, thyme, grass, etc.). The same Black pencil was
very lightly applied, with a more consistent hand pressure, to create the
tighter joints between the bluestone pavers.
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Concrete, Plain and Decorative QEEEES

n Apply marker base. In figure 4-90, a french Grey 10% marker was applied
to the sunlit surfaces of the plain concrete planter and seat. The shaded
sides of these elements were darkened with French Grey 20% and 30%
markers.

Buff (Brick Beige) marker was used for the lighter portions of the
pattern on the walking surface, and Sand {Sand} marker was applied to the
slightly darker segments. A Pale Lime (Jode Green) marker was used for the
small triangular accents.

French Grey 30% marker was used to apply the shadow of the tree
canopy on bath the plain and decorative concrete. French Grey 409 marker
was used to darken these shadows only in the portions colored with the
Sand (Sand) marker.

Add details. A Schwan Stabilo pendil pastel #6735 was applied lightly over
those decorative concrete areas colored with the Sand (Sand) marker in
figure 4-91. It was rubbed in lightly by finger, then wiped lightly with a
chamois. The shadows on these areas were darkened with a2 Bumt Qchre
pencil. The shadows on the lighter areas were flavored with a Peach pencil.

The foreground decorative concrete was textured in a random
pattern with a .5 mm pencil using a 2H lead. It was also stippled with the
sarme pencil and a Pilot Razor Point.

The plain concrete in sunlight was flavored with a Light Peach pencil,
and the shaded surfaces were flavored with a Light Cerwlean Blue pencil.




GRASS AND GROUND COVERS

n Apply marker base. In figure 4-92, Light Olive (Leaf Green) and Sand (Sand
rnarkers were applied to the grass areas in sunlight; Dark Ofive (french Grey
80%) marker was used to create the shadows. Note that the markers were
applied parallel to the help lines, which were added to indicate the contour
of the ground. Leaf litter, created with small dashes of Kraft Brown (Light
Tan) and Burnt Umber {Dark Umber) markers, has collected most densely in
the nooks and crannies of the rocks.

FJ Apply texture and highlights. A Pilot Razor Point was applied to the
shadow areas, with an up-and-down vertical stroke and moving parallel to
the help lines, as shown in figure 4-93_ After a Canary Yellow pencil Havoring
was added to the sunlit areas, Creom pencil was applied to the foreground
sunlit areas, again with the use of an up-and-down stroke and following the
help lines. This textural stroke was faded out toward the background and
gradually replaced with a sweeping stroke of the Cream pencil, following
the help lines. Liloc pencil was used to flavor the background grass, fading
it into the distance. Ofive Green pencil was used to flavor both suniit and
shadow areas, with the use of large up-and-down strokes. The dead leaves
were accented with Burnt Ochre and Jasmine pencils, and a tiny shadow was
placed under each leaf with a Filot Razor Point.
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VO EREL L ED LW (4-94, 4-95, 4-96)

Make line drawing. As figure 4-94 shows, the ridge lines should be drawn
first, using a gradually sloping contoured line. These lines should be drawn
light encugh that they do not show in the final drawing.

Add help lines and apply marker base. Thin help lines run approximately
perpendicular to the axes of the berms, curving smoothly and gently.
Because the forms are grass covered, Light Olive (Leaf Green) and Sand
{Sand) markers were applied, following the help lines as indicated in figure
4-95. Dark Olive (French Grey 80%,) marker is used to indicate tree shadows,
which originate to the right of the drawing. Mote how the shadows
conform to the terrain.

Add highlights, shading, and texture. In figure 4-96, the same techniques

were used to finish the drawing as those used for lawn grass in figure 4-93.
Olive Green pencil was used to darken the hollow in the distance, and Creom
pencil was used on the hillside. The resulting graded value gives a sense of
volume to the landforms and distinguishes between them.
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Apply marker base. In figure 4-97, Offve (Olive Green) marker was applied 1o

the foreground ground cover, with a horizontal, curving stroke used to
approximate pachysandra. The white spaces between the Ofive (Olive Green)
maarker strokes were colored with Yellow Green (Limepeel) marker. To the right
of the pachysandra, iris leaves were created with Yellow Green (Limepesl)
marker, followed by Pale Indigo (Clowd Blue) marker. just beyond, among the
rocks (as well as among the more distant rocks by the gazebo), a Willow
Green (Lime Green) marker was applied to the low, mounded grasses.

The water grasses were colored with a quick upward stroke of Yellow
Green (Limepeel) marker, and Olive (Olive Green) marker was used to add
darker color to their base.

Beyond the water grasses on the left, the tip of an Ofive (Qlive Green)
marker was used to dot in a ground cover that recalls vinca, Mote the white
areas that remain between the dots of green.

The lawn in both foreground and background is intended to approxi-
male a bluegrass, illustrating a quicker grass technigue than those illustrated
in figures 4-92 through 4-96. Yallow Green (Limepeel) was applied in long hor-
izontal strokes, followed by Pale Indigo (Cloud Blue} marker applied similarly,
The shadows on Lhe grass were made with Olive (Ofive Green) marker.

—
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The short vertical strokes in the distance are stems of a flower mass.
These were made with an Olive {Olive Green) marker followed by a Pale
Indigo (Cloud Blue) marker.

Add details. In figure 4-98, Black marker was added to the foreground
pachysandra-like ground cover to give it depth. French Grey 50% and Block
markers were applied between the irs leaves to the right.

French Grey 50%, 30%, and 10% markers were used to creale the

rocks. Black marker was used to emphasize the horizontal fissures.

et L S

Yellow Ochre and fasmine pencils were used to bring out the colors of
the yellow flowers in the center and to the left of the rock mass, respectively.
Pink pencil filled in the white spaces as flowers on the shrub just above.

Black marker was added to the water grasses with a quick upward
stroke of the marker tip. This stroke was used to create the grasses in
shadow and silhouette.

Blue Siate pencil “flowers” were added to the white spaces between
the vinca leaves, beyond the water grasses on the left,

Poppy Red pencil was applied to the top of the distant flower mass to
approximate ulips.
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SHRUBS

Deciduous Shrubs [CRIIERIN “ Apply marker base. Shrubs of various colors are shown in figure 4-99, each

with a marker base applied using the point of the marker tip, stipple fashion;
(1) Light Olive {Leaf Green) and Qlive (Olive Green) markers
The shrubs shown here are generalized indications and not intended to (2) Slate Green (Teal Biue) and Cool Grey #7 (Cool Grey 70%) markers
represent specific plant types. Specific shrubs can be drawn with these tech- (3) Yellow Green (Limepeel) and Olive (Olive Green) markers

niques, however, by approximating their habit, size, and coloration. Cool Grey #9 {Cool Grey 90%) was stippled on all the shrubs to create the

darkest areas. Dark Olive (French Grey 80%) marker was used to indicate
shadows on the grass.




FJ Create highlights, shadows, and contrasts. Figure 4-100 shows the
finished illustration. Apple Green pencil was added to the suniit parts of
shrub (1), with Cream pencil applied over it. Pink pencil was used to make
the flowers. A graded pencil wash was applied to the fence behind,
allowing the shrub to stand out by contrast.

The sunlit leaves on shrub [2) were washed with Olive Green penal and
again lightened with Cream pencil. lndigo Biue pencl was applied to the
shaded parts, french Grey 20% pencil was used to draw the branching
beneath.

3 W vt by L

Shrub (3) was colored with a Jasmine pendl on its lightest foliage,
then lightened with Cream pencil. White pencil was used for the blossoms.
A Pilot Razor Point was used to add verlical strokes to texture the shrub
shadows on the grass.

Stipple for texture. A Pilot Razor Point was used Lo stipple the shrubs for
additional texture.
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Evergreen Shrubs JESIRMES iy

|uniper and pine shrubs, two typical evergreen shrub types, are illustrated
in the following steps.

n Apply marker base. Slate Green (Teo! Blue) marker was applied 1o the
junipers with the point of the marker tip flicked in a series of fanlike

patterns, as shown in figure 4-101. The pines on the right were drawn with
the broad side of the tip of an Offve (Offve Green) marker. Again, the tip was
flicked upward from Lhe center of the shrub,

Add highlights, texture, and shading. In figure 4-102, the junipers to the
side and rear of the fountain are shown in their summer foliage color.
Cream pencil with White pencil over it, was applied to the sunlit sides of

each shrub, with the pencil flicked upward to maintain the spiky habit of




the foliage masses. On the shaded sides Terrg Cotto pencil was added to
dull the somewhat intense marker color (and to repeat the brick color).
Pilot Razor Point was used to create dark areas in each shrub, again flicked
upward with the stroke, and to stipple the shrubs for additional texture.
The junipers in front of the fountain at the bottom middle of the drawing
are shown in their winter foliage color, similar to that of an andorra juniper

(Juniperus horizontalis plumosa). They were drawn by washing each shrub

o R C O B M o M|

with Terra Cotta and Greyed Lavender pencils, with White pencil flicked
upward on the sunlit sides. Pilot Razor Point was used to create the darkest
texture and for stippling. The pine shrubs on the right are similar to the
mugo pine (Pinus mugo mughis). The sunlit needles were highlighted by
flicking josmine and White pencils outward from the curved vertical
branches {drawn with Pilot Razor Point), and the dark, shaded needles were
drawn with Pilot Razor Point, using the same stroke.
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WATER

FUIRVETCIAN LTEGTLTTL T (4-103 through 4-106) This illustration was drawn on brownline diazo paper with a toned back-
ground.

=

u Apply color to the water last. Gnly the foreground vegetation is excluded,
because it must be drawn over the completed water (4-103).

"
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Draw in base color for water; outline reflections. In figure 4-104, Olvve
(Olive Greemn) marker was used to apply the marker base to the waler,
stroking horizontally. A medium-value marker color should be used for the
marker base so that both dark and light reflections will show, although the
hue of the marker color may range from a blue, green, or brown to a gray.
White pencil was used to draw the outlines of the reflections. After they
were initially drawn with straight lines to ensure accuracy, they were then

altered to indicate the slight movement of the water.
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H Draw reflections with color pencdil. Figure 4-105 shows the reflections
being drawn with the same color pencils that were used to draw the
objects themselves, Use light to medium hand pressure on the pencils; the
colors of the reflections should have a slightly lower value and weaker
chroma than those of the objects themselves. This happens automatically,
because they are drawn over the Olive (Qlive Green) marker base color. The
reflections were flavored with an Olive Green pencil to add the effect of the

greenish water.

!




n Add sky reflection. White pencil was used to apply the reflected sky color
to the water in figure 4-106. It was applied as a slighthy wavy line. Note that
the reffection becomes brighter toward the horizon, as the angle of the
view becomes more oblique. Greyed Lavender and Blue Siote pencils were
used to flavor the reflected sky color.
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S5till Water, Middle Ground [[EETOrees [yl R iy

Apply color to the water's surroundings first. Figure 4-107 shows the

surroundings completely colored.

Draw reflected elements in the water. The elements touching the water’s
surface are drawn (in reverse) in the water first (4-108). Note that their reflect-
ed image is slightly darker than the elements themselves. In this illustration,
the reflections of the stone curb and the stepping stones were drawn with
French Grey 20%, Cool Grey #2 (Cool Grey 20%,), and Buff {Brick Beige) markers.
The water grasses will be drawn last, as they will be drawn with color pendil;
the lilies have no reflection because they lie flat on the water's surface.

The plant materials beyond the water are drawn in next, using a Dark
Qlive {French Grey 80%) marker. The determination of which elements waill
reflect in the water is established by reversing the image at the point where
its base s intersected by an imaginary extension of the plane of the water. For
example, the small leaf mass interrupting the triple tree trunks in the center of
the illustration is shown reflected in the water. This was established by trial and
errar, using a pair of dividers with one end located al Lhe approximate inter-
section of the base of the trunks and the plane of the water while the other
end touched the leaf mass. The end of the dividers touching the leal mass was
swung around to see whether it reached the waler, while the olher end was
held stationary. Because it did reach the water, the reverse shape of the leal
mass was drawn in the water with the aforementioned marker. With the use

of this quick technique, reflections can easily be established.

Add final touches. In figure 4-109, Coof Grey #2 (Cool Grey 20%) marker
was applied to the water, darkening the curb reflection and the formerly
white areas. Cool Grey #3 (Cool Grey 30%) was used to make the curb
reflection adequately dark as compared with the water.

Cloud Blue pencil was used to shift the color of the sky reflection
Black, Limepeel, and Yellow Chartreuse pencils were used to create the
reflections of the water grasses. Cool Grey 10% pencil was added to make

the ripples around the grasses.




Fig, 4- 109 "
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i is ill i d li [ : i d i
LML R UER T (4-110 through 4-113) Imﬂ*us illustration was drawn on brownline diazo paper with a toned back
grou

Moving water is most easily drawn on a toned paper, whether diazo, trace, i
or Canson paper. This is because the water can be drawn as added shapes with n Draw surroundings first. In figure 4-110, space was left for both the water
; , jet terfall.
light-value pencils. You will find the use of photographs of moving water most IS the weiteida
helpful as references.
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Draw water jet and waterfall. White pencil was used to draw the water
forms (4-111), and Warm Grey 30% pencil was added to the shaded sides
of the water forms. Biue Slate pencil (one of the pencils used to draw the
sky) was then used to flavor the water forms, indicating reflected sky.
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H Draw pool surface and splashing water. Slute Green marker was used as
2 base for the water color in the pool, drawn in carefully around the falling
“strings” of water. Copenhagen Blue and Peacock Green pencils, utilized in
the sky, stone, and plant materials as well, were used to flavor the marker
color,

White pencil was used to create the effect of the splashing water, with
the pencil flicked in short, upward strokes (4-112). Blue Siate pencil was
then used to flavor the splashing water.

Reflections were added to the less disturbed parts of the water's
surface with Light Peach and Dork Umber pencils. White pencil was again

used 1o add ripples to the less disturbed portions of the water's surface,
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n Add highlights. Figure 4-113 shows the finished water. Straight lines of
white gouache were applied to the straight-moving water forms, and wavy
lines were added to the less disturbed areas of the pool. Dots of white
gouache were stippled into the areas of the more disturbed waler, such as
the crown of the water jet and the splashes in the pool.
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GG TAE W (4-114, 4-115, 4-116)

BN Draw rocks’ surroundings. Rocks usually lie nested in other materials,
whether scil, plant materials, or other rocks (4-114), so their bases usually
appear llat and/or interrupted by these materials.

'Y

AT




E Apply base color. In figure 4-115, these sandstone rock colors were made
from a mixture of Sunset Pink {Deco Pink) and Buff (Brick Beige) markers, Of
course, rocks can be a wide varety of colors, so the base colors of the rocks

you illustrate should reflect the geclogic region of your project.
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E] Add shading, fissures, clefts, and texture. Figure 4-116 shows the
finished rocks. Swipes of Kraft Brown (Light Tan)} and French Grey 40%
markers were quickly applied, using the broad edge of the tip, to add
shading, clefts, and fissures. A French Grey 70% marker was used for the
darkest parts of the shading,

Fig 4116

A blend of Willow Green (Lime Green) and French Grey 20% markers
was used to dot in lichens on the foreground rocks. A light wash of Burnt
Ochre pencil on the sunlit faces of the rocks and French Grey 70% pencil on
the shaded sides give the rocks texture. Stippling was added in the
foreground with a Pilot Razor Point.
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~ Landscape Plan Views (4-117 through 4-120) the lower hall of the drawing, was applied with Redwood (Sienna Brown)
marker. French Grey 10% marker was used to represent the existing concrete
paving at the upper right and left sides. A blend of Sunset Pink (Deco Pink} and
Moples Yeliow (Eggshelf) markers was used for the native sandstone transitional
pavers and as a base material around the center fountain and the
monuments. The walkways in the central part of the project were colored with

a Bufff (Brick Beige) marker, representing a proposed colored concrete,

Aplanisan intellectual construct, presenting a view of a place rarely, if ever, seen
by most users. It is a tool for communicating conceptual information about that
-'phc.e: information about use areas, their shapes and sizes, and their relationships
to each other and to the larger landscape. It can illustrate ideas about circulation,
‘about the relationship between structures and the landscape, and about what
* materials—both plant and architectural—have a relationship to the ground
' plane. It can even delineate the distribution of lighting.

Although a plan is not a “real” view of a place, it can still provide some
information about its feel and character through the use of color, shade and
shadow, pattern and texture. These additional layers of information can expand
' the plan of an idea from a purely intellectual construct to include some of its
_experiential qualities as well.

.'Cnior not only adds legibility to the functional distinctions of a plan, but can
~also be used to illustrate the types, patterns, and textures of paving materials,
fgmund covers, shrubs, trees, and vehicles. The addition of shade and shadow to
these elements of a plan brings the suggestion of the third dimension. The plan
becomes a tool to communicate information and experience.

Perhaps most important, however, is that by making the plan more legible

i-fhrough the use of color, pattern, texture, shade, and shadow, the designer
invites a wider understanding and participation in the design of the place by
fﬂlbw designers and nondesigners as well.
- There is no one cormect approach to color for plans. Almost any combination
ﬁfmlm can be used, provided adequate differentiation between elements and
~ materials can happen when required by the designer. The scheme illustrated here
_.,t'gnds toward the medium-to-high-value colors so the lines remain easily visible.
Eﬂme, too, that through the use of fewer colors in a variety of combinations, the
resultant color scheme tends to hold together.

n Apply marker base. In figure 4-117, Willow Green (Lime Green) and Naples
Yeliow (Eggshell) markers were applied to the grass areas, and Ofive (Olive
Green) marker was added to the ground cover next to the building. Note
that a dark color like olive can be applied to areas where there is no need
o see graphic information beneath it.

The marker colors for the wide variety of paving materials were applied
next (4-118). The marker base for an area of existing brick paving, located in
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If you are illustrating a plan with a uniform paving material, its color
can remain the color of the paper to save time.

In figure 4-119, color was applied to the remaining elements. A
combination of Willow Green (Lime Green) and Pole indigo (Cloud Blue)
markers was applied to the conifer trees on the upper left and upper right;
Pale Indigo (Cloud Blue) and Sunset Pink (Deco Pink) markers were combined
on the smallest shrubs, and Sand (Sand) and Fesh (Salmon Pink) markers
were used together for the larger shrubs.

The bluish flowers were made by mixing Derwent Blue Violet Loke #27
and Blue Slate pencils; Poppy Red and Spanish Orange pencils were used for
the remaining flowers.

The trees were colored with Yellow Green (Limepeel)} marker. Note that
transparency is maintained. The base color of the water in the center
fountain was made with a combination of Willow Green (Lime Green) and
Pale Indigo (Cloud Blue) markers.

E Mute color, add shadows, details, and notes. You will often find that as

a composition of color, your plan must be adjusted once the marker base
colors are in place. In figure 4-119, the brick appears too dark and too
strong in chroma. Likewise, the trees are also too strong in chroma.,

In figure 4-120, greater agreement is established between the values
and chromas of the colors. The sunlit brick was muted with a French Grey
20% pencil. This weakened the chroma of the base marker color, lightened
its value, and created a texture. The shadow on the brick was applied with
a Bumt Umber (Dark Umber) marker, then flavored with a Derwent Blue
Violet Lake 227 pencil.

The shadows elsewhere on the drawing were first applied with Pale
Indigo {Cloud Blue) marker, then modified with a variety of color pencils;
depending on which surface they fell.

The colored concrete walkway was washed lightly with Peach pendil,
and the sandstone surfaces with Pegch and Bumnt Ochre pencils.
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The marker shadows on the colored concrete walks were washed lightly
with Bumnt Qchre pencil, so that the marker still showed through.

The sunlit sides of the large trees were washed with Light Peach pencil
to both mute and lighten the color of the marker base; the shaded sides
were washed with Ofive Green pencil. The trees were then entirely washed
with Burnt Ochre pencil.

The grass was washed with jasmine pencil, slightly more heavily
where the sides of the berms face the sun. The shaded sides of the berms,
as well as the shadows on the grass, were washed with Ofve Green pencil.
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The remaining surfaces and elements, other than the grass, were also
washed lightly with [asmine pendil to quickly tie the colors of the plan
together and effect a sense of warm light.

The water in the center fountain was made with Deco Agua and White
pencil in the sunlight, and its shadow was made with Derwent Blue Violet
Lake #27 pencil. The highlights were applied with white gouache.

The notes were added last. Thaose in capitals were made with a Pilot
Razor Point; those in script were written with a Micron 005 pen.

| Fig.4-120
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Wall Plane Materials and Windows

You will find that wall plane materials and windows can be
most easily created using impressionistic approaches, as the

following pages illustrate,

WoOobD

Wood wall surfaces are usually finished with paint or stain. Paint finishes, of
course, are available in any color. Stains also come in a variety of colors and types
and wsually, but not always, allow at least some of the natural wood grain to
show through. Some stains can make wood appear “weathered” by turning it a
silver gray.

The coloration techniques shown for a particular material need not be
reserved for that material. For example, the color approach shown here for ver-
tical wood siding can be used for, say, wood shingles to give them a more
weathered appearance.

Wood Shingles [ERPARESFr)

The shingles illustrated here are intended to appear with a semiweathered
stain, where a warm gray overtone mutes the new wood. The shingle texture
should be subtle so that it does not overwhelm the building details.

“ Apply marker base. In figure 4-121, French Grey 30% marker was used for
the shaded and shadowed areas, followed by Sond (Sand) marker. Frerch
GCrey 10% marker was applied to the sunlit surfaces, followed by Buff {Brick
Beige) marker. The markers were stroked horizontally to apply the color.

H Add pencil details. Figure 4-122 shows the finished shingles. French Grey
7% pencil was used Lo creale the continuous horizontal shadows made by
the butt ends of the shingles. This line is kept quite thin,

Peach and French Grey 30% pencils were used o quickly add the
spots of color between the horizontal lines. A .5 mm pencil with a 2H lead
was used to add the random vertical marks between the horizontal lines.
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Vertical Wood Siding JEREERER P

The base color of this siding was created similarly to that of the shingles.
However, different pencils were added in the final steps to give it 2 more
weathered look.

BB Apply marker base. Figure 4-123 shows French Grey 30% and Sand (Sand)
markers applied to the shaded areas as well as the shadows thal diagonally
cross the sunlit surface. The sunlit surface received an application of French
Grey 10% marker, followed by Bulff (Brick Beige) marker. These markers were
applied with vertical strokes.

E Add pencil detail. Because certain boards are slightly darker or lighter than
others, streaks of French Grey 50%, 30%, and 10% pencils were applied with
a straightedge (4-124).

The entire surface, in both sunlight and shade, was washed lightly
with Celadon Green pencil. The surfaces in shade, as well as the shadows,
were lightly washed with Derwent Blue Viole!l Loke #27 pendil_

A straightedge was used to add light vertical lines, drawn with a .5
mm pencil with a 2H lead. Note that these lines need not be added to every
board. The same pencil was used to apply some stipple texture to the
wood.
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Board and Batten and Lap Siding, Painted [CRECEERFE

n Apply marker base. Figure 4-125 shows Sand (Sand) marker applied to the
sunlit surfaces of the board and batten building in the background. Mocha
(Light Umber) marker was added to its shadow and shaded surfaces.

The sunlit surface of the foreground lap-sided building was colored
with Buff (Brick Beige) marker, followed by Light vy (Putty + Cream) marker.
Kraft Brown (Light Tan) marker, followed by Willow Green (Lime Green)

marker, was used for the shadow.
MNote that the light "help lines” for the baltens and lap siding are
used to guide the marker strokes and subsequent detailing.

E Add pencil detailing. In figure 4-126, a Yeflow Ochre pencil wash was
applied over the sunlit, shaded, and shadowed surfaces of the board and
batten siding. A Creamn pencil was used to "force” the shadow at the top of
the sunlit surface. The painted battens were added with Terra Cotto pencil

and a straightedge. The battens are sufficiently dark that no shadow is

necessary. However, if the ballens were painted the same color as the

boards, a shadow line with a Sepio pencil, added to the right of each

batten, would help make them visible. = (| . or—
i . e 4 AR S se s | | e
The lap siding was washed with a Celadon Green pencil, and its ) e Tt |
§ WL [ e
shadow too was forced with a Cream pencil. Yellow Ochre pencil was then rﬂ ¥ S
: Y
used to Havor the surface, providing a degree of color “agreement” with o d (Rl

the board and batten color.
Horizontal shadow lines, beneath the heel of each piece of lap siding,
were applied with a Cool Grey 70% pencil.
Derwent Blug Violet Lake #27 pencil was used to flavor the shade and
shadow on all surfaces.
Mote that the telltale profile edge of the lap siding was added at the
lower outside comer and where it abuts the window trim. This edge was
added with a Micren 005 pen.
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MASONRY

Stucco and Concrete Block JERERAEREEY

Stucco can be natural—made of portland cement, lime, and sand—or syn-
thetic, often referred to as "EFIS” (Exterior Finish Insulating System). Natural
stucco is available in many textures and colors, but the colors are typically muted
and can appear mottled when dry. Synthetic stucco usually appears more uni-
farm (no mottling) and is available in almost any color—some quite strong—as
well as textures similar to those of natural stucco,

Concrete block is also available in a variety of colors—again, usually weak
in chroma, depending on the colors of the aggregate and portland cement used
to make it. It too comes in a wide choice of textures, such as the usual plain-face,
split-face, and ground-face finishes.

In the masonry finishes illustrated here, the concrete block is a warm color
with a plain-face finish. The foremost building forms behind are intended to be
natural stucco, and the green-yellow and yellow-red forms are colors more like-
ly achieved with synthetic stucco.

n Apply marker base. Figure 4-127 shows French Grey 109 marker applied
to the sunlit faces of the portal and French Grey 50% marker used for the
shaded faces. The capitals of the columns and the staircase were colored
with Pale Sepia {Goldenrod) marker,

Warm Crey 50% and 7 0% markers were used on the shaded and sunlit
taces, respectively, of the purplish building form. The green-yellow form was
eolored with Dark Qlive (French Grey 809%) marker on the shaded surface and
Olive (Olive Green) marker on the sunlit surface. On the most distant building
tarm, Redwood (Sienna Brown) and Pale Cherry (Mineral Orange) markers
were used to color its shaded and sunlit sides, respectively.

Add modifying colors and details. In figure 4-128, the sunlit surface of the
foreground building form was rubbed with Indian Red 347.9 stick pastel.
Then both its sunlit and shaded surfaces were dabbed with an electric

The sunlit surface was then spotted with the side of a Yellow Ochre pencil,
and the same was done to the shaded side with a French Grey 30% pencil,
increasing the mottled effect.

The remaining left-facing surfaces (in shade) in the illustration were
washed lightly with Derwent Blue Violet Lake #27 pencil, suggesting the
reflection of north light. The right-facing, illuminated surfaces were washegd
with Yellow Ochire and Jasmine pencil, simulating the effect of fow sun,

Horizonlal mortar joints were added to the sunlit surfaces of the
concrete block with a .5 mm pencil using a 2H lead. The mortar joints on

the surfaces in shade were supplied with a French Grey 10% pencil. Note
how the vertical mortar joints gradually disappear as the portal recedes into
the distance,

MNote how both the foreground concrete block and foreground
stucco are stippled for additional texture. The sunlit surfaces are stippled
with the .5 mm pencil mentioned earlier, and the shaded surfaces are
stippled with both a French Grey 10% pencil and a Micron 005 pen,
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Brick, Middle Range JERFLEEEL)

EB Apply marker base. kraft Brown (Light Tan) marker was applied to the
entire brick surface in figure 4-129. Bumt Umber (Dark Umber) marker was
used to draw the shadows and darken the shaded surfaces.

A Light Peach pencil wash was applied over the sunlit surface at
medium hand pressure. Less pressure was used to apply a Peach pencil over
the shadows and shaded surfaces.

E Add mortar joints. In figure 4-130, a French Grey 10% pencil was applied
with a straightedge to draw thin, evenly spaced lines toward the same
vanishing point used to draw the building,
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Stone, Uncoursed and Roughly Squared [CHEINESEXRRES)

Stone is available in a wide variety of types and "earth” colors, ranging from
grays and blues to yellows and reds. Your choices of types and colors will depend
on the budget for and location of your project. The stone can be jointed in many
different ways, from completely random to coursed and bonded. The stone shown
here, like most stone finishes, is used as a facing over a substrate.

The “roughly squared” stone illustrated here, although not laid up in con-
tiguous rows, is still arranged as approximately level.

Apply marker base. In this particular illustration (4-131), Sand (3and)
marker was applied as a base color for the stone in shade and shadow, and
Bulf (Brick Beige) marker was used for the base color in sunlight.
Mote the horizontal help lines, added with pendil. Although the stone
is rough, these help lines assist in keeping the stones in perspective when the
marker colors are applied and the joints drawn in subsequent steps.

Add stone coloration. In figure 4-132, touches of French Grey 20% and
Light vy (Putty + Cream) markers were used to add stone colors to the wall
in the sunlit areas. French Grey 50% marker was used to add darker stone
colors in the shade and shadow. Mote how some of the marker strokes tumn
the corners in the same way as credible stone masonny.

Raw Sienno 234.9 stick pastel was rubbed randomly onto the sunlit
parts of the stone, and White stick pastel was applied to the sunlit surface
where it meets the shadow, “forcing” the shadow.

Smudges of Schwan Stabilo #620 and #600 pencil pastels were
randomly applied to both sunlit and shaded surfaces. A light wash of
Derwent Biue Violet Lake #27 pencil was applied to those shaded surfaces
that "see” the sky.

i
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E Add joints. Figure 4-133 shows the finished illustration after the joinls have
been added. In the surfaces in shade and shadow closest to the viewer,
Block pencil was used to make the joints, with light but varying hand
pressure. This makes the joint lines slightly lighter in some places and darker
in others, quickly simulating joints of varying widths. On the sunlit surfaces,
as well as the more distant stones in both sun and shadow, a .5 mm pencil
with a 2H lead was used the same way for the same purpose.

The stone pattern can be invented as it is drawn. The pencil is rarely
lifted from the page. Note, too, that every single stone need not be drawn,
Rather, only enough must be drawn to ensure the impression of the stone
Lnits.

Some stippling was added to the foreground stones with a Pilot
Razor Point.
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Stone, Dimensioned in 2 Running Bond [EREIREREL

BB Apply marker base. The use of a series of gray markers (Warm, Cool,

French) can create the impression of stone quite easily, as many kinds of
stone have subtle (very weak chroma) color and the values can be easily
controlled.

In figure 4-134, French Grey 10% marker was applied to the sunlit
surfaces, and French Grey 50% marker was used on the surfaces in shade
and shadow. The surfaces angled 45° toward the sun were left white, and
those angled away from the sun were colored with a French Grey 20%
marker,

The header stones and base course are intended to be slightly darker
in value than the rest of the stone. Thus, the marker sequence applied to
them was likewise slightly darker. French Grey 20% was used on the sunlit
surfaces, and french Grey 10% marker was applied to those surfaces angled
toward the sun. French Grey 30% marker was used on the surfaces angled
away from the sun.

Additional strokes with the broad edge of the Ffrench Grey 10%
marker were applied to the sunlit surfaces to create the impression of stone
units slightly darker than the others.

Add color and detail. The subtle coloration of the stone will depend on
the kind of stone you intend to imitate. In figure 4-135, Indion Red 3479
stick pastel was applied randomly and rubbed lightly by finger over the
marker base. Schwan Stabilo #692 and #620 pencil pastels were also
applied the same way, then lightly wiped with a chamois.

The surfaces in shade and shadow were flavored with a Derwent Blue
Vislet Lake #27 pencil.

The joints were added by lightly applying a .5 mm pencil, using a 2H
lead, with a straightedge. The joints in shadow were applied with a French
Grey 10% pencil,
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Precast Concrete JERERRESER]

Precast concrete is an architectural finish material that can be cast in vir-
tually any shape with a wide variety of textures and can be colored with a vari-
ety of concrete colorants. It can be cast in sizes up to certain economical maxi-
mums, 5o the precast concrete finish of a project is characterized by its precise
shapes and the joints between them,

The precast concrete illustrated here has two colors and two textures.

u Apply marker base. Buff (Brick Beige) and French Grey 20% markers were
applied in alternating stripes on the piers and retaining walls of the bridge
(4-136); Buff (Brick Beige} marker alone was used for the precast of the arch.

french Grey 30% marker was used for the shade and shadow on the gray
color, and Sand (Sand) marker was used to make the shade and shadow on
the buff color.

Add detail and finishing touches. In figure 4-137, a Schwan Stabilo #5680
pastel pencil was used to enhance the color of the French Grey stripes. The

close-range portion of this darker precast concrete was also stippled with
the fine-point end of a Light Tan Prismacolor marker to impart a subtle
texture effect. The lighter color was given a much finer stipple texture with
a .5 mm pencil using a 2H lead.

The surfaces of the darker color that are in shade and shadow were
lightly washed with a Bumt Ochre pencil. The colars of the corresponding
surfaces on the lighter precast concrete were enhanced with flavorings ﬁ
Yellow Ochre and Peach pencils. The recessed joints between the panels of
the foreground precast concrete were first darkened with a Bumnt Ochre
pencil, then edged with a .5 mm pendil using a 2H lead.
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METAL

Corrugated Metal Siding JCREERESER)

Corrugated metal siding is seen most often with its typical galvanized fin-
ish. As such, it is semireflective and tends to display faint but noticeable diffuse
reflections of the colors that surround it. It can also display white highlights
which, close up, have diffuse edges.

Any combination of gray markers can be used to successfully illustrate gal-
vanized metal. The combination you select will depend on your intentions for

the overall scheme of colors you have for your design illustration.

n Apply marker base. In figure 4-138, Cool Grey 5 (Cool Grey 50%) marker
was used for the shadows on the foreground building, and Cool Grey #3 (Cool
Grey 30%) marker was applied for the shadow on the background building.

The foreground building’s sunlit surface grades horizontally from
Warm Grey #3 (Warm Grey 30%) marker at the doors to Warm Grey £2
{Warm Grey 20%) through Warm Grey #1 (Warm Grey 10%) markers behind
the red chair. The sunlit wall on the background building was colored with
Cool Grey #1 (Cool Grey 10%) marker.

Color was added to the chairs to show the reflectivity of the siding.
An easy way to introduce reflected color to the siding is by rubbing it lightly
with pastel colors that are related to colors close by. In this example, part
of the background siding was rubbed with Schwan Stabilo #6982 pencil
pastel (the color reflected is not shown). The wall behind the red and blue
chairs was rubbed with #3710 and #430 pencil pastels respectively.

e
b fal

-

L

14

T
_

Add detail. White pencil and a straightedge were used to apply the
horizontal highlights on the foreground building (4-139).

In the shadows on both buildings, Cool Grey 70% pendil was applied

in the same fashion to add shading in the recesses of the corrugations. Cool
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Grey 50% pencil was applied in the same way to add texture to sunlit
surface of the background building.

T Y |

The shadows on both surfaces were flavored with Copenhagen Blue
pencil.
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A final touch of Cool Grey 70% pencil was added to darken the joints
Architectural Metal Panels [EREWEREIN and to interrupt the highlights and reflections drawn in the previous steps.

523 //,/,/

Architectural metal panels are available in virtually any color and many
types of finish, ranging from gloss to matte and smooth to textured. They are
usually custom fabricated in modular form for a project and therefore have joints
of varying widths. These joints can appear very light to very dark, depending on
the angle of light.

A typical medium-finish panel, illustrated here, often displays gradations of
light and color as well as diffuse highlights.
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n Apply marker base. In figure 4-140, Pale Cherry (Mineral Orange) marker was
applied to the entire column, and Kraft Brown (Light Tan) marker was used for
its shadow, The shadow was pronounced near its top with a Redwood (Sienng 1 E
Brown} marker. The chroma of the sunlit portion of the column was reduced ]
slightly with a French Grey 10% marker. T

Cool Grey #5 (Cool Grey 50%) marker was applied as a shadow on the

building panels, and a gradation of Cool Grey #7 and £2 (Cool Grey 10% and
20%) markers was applied from the bottom upward toward the shadow. The
entire wall was then washed with a Celodorn Green Prismacolor marker,

0w
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E Add pastel and detail. Figure 4-141 shows that pastel was applied to
maodify the panel colors. Pastel was used because it appears smooth and
does not pick up the grain of the paper.

White stick pastel was added to the upper portion of the sunlit face
of the column, as well as the wall, to force the shadow. Schwan Stabilo
#430 pencil pastel was applied to the shadow on the wall,

Refiections and highlights were applied with color pencil. A White
pencil was used to add diffuse highlights to both the front and back of the
column, with the stronger highlight on the front Mote that these
highlights were drawn over the joints so that they remain smooth and
cansistent. Highlights were also applied to the edges of the panels with a
straightedge, again using a White pencil. Diffuse reflections from the ceiling
and guardrail were added by light application of White and Burmnt Ochre
pencils to the wall panels,
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WINDOWS Daytime Windows, Foreground [CHEFRFRFERFRERY

Windows have been called the "eyes” of a building and play an
important role in its animation.

Add color to the window’s surroundings first. In figure 4-142, color was
added to everything except the window surface and the objects seen
through it. The trees will be completed, along wilth the shrubs, after the
reflections are drawn, inasmuch as these plant materials will interrupt the

view of the reflections.




Apply marker to everything seen through the window. Marker only is
applied at this stage (4-143), with the use of colors appropriate to the
objects. Caol Grey #9 (Cool Grey 90%) was used to darken the interior
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EI Add reflections with color pencil. Figure 4-144 shows that White pencil
was used to lightly lay out the reflections, drawn directly over the objects
seen through the window. Color pencil was used to add color to the
reflections, the designer making sure that the reflections were slightly
darker and slightly weaker in chroma than the colors of the reflected
objects themselves. Care was taken to apply these colors lightly and
smoothly, so that the objects in the window could still be seen after the

refllection was completed
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To avoid confusion, the reflections of objects closest to the window
surface were drawn first, then the objects progressively farther away from
the window were drawn. Thus, the undersides of the awnings were drawn
first, then the stone forming the left window jamb, the figures, the green
car on the left, the streetlight, the brown car on the right, and so forth.

o
¥

als
&



EJ Add reflected background if necessary. Once the reflections of the
objects seen in the picture in front of the window were drawn, a simple
background reflection was added, as shown in figure 4-145. Because the
environment appears to be urban, building reflections were added with
Terra Cotta, Burnt Ochre, and Dark Umber pencils. White pencil was applied

over Light Cerulean Blue pencil to create the reflection of the sky.

B Add trees and shrubs, their reflections, and finishing touches. The tree
reflections were drawn over the other reflections, using a Cool Grey 70%
pencil with touches of White pencil on the sunlit edges. The shrub
reflections were added, followed by the trees and shrubs themselves. The
items in the windows, such as the manikins, were recutlined with a Pilot
Razor Point so that they would appear more solid than the reflections.
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Daytime Windows, Middle Ground FESEERES ERRNEFEN

Rather than simply making the openinas black, a designer can make day-
time windows more lifelike and animated. They typically have three compo-
nents: street-level window detail (those elements seen through the windows),
the upper-level reflection mass, and the reflection of the sky.

n Draw those elements seen through street-level windows; add upper-
level reflection mass. The street-level elements in figure 4-146 are
manikins in the window of a retail store. Directly behind the manikins, the
low wall and other subordinate details are colored with markers of medium
value. In this case, a Cool Grey #6 {Cool Grey 60%) marker was used.

The far background at the first level, as well as the upper-level
reflection mass, should be colored with a marker that is quite dark in
value—a low-value gray to black. In this example, a Cool Grey £% (Cool Grey
90%) marker was used. The term “reflection mass” indicates that the
buildings and trees reflected into the (usually tinted) upper-level glass are
s0 dark that they appear as a single mass whose only clear distinctions are
the spaces between them and the silhouette of their top edge.

Mote that this dark marker is applied directly over the window
muntins. This is faster than attempting to avoid each muntin with the
marker, and the muntins can be redrawn with pencil in a later step.

E Add pencil detail. In figure 4-147, the manikins have been toned down
with a Cool Grey #3 (Cool Grey 309) marker. They were then lightly washed,
just enough to give them some hue, with pencil. In this case Celodon Green,
fasmine, and Blush Pink pencils were used. The sky reflection was lightly
washed with Light Cerulean Biue pencil.
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B Add details and muntins. The fluorescent ceiling lights of most
commercial buildings are visible from the outside even during the day. In
figure 4-148, these lines of lights are drawn with a White pencil and a
straightedge aimed toward a vanishing point. It usually does not matter
toward which vanishing point, in a typical two-point perspective, the rows

of lights are aligned. The display lights in the retail windows on the first
level are dotted in with white gouache.

The muntins and frames of the windows should be trimmed to
consistently “read” against the glass and its reflections. They can be darker
or lighter than the glass and its reflections, or they can be both, so that they
read against all combinations of value. In figure 4-148, a White pencil was
first applied to the frames and muntins of the windows with a straightedge.
Then, where necessary, the shaded sides of those frames and muntins were
edged with a French Grey 90% pencil in the same way.
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Windows at dusk are very easy to illustrate. The advantage of showing a

building at dusk is that although the exterior of the building (with its materials
and finishes) is still visible, additional information about the interior of the build-
ing—its uses, spaces and the character of its lighting—can also be revealed.

Dusk windows are most easily illustrated on white roll tracing paper, using

the retrocolor technigque (see figures 7-63 through 7-66).

Apply color to those elements seen through the street-level windows.
Your entire building will have more appeal if the street-level windows
display goods and appropriate activity instead of remaining blank. Draw
those elements—whether retail, restaurant, office, or other types—one
rmight see through such windows. In this example, pencil was used so as to
keep the outlines of the elements from being too visually assertive. Note
that they are drawn simply and detail is kept to a minimum.

The color is applied to the back of the drawing with a variety of color
pencils. Figure 4-149 shows the drawing on while tracing paper with
brown kraft paper placed behind it.

Add window illumination. Figure 4-150 shows the back side of the
illustration after color pencil was applied to the windows. jasmine pencil
was applied first, with medium hand pressure, followed by White pencil at
heavy hand pressure. These two pencils were applied quickly and loosely.
Although some of the pencil spilled outside the lines, the mistakes are not
noticeable, because when the illustration is tumed right-side-up, the lines
are not occluded by the pencil. This effect applies to the window muntins
as well, also colored over on the back side but perfectly visible from the
front of the drawing.

The figures standing in front of the window were darkened with French
Grey 90% marker. Because the foreground elements were made to appear in
silhouette, the windows appear brighter owing to the value contrast.

Mote that glowing windows also throw light on soffits, column edges,
sidewalks, and so on, not only helping to reveal further information about the
building, but adding drama and interest to the illustration as well.
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Add final touches. Figure 4-151 shows touches of white gouache added
for lights and sparkle in the street-level windows. Color has also been added
to the foreground figures which, although they remain in silhouette, gives
them a touch more character.
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EJ Then color photocopy. Notice, in figure 4-152, how the dusk-window Pantone paper, etc.) for the brown kraft paper (4-153). Both color
effect is intensified by a color photocopy, which was made with the brown photocopies were made with the machine’s “lightness-darkness” at a

kraft paper still behind the drawing. A dusk scene can be tumed into a darker than normal setting.
night scene by substituting a very dark blue paper {(Crescent, Canson, or
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WA VTG AT (42154, 4-155, 4-156)

Bl Make a dark blackline diazo print. A blackline diazo print was made of the
line drawing, which was run through the diazo machine at a much faster
than usual speed. You can see, in figure 4-154, that the background is quite
dark but the linework of the drawing is still visible.

E Draw street-level window elements. A line drawing of the elements in the
street-level windows was made with a Micron 005 pen. In figure 4-154, the
manikins are colored with pencil as brightly as possible. The lower part of
the window display area is colored with White pencil to simulate the high
illumination of the horizontal surfaces from the display lighting above.

The background ambient glow was added, as shown on the left, with
a Deco Orange pencil, blending into the area colored with the White pencil

in the lower part of the window.

Although the manikins are recognizable as such, note that the
juxtapositions of colors and forms can make the overall effect somewhat
abstract. Care was taken not to spend too much time making the window
display unduly realistic or detailed, as its role in the illustration is secondary.
Mote, too, that as the street-level window images were colored, the
silhouetted figures in front of the windows were carefully outlined by the
colors and remain the tone of the paper

El Add window illumination. fasmine, Deco Orange, and White pencils were
used to fill in the upper window apertures with light. In figure 4-155, these
pencils were used to create subtle shifts in color temperature, suggesting
various locations of the sources of light. The fact that the entire interior of
the building is also unevenly illuminated helps to create a more realistic
lighting scenario.

In this step it was much easier to apply the color right over the

window muntins. They were quickly drawn back in the subsequent step.




Add details. Figure 4-156 shows “spill light” 2 The window frames, muntins, and balcony railings were redrawn

surfaces. The light on the soffits, sides of columns, and various e with a Bfack pendil. Lights and highlights were dotted in with touches of

Orarnge pencil.
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DENR G R G GTE TG T AT G R (4-157, 42158, 4-159)

The daytime windows in large buildings have many of the same compo-
nents as those in smaller buildings. There are a reflection mass and a sky reflec-
tion. You can even see the ceiling-mounted fluorescent lights. Usually, however,
the viewer is far enough away from the drawing so that details to street-level
windows are unnecessary.

In many tall buildings, you will notice that the sky reflection often grades
lo a brighter value as the building goes higher. This is because, relative to the
viewer's sight line, the angle of the building’s surface relative to the sky reflec-
tion becomes progressively more oblique. In addition, the values of the reflec-
tions in the windows can become much darker or lighter as the building surfaces
change direction, such as in luming a comer. As the orientation of a surface
changes, what that surface is reflecting suddenly changes as well. The reflections
in the windows of a building often have a darker average value on its suniit foces

ond appear to have a lighter average value on the foces in shade.




Estimate and draw size and shape of reflection masses. The reflections
of abjects (trees, other buildings) were quickly estimated and drawn on the
taces of the buildings shown in figure 4-157. These rough, approximate
reflections even included buildings not shown in the picture.

The reflection masses are typically drawn with a black marker or a very
dark cool gray marker. Distant reflection masses, including those appearing
where the building faces change direction, can be drawn in a slightly lighter
gray. In this example they are drawn with a Cool Grey #8 (Cool Grey 80%)
marker,

Add marker base for sky reflection. In figure 4-158, the sky reflections
were filled in with a variety of cool gray markers. In the case of the low
building with the parabolic roof, as well as the large building just behind it,
the remaining windows facing to the right were filled in with Coal Grey #7
{Cool Grey 70%) marker,

The bays and windows facing other directions were filled in with Cool
Grey #5, #3, and #2 (Cool Grey 50%, 30%, and 20%) markers. Mote that the
see-through comers were made slightly lighter than the gray on the
adjacent ceilings.

Apply color washes, clouds, mullions, and lights. Figure 4-152 shows that
the sky reflections onfy were washed with Blue Slate pencil. Progressively
more White pencil was added over the Blue Siole pendil as the buildings
increase in height. A mixture of Cefodon Green and Deco Agua pencils were
applied in a light wash over the windows at the see-through comers.

Some streaks of White pencil were added for clouds in the upper
windows of the building on the lefL.

Ceiling-mounted fluorescent lights were added, using a While pencil
and a straightedge aimed toward the vanishing points. Note that these
white dashes were applied over the darker reflection masses and the lighter
sky reflections alike.

The window mullions were added last. Block pencil was used with a
straightedge to apply the mullions to the lighter areas of the windows, and
White pencil was applied over the darker areas.
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TREES

Trees help to shape, animate, and soften the wall planes of outdoor places. The
architecture of tree forms is as critical to the successful creation of the character
of these places as is the architecture of their built forms. Thus, the designer’s
attention to the size, proportion, and massing of trees in design illustrations is as
important as that given to the building elements.

The rules of light, shade, and shadow apply to the development of tree
forms every bit as much as they do to architectural forms. The canopies of trees
in foliage have an illuminated side, a shaded side, and usually a bottom or
underside that is also in shade. Their shadows can be seen on the ground, usu-
ally punctuated with oblong penetrations of sunlight.

The branches of bare trees, as well as those seen in leafy tree canopies, can
contrast with their backgrounds in order to maintain legibility. If part of a back-
ground is dark, the branches can be made lighter; if the background is light, the
branches can be darker—all on the same trees. Details can often help to make a
tree sufficiently convincing. For example, a tree can easily be made to appear
more “leafy,” less heavy and opaque, by allowing more sky to be visible through
its canopy. Likewise, bare trees often appear with the shadows of their branches
on other branches and spiraling down their trunks.

Bare Deciduous Trees, Foreground [ERISUERIARERER)

In most illustrations a foreground tree is only partially visible. The tree, as
well as its shadow, is usually used as a way to "frame” the middle-ground view.

n Draw trunk and main branches. As figure 4-160 shows, only the trunk,
main branches, and a light outline of the canopy edge were used to begin
the drawing. The rest of the branching will be added in a later step. if
necessary, use a photograph of a tree as a reference when drawing this
significant component of a design illustration.

The background and surroundings of the tree were added next. The sky
wiis applied with pastel, and the sidewalk and grass were added with marker,

Marker was then added to the trunk and main branches. French Grey
7% marker was applied to the shaded sides of the trunk; Frenich Grey 50%
marker was added to the sunlit side.




E Add fine branching, shadows, and texture, Once the larger branches and

trunk were drawn with marker, the smaller branches were extended to the
predetermined outline edge with a french Grey 70% pencil. In figure 4-161,
these branches were drawn by applying more pressure to the pencil at each
branch’s point of arigin, then easing pressure on the pencil to make the
branches thinner near the edge of the canopy. Mote that the fine branches
at the edge of the canopy were lightly washed with the side of the French
Grey 70% pencil to quickly replicate the density created by the mass of even
smaller branches.

When the small branches were completed, shadows were applied o
the large branches and trunk with a French Grey 70% marker. A French Grey
10% pencil was used to wash the sunlit portion of the trunk. Thin, wavy
lines of Biack and French Grey 10% pencil were drawn along the main
branches and trunk to create a bark texture. The trunk and fine branch
masses were stippled with a Pilot Razor Point.
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Add ground shadow. A bare tree is accompanied by a shadow that has
two separate components. The trunk and main branches cast darker, more
distinct shadow, and the finer branches create areas of lighter, diffuse
shadow.

In figure 4-162, Yeilow Green (Limepeel) marker was used as a base
color for the grass, and Ofive (Olive Green) marker was used as a base color
for the shadows of the trunk and main branches. french Grey 40% marker
was used to continue these shadows onto the concrete sidewalk.

Sunset Pink (Deco Pink) marker was added to the grass to mute the
green slightly. Celadon Green pencil was applied to portions of the grass to
make it more bluish green.

Copenhagen Blue pencil was applied lightly over the shadow on the
grass to add the lighter, diffuse shadow. Biue Slate pencil was used for the
same purpose on the sidewalk.
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Bare Deciduous Trees, Middle Ground and Background

(4-163, 4-164, 4-165)

The preliminary line drawings for bare trees in the middle ground or back-
ground of a design illustration are prepared similarly to those for bare foreground
trees. The trunks, main branches, and penciled canopy outlines are drawn first.

n Apply color to the background. In figure 4-163, color was first applied 1o
those elements seen through the closer trees. French Grey 30% marker was
applied to the canopies of the line of trees in the middle of the drawing.
French Grey T0% marker was added to the next more distant layer of trees.
Cool Grey #1 {Cool Grey 10%) marker was applied over the French Grey 10%
marker as well as to the most distant tree/hill forms.

The sky is a blend of Schwan 3tabilo 7430 pendil pastel (top) and
Light Oxide Red 339.9 (middle) and Ultramarine Deep 506.% (lower) stick
pastels. The sky near the horizon was left white.

C R A W M oG F O R C O M HMH UWN | C AT L

Color was added to the building, with care laken to keep its value
relatively light and the contrast minimal between its sunlit and shaded
surfaces.

Add the trunks, main branches, and shadows beneath the trees. The
shadows beneath the middle row of trees, as well as the trunks and main
branches visible against the lighter backgrounds, were added with French
Grey 70% and 50% markers {(4-164). The trunks visible against the darker
backgrounds were left white, then toned with a French Grey 10% marker,

The shadows of the middle-ground trees on the right were first
applied with french Grey 50% marker—or the trunks and main branches—
followed by a wash of French Grey 10% marker for the diffuse shadows of
the smaller branch masses.

Touches of Ofive (Olive Green) marker were added for evergreen
shrubs beneath the middle row of trees; the embankment beyond the
dislant fence was washed with a blend of Willow Green (Lime Green) and
Bulf (Brick Beige) markers.
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B Add fine branching. In figure 4-165, the finer branches were added with
a French Grey 70% pencil. The finest branching, of course, is located at the
outer edge of the tree canopies. These branch masses were added with the
side of Burnt Ochre and French Grey 50% pencils,

The trunks of the middle row of trees were lightened and darkened
with very light touches of French Grey 10% and 20% pencils, respectively.
Josmine pencil was used to brighten the sunlit sides of the trunks. Pilot Razor
Point was used to stipple the closest tree canopies.
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Bare Deciduous Trees, in Front of Graded Background of the darkened sky on the right, and Warm Grey 50% pencil was used to draw

the bare tree on the left. This technique works best when there is little or no
5 0a) color pendil on the surface over which you intend to draw these plant materials.

Use a light-value color pencil when drawing bare trees or shrubs in front
of dark values such as shadows, windows, or darkened skies. In figure 4-166,
Cream pencil was used to draw the part of the shrub that is in front of the part
of the wall in shade. Warm Grey 20% pencil was used to draw the tree in front
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Deciduous Trees in Foliage, Foreground [ES[FE SRRl

This illustration was drawn on blackline diazo print paper.

A foreground deciduous tree in foliage, like its bare counterpart in figure
4-162, is rarely shown in its entirety. Mote that the larger branches are drawn
first, but darkened in later steps,

Bl Draw foliage with marker. The outline of the tree canopy was delineated
with a thin pencil line to serve as a guide for the marker application. In
figure 4-167, Yellow Green (Limepeel) and Olive (Olive Green) markers were
used lo begin the foliage, stroked diagonally with the broad side of the
marker tip. (Autumn foliage can also be drawn as easily, beginning with
such markers as Brick Red (Cherry), Pale Cherry (Mineral Orange), and Pale
Sepia {Goldenrod).

Bl complete foliage, draw branches, begin shadows with marker. As
figure 4-168 shows, Dark Olive (French Grey 80%) and Cool Grey 29 {Cool
Grey 90%) markers were added to complete the foliage.

A pointed-nib Design Marker was used to darken the smaller
branches. This resulted in a series of broken, rather than continuous, lines,
because the view of the branches is interrupted by the leaf clusters.

After the marker base colors for the grass were applied, Dark Olive
{French Grey 80%) marker was applied in a series of close horizontal strokes.
The same type of stroke was used to apply Cool Grey #5 (Cool Grey 50%)
marker for the sidewalk shadows. Bumt Umber (Dark Umber) marker was
applied with a diogonal stroke to the brick wall.

B Add highlights, detail, and finishing touches. In figure 4-169, Cream
pencil was applied over the foliage drawn with the Yellow Green (Limepesi)
marker. Light Cerulean Blue pencil, with White pencil applied over it, was
used to add the bits of sky visible through the canopy of the tree.

Cool Grey #5 (Cool Grey 50%) marker was used to draw the shadows
on the trunk. Cream and White pencils were used to wash the sunlit areas
between the shadows. A light wash of Burnt Ochre pencil was then applied




over the entire trunk. Further trunk texture was applied with a Pilol Razor
Point, by stippling and adding diagonal strokes to the shadow areas.

A wash of Olive Green pencil was applied over the marker shadows on
the grass, followed by a vertical texture added with a Pilot Razor Point.
Cream pencil was used for adding a similar texture to the sunlit portions of
the grass.

Peach pencil was used to flavor the marker shadows on the brick wall,
and a wash of Peach and White pencil was added to the sunlit portion. The
mortar joints were added with a White pencil and a straightedge to give the
shadow a transparent quality.

Copenhogen Blue pencil was used to flavor the shadows on the
sidewalk; White pencil, flavored with Peach pencil, was used to enhance the
sunlit areas.

| B4
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Deciduous Trees in Foliage, Middle Ground [ESELRES kIS el

This illustration was drawn on brownline diazo print paper.

n Apply marker base. In figure 4-170, Yellow Green (Limepeel) marker was
used for sunlit foliage, Olive (Olive Green) marker for foliage in middle light,
and Dark Olive (French Grey 80%) marker for foliage in shade and shadow.
Mote that the lines of the buildings still show through the foliage in places
and act as a guide for applying color to those surfaces behind the trees.

E Create shadows with marker. A variety of markers were used in figure
4-171 to create the shadows cast by the trees—darker values on dark
surfaces, lighter values on light surfaces. Horizontal strokes were used for
shadows on the ground, and diagonal strokes were used to make the
shadows on the vertical surfaces parallel to the direction of the sunlight.

H Add color to surfaces seen through the trees. The appropriate colors
were applied to those surfaces not touched by the markers used to create
the foliage. These colors were applied with color pencil to the building
surfaces and the sky.

n Apply highlights, details, and finishing touches. In figure 4-172, a
mixture of Jasmine and Cream pencils was applied over the sunlit side of the
trees. Branches were added with a pointed-nib Design Marker and a Pilot
Razor Point, with the use of intermittent strokes. Cool Grey #9 (Cool Grey
20%) marker was used to stipple some even darker areas of the leaf masses.
Details, highlights, and flavarings were added ta the surrounding sunlit and
shadowed surfaces.
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Deciduous Trees in Foliage (Abbreviated Technigue)

(4-173, 4-174, 4-175)

ﬂ Apply sky, distant objects, and marker base. In figure 4-173, color was

applied to the sky and the building in the distance, similarly to the way it
was done in figure 4-163. However, in this example there is no need to
extend the color of the background building very far below the ocutline of
the tree canopies, inasmuch as it will be blocked by the dense foliage.
Yellow Green (Limepeel) marker was applied to the upper sunlit sides
of the trees with the broad edge of the tip. Note how the strokes were
oriented outward from the center of the trees. Olive (Offve Green) marker
was carefully applied between these lighter strokes on the shoded side of
each tree. You can see how the trees within the mass repeat the light-dark
pattern, one against the other, individuating trees within the mass. The
darker marker was also applied to the bottom of each canopy, forming a
rough, continuous line of dark value between the canopies and trunks.

E Develop tree forms, colors, and shadows. Black marker was applied to

the darkest areas beneath the trees in figure 4-174. As it was worked |
upward into the tree canopies, the Black was dotted in with the marker tip.

Black marker was also used on the left side of the middle-ground tres
to the right. Olive (Olive Green) marker was used to pick up where the black
left off as the color progressed toward the sunlit side.

Ollive (Olive Green) marker was also used to apply the shadow of the
tree on the ground as well as the long shadows in the field beyond. Yellow:
Green (Limepeel) marker was used on the sunlit portions of the field.

The sunlit sides of the trees and fields were muted with Sunset Pink
{Deco Pink) marker, and Willow Green (Lime Green) marker was used as a

transition color between the sunlit and shaded sides of the tree canopies.

The most distant hills, near the horizon, were colored with Coof Grey #1
{Cool Grey 10%) marker; Cool Grey £3 (Cool Grey 30%) marker was used on the
next closest “layer” of trees. The layer of trees just in front of these were drawn
with Cool Grey #1 and #3 (Cool Grey 70% and 30%) markers, then washed with
Willow Green (Lime Green) and Naples Yeliow (Eggshell) markers.




B Add details. You may frequently find that when you have applied the
marker base to a tree canopy in foliage that is seen against the sky, you
have not left adequate “white spaces” showing. As a result, the canopy can
appear too opaque and heavy. This was the case with the closest trees in

figure 4-175. To remedy the situation, White pencil was added to the upper

parts of the canopies of the trees on the left and right to “open them up.”
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Peoch pencil was used to flavor the sunlit sides of the tree canopies
and their trunks, helping o create the effect of morning or late afterncon
sun. If you want the light to appear as if it is occurring later in the day, use

Jasmine pencil or no pendl Havoring at all.
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Evergreen Trees, Foreground JEREERER e iy

The evergreen trees illustrated in this sequence of steps are typical of the
many kinds of evergreen found throughout the werld. Tree (1) is a sprucelike
tree. By using the stroke shown in the inset you can, by varying the form, draw
trees similar in form to that of the spruce (genus Piced), such as the hemlock
{Tsuga), fir (Psuedotsuga and Abies), larch (Larix), and cedar (cedrus). Tree (2) is a
pinelike tree, and the stroke (inset) can be used for drawing the many types of
pines (Pinus). Tree (3) is a cypresslike tree (Chamaecyparis), and the stroke used
to draw it may be applied Lo similar tree forms, such as the juniper (Juniperus)
and the yew {Taxus),

Fig. 4=176

BB Apply marker base to foliage. In figure 4-176, Slate Green (Teal Blue).

marker was applied to the sprucelike tree, using the stroke shown in the
inseL. In this particular example, a Colorado blue spruce (Picea pungens
glauco) tree form was created.

A Cool Grey #7 (Cool Grey 70%) marker was used for the pinelike tree,
following the stroke technique shown in the inset. For best results, use a
marker that is slightly dry to create the feathered edge at the end of the
stroke. The tree form in this example is a ponderosa pine (Pinus ponderosa).

A Slote Green (Teal Blue) marker was also used, following the stroke
shown in the inset, to begin the cypresslike tree.



Develop color, shading, and trunks with marker. In figure 4-177, Coof

Grey #9 (Cool Grey 90%) marker was stippled on the underside of the
foliage masses of the sprucelike tree. It was also used to darken the tips of
the masses on the shaded side of the tree.

Olive (Qlive Green) marker was applied over the Cool Grey #7 {Cool
Grey 709) marker base of the pinelike tree. Coof Grey #9 (Cool Grey 90%)

marker was used on the underside of the foliage masses to develop their

shading. The trunks were drawn with Redwood (Sienna Brown) marker, with
Cool Grey #9 {Cool Grey 909%) marker used on the shaded sides

Olive (Olive Green) marker was applied over the Slate Green (Teal Blue)
marker base of the cypresslike trees, with the same stroke as that shown for
that tree in the inset in figure 4-176. Cool Grey #9 (Cool Grey 90%) marker
is stippled on the shaded sides of the trees, in gradually diminished
amounts as it progresses toward the sunlit side.
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B Add highlights and final touches. Figure 4-178 shows that Olive Green

pencil was used to wash the entire sprucelike tree and White pendil was
applied to the sunlit foliage masses with an upward stroke. Touches of Burnt
Ochre pencil were added to indicate dead foliage.

Jasmine pencil was used to highlight the sunlit tops of the foliage
masses of the pinelike tree. Olive Green pencil was added to its shaded areas
to bring out their color. Pilot Razor Point was used to add 2 needielike

texture to the shaded sides of the foliage masses. Again, touches of Bumg
Ochre pencil were used to add dead f oliage. Cream and White pencils were
applied to the sunlit parts of the trunks for highlights, and Dark Umber and
Derwent Blue Violet Lake #27 pencils were added to the shaded areas.
fasmine and Cream pencils were applied to highlight the sunlit areas
of the cypresslike tree. Note the small fan-shaped texture patterns created

with these pencils.




Evergreen Trees, Middle Ground and Background

(4-179, 4-180)

n Draw middle-ground trees first. A pointed-nib Design Marker can be used
to draw the middle-ground trees, with a simple slanted stroke over a vertical
trunk line. The example in figure 4-172 shows a Sanford Sharpie—a felt-
tipped pen with a similar tip—is being used for this step. As the inset shows,

the stroke is slanted in opposite directions on opposite sides of the trunk.

The dloser trees, drawn on the extreme left and right, were created
by stippling a Cool Grey #9 (Cool Grey 90%) marker over a vertical trunk line.
These trees will remain dark, because they are silhouetted by the fighter
trees in the background.

Add trunks. Warm Grey 20% pencil was used to draw the trunks of the
trees with intermittent lines.
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Draw distant trees. Once the middle-ground trees were drawn, the point at the crest of the hill so that it would contrast mare strongly with the
of an Olive (Qlive Green) marker was used to add the distant trees—the mountain beyond.

marker was repeatedly flicked upward, quickly producing a simple fasmine pencil was applied, with the same stroke, 1o create a low-sun
evergreenlike shape with a wider bottom and narrower top (4-180). effect on the trees.

The sarme stroke was used in applying a Pilot Razor Point to suggest Note that Blue Slate pencil was used just behind the middle-ground

both tree-mass texture and shadingl These lines were drawn more dE‘I'ISEl:.I’ trees to create grEﬂtﬂ'f contrast with the distant tree mass.




An important element in the illustration of palm trees is the accuracy with

which the shape and proportion of the trees are created.

Il Color the sky; apply marker base to the tree canopies. In figure 4-181,

Yellow Green (Limepeel) marker was applied to the sunlit portion of the tree
canopies, and Olive {Olive Green) marker was applied to the shaded side.
The markers were applied with the tip of the point, flicking outward from
the center of the canopy. This gives a pointed end to the marker strokes.
Willow Green (Lime Green) marker was used as a wash over both base colors
ta shift their colors,

Apply color to trunks; add details. Kraft Brown (Light Tan) marker was
added to color the trunks, dead fronds just beneath the tree canopies, and
dying fronds within the canopies themselves (4-182).

French Grey 70% marker was used to darken the shadows on the
trunks. Light washes of Cool Grey 30% pencil were applied to the tree
canopies, becoming slightly heavier washes as the trees progressed into the
distance. This both lightened the value and weakened the chroma of the
canopy colors, creating a sense of atmosphernic perspective.

Burnt Ochre and French Grey 70% pencils were crosshatched to create
a texture on the trees closest to the viewer.
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the stone bridge, including those parts seen through the openings in the 3
plant material. Shadows cast by the vine mass were added below and to
the left of each part of the mass.

Apply marker base to vine mass., Willow Green (Lime Green) and Yellow
Green (Limepeel) markers were applied to the vine mass. Figure 4-183
shows Olive (Olive Green) marker being applied to the recesses and parts of
the vine mass in shade.

Add pencil wash. In figure 4-184, a Dork Green pencil was applied as a
light wash, using the side of the point. This not only shifts the color of the
vine mass, but quickly adds an appropriate texture as well.
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BACKGROUNDS

I ELRECIC L B (4-185, 4-186)

There are some distinct guidelines that will help you to easily create urban
backgrounds: As the distance increases in an urban background, increase the
value of the colors and decrease the value contrast between colors. The chroma
of the colors should become weaker, and the hues should tend more toward the
bluish range. Less detail should be shown on the buildings.
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n Apply marker base. Because colors in the outdoor urban landscape are

predominantly weak in chroma, gray markers were used as the base
(4-185). Cool Grey #7 (Cool Grey 70%) was the dominant marker used in
the foreground, along with touches of Cool Grey #9 (Cool Grey 90%) and
Black markers. Successively lighter cool gray markers were applied to the
buildings as the distance increased.

Flavor walls of buildings with pencil. In fiqure 4-186, the walls of the
closest buildings were flavored with warm-hued pencils, including Terra
Cotta, Peach, Josmine, Mineral Orange, Bumt Ochre, Dark Umber, and Light
Peach. White pencil was used for highlights.

201
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The buildings in the middle-to-far distance were flavored with Light Add window Lreatments. A Pilot Razor Point was used to darken the

windows on the sunlit sides of the closest buildings. A Cool Grey 70% pengcil
was added to windows on buildings farther in the distance. A mixture of
Light Cendean Blue and White pencils was used to create the effects of 1
reflected skylight on the windows of the shaded sides of the closest 'I
buildings. A Pilot Razor Point was used to draw the muntins, frames, and

Peach pencil on their sunlit sides and Light Cerulean Blue pencil on their
shaded sides. White pencil was also added to the most distant building
surfaces to increase the value and decrease the chroma of the pencil
flavorings. The entire distant part of the drawing, including buildings, was
flavared with jasmine and Cream pencils to create the effect of haze.

shaded recesses.




COTET I ET GG B (4-187, 4-188, 4-189)

The color phenomena exhibited in urban backgrounds are similar in rural
backgrounds. The chroma of the colors becomes weaker, their values increase, and
the apparent textures diminish as the distance increases. However, the hues seen in
rural backgrounds generally form a clockwise progression around the color wheel,
from green yellows in the foreground to purple blue or purple in the far distance.

n Apply marker base to the foreground. In figure 4-187, Cool Grey #5, £/,
and #5 (Cool Grey 90%, 70%, and 50%) markers were used lo create a dark
foreground mass of trees, producing a more dramatic effect of distance
through value contrast. Burnt Umber (Dark Umber) marker was used for the

roof and deck of the building.

FJ Add help lines; create distant trees and fields with marker. In figure
4-188, rolling help lines were introduced to help guide the addition of distant
fields, roads, and land contours. Cool Grey #5 (Cool Grey 50%) marker was
used to stipple in the trees on the first ridge, in the middle of the drawing.
5hade and shadows were added with a Cool Grey #7 (Cool Grey 70%) marker.

Light vy (Putty + Cream) and Buff (Brick Beige) markers were added 1o
the fields, along with touches of Yellow Green {Limepeel) marker

The trees on the hill beyond the first ridge were stippled in with a
Cool Grey #3 {Cool Grey 30%) marker. Cool Grey =1 (Cool Grey 10%) marker
was applied to the farthest hillside.
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E Apply pendil. In figure 4-189, Olive Green pencil was used to wash the FEEiEEEgraE S e O P
foreground trees as well as the trees on the first ridge. The foreground trees  ©§ 1 0 ey S

were then stippled with a Pilot Razor Point.

Qlive Green and Peacock Green pencils were used to flavor the trees
on the next ridge. Peocock Green pencil only was used to flavor the next
ridge beyond. -

Peacock Green and Blue Slote pencils were used on the ridge beyond .
that, and Blue Siate and Greyed Lavender pencils were used to flavor the last
ridge before the mountain. A mixture of Greyed Lavender and White pencils
was lightly applied to the mountain,
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SLOPING ROOFS

LG TN (4-190, 4-191)

The Overhead Plane: Roofs and Skies The shingle techniques shown in these illustrations can, depending on
your color selections, be used for asphalt, wood, slate, or concrete shingles. The
shingles illustrated in this example are wood shingles.

Sloping roofs and skies work together in a design drawing.
n Apply marker base. First, an assumption was made that the light was
coming from the left, determining which parts of the roof would be in
They should be appropriately subtle and follow the rules of shade and shadow. In figure 4-190, French Grey 10% marker was applied to
the more direcily illuminated surface, and French Grey 30% marker was
used on the right-facing roof surface.
source of drama in a design drawing. Mote the light pencil help lines drawn on the roof. These lines radiate
from the vanishing points and help guide the marker strokes. Streaks of Buff
{Brick Beige) were added to the roof, stroked along these lines.
The dappled tree shadow to the left was made with French Grey 704,
50%, and 30% markers.

Roof materials can be represented with a variety of media.

perspective. Skies can add a level of finish and even be a
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Add pencil texture. As figure 4-191 shows, a .5 mm pencil with a 2H lead

was used to draw the shadows of the butt ends of the shingles on the
lighter slope of the roof. These lines were guided by the aforementioned
help lines and were drawn with a short, choppy, back-and-forth motion
along a straightedge. This motion imparts an uneven density to the line.
Because this pencil does not show in the shadow on the left, a Light Peach
pencil was used to continue the same line into the shadow, Mote that a few
individual shingle lines were added along the roof slope as well, with the

use of both pencils.
A Micron 005 pen was used with the same kind of back-and-forth
stroke Lo make the lines on the darker roof slope.

Metal Roof, Standing Seam JCREFEESEEY

Apply marker base. Metal roofs can be any color, but are typically muted,
In figure 4-192, Cool Grey #3 (Cool Grey 30%) marker was applied to the
mare directly illuminated roof surfaces, and Cool Grey #5 (Cool Grey 50%)
marker was used on the surfaces receiving less light. Willow Green {Lime
Green) marker was then used to wash all roof surfaces.

To shift the color slightly, Sand (Sand) marker was added to the
darker parts of the roof, and Buff (Brick Beige) marker was applied to the
lighter surfaces.

Note the pencil help lines, ance again added to keep the marker
strokes—and subsequent pencil strokes—aligned toward the wanishing
points for the sloping roofs.
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Add pencil detail. Figure 4-193 shows the completed roof. French Grey
70% pencil was applied with a straightedge to create the standing seams
on the lighter roof surfaces, and side-by-side lines of French Grey 10% and
French Grey 7% pencil were added to the darker roofs,

MNotice that the standing seam lines are evenly spaced and each aims
toward the respective vanishing points for the sloping roofs.
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RRLCR: A (4-194, 4-195)

n Apply marker base; modify color with pastel. Kraft Brown (Light Ton)
marker was applied to the sunlit portion of the roof, and Burnt Umber (Dark
Umber) marker was used for the shadow.

A random application of Schwan Stabilo #620, #675, and #690
pencil pastels was blended by finger on the suniit portions of the roof. The
excess was brushed away with a drafting brush.

Add pencil detail. In figure 4-194, Black pencil was added to the dark
spaces between the rows of tiles. Mote that each of these lines radiates from
the roof's vanishing point, shown lightly in pencil above the roof.
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EJ Apply finishing touches. Figure 4-195 shows the rest of the black lines S K 1 E S
added to the roof. Mote that not every line need be applied. French Grey
309 pencil lines were lightly added to the shadowed parts of the roof. (4-196, 4197, 4-198)
Dashes of Terra Cotto and Light Peach pencil were applied to give
additional texture. A pointed-nib Design Marker was used to dot in the dark
tile ends at the eaves, A daytime sky often appears as a gradation of color and, under normal,
clear weather conditions, is usually lighter at the horizon and grades to a darker
blue toward the zenith. Daytime skies—even those on large drawings—can be
created very quickly and easily with pastel.

u Apply pastel. You will find it easier, when planning a design illustration, to
apply the sky first, before color is added to the roofs and treelops. When
sky color spills onto these adjacent surfaces, it can be erased without
disturbing their color.

In figure 4-196, Ultromarine Deep 506.9 stick pastel was applied quickly
and roughly in the area dosest to the horizon, with care taken lo leave the
white of the paper just above the horizon. Higher in the sky, a Schwan Stabilo
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#430 pencil pastel was also quickly applied as a transitional color 1o the
darker Cobalt Blue 512.5 stick pastel, added to the top part of the sky.

Mix pastel with fingers or facial tissue. Figure 4-197 shows the three
pastels being mixed with a facial tissue to form a graded blue sky. If the
gradation is not consistent when the excess is brushed away, additional
pastel or color pencil can be applied to create consistency.

Apply finishing touches. The finished sky is shown in figure 4-198. To keep
the sky gradation consistent, it was wiped with a chamois only at the
bottomn, near the horizon. The rest was simply brushed with a drafting
brush. Pastel that found its way into the trees was erased away with an
electric eraser using a soft white erasing strip.

Protect the original illustration with a layer of tracing paper, because
it can smear easily. Use a color photocopy or a color bubble-jet copy of the
illustration for review and presentation purposes. Use a spray fixative only
if you must, because fixative tends to mute the colors of the pastel.
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ITH WG EVLY Y ST (4-199 through 4-202)

There are two easy ways to make dusk or dawn skies. Both use toned

paper techniques and work well in illustrations in which the windows will be illu-
minated.

A. On white tracing paper (4-199, 4-200, 4-201)

n Apply sky colors to the back of the tracing paper. In figure 4-199, Pink,

Blush Pink, and Deco Orange pencils were applied near the horizon and
faded into the color of the paper. Cobalt Blue 5125 stick pastel was applied
to the part of the sky farthest from the setting (rising) sun and will also be
faded onto the paper color from the opposite direction.

Mote that the illustration is created with brown kraft paper placed
beneath the tracing paper so that the effect of the light colors is more
obvious.

Blend colors. The pastel was rubbed into the paper and smoothed with the
fingers. Blush Pink and Deco Orange pencils were also added to the front of
the paper for the purpose of adding streaks of pink and orange over the
blue sky color.

Add finishing touches. Figure 4-200 shows that the pastel was erased
from the trees. A few stars were added, with white gouache, to the front of
the illustration. Elements that abut the sky, in this case deciduous and
evergreen trees, can be silhouetted against the sky by filling in their forms
with a Black marker on the front side of the illustration. This makes the sky
appear still more luminous by contrast. Figure 4-201 shows the intended
final form of the illustration—as a color photocopy.
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E. On blackline diazo print paper (4-202)

A dusk or dawn sky is very easy to create on dark diazo paper, because the effect
requires that the sky be only partially colored.

n Make a dark blackline or blueline print of your line drawing. This print
should be run at a machine speed that is much faster than usual. The print
shown in figure 4-202 was graded in value, from darkest at the upper left to
lightest on the lower right, by varying the machine speed as the print was run.

Ed Apply color pencil in a progression of graded washes. Deco Orange,

Blush Pink, Pink, Light Cerulean Biue, and Copenhogen Blue pencils were
applied, in the order listed, from the horizon up. Each pencil color was
graded one into the other, the sides of the pencil points were used, which
yielded a wider and smoother stroke. Horizontal clouds, appearing as
streaks of color, were added with Pink and Deco Orange pencils,

MNote that the colors used form a progression around the color wheel,
from yellow red at the horizon to purple blue. The purple blue in this
example, Copenhagen Blue pencil, was, in turn, faded into the paper color.

Pastel was not used in this example because when erased it can lift
the dark coating from the paper, resulting in unwanted streaking.

E] Add touches of white gouache for stars.




——

Daytime Skies with Clouds QES{VEREEFIEY

Clouds are easy and fun to create. For this reason, however, they can eas-

ily be overdone, becormning portentous, fussy, and a distraction from the original

purpose of the illustration. Clouds should remain as background, helping to cre-

ate the context for your design ideas.

Make a daytime sky. Use the same materials and techniques for creating a
daytime sky as those illustrated in figures 4-196 through 4-198,

Erase away sky to create clouds. An electric eraser with a soft white
erasing strip is used in figure 4-203 to create the cloud forms by erasing
away the pastel base used to make the sky. These forms can be virtually any
shape and oriented in any direction, depending on the sky effect you want.
Use photographs of cloud forms to guide your efforts.

Add final touches. You can simply stop after step 2 and have very
satisfactory clouds for the purposes of moast design illustrations. If you wish,
you can add some color to the clouds, inasmuch as they are often tinted by
the color of the sky—as during sunsets, for example.

In this instance (4-204), Light Oxide Red 339.9 stick pastel was mixed
with White stick pastel on the sunlit sides of the cloud forms, then rubbed
with a facial tissue and brushed with a dralting brush. Other very light
pastel colors can also be used for tinting clouds

o

Fig. 4-
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CHAPTER 215

S CALE ELEMENTS:
FIGURES AND AUTOMOBILES

The inclusion of human figures and automobiles in your color design drawings
gives the viewer of those drawings a comparative reference by which the sizes of all
parts of the ideas expressed can be quickly judged. They also add a welcome and nec-
essary level of human activity to the illustrations of the places you design,

However, there is an irony in introducing these scale elements into your draw-
ings. On one hand, these “hard-to-draw” elements seem to be a time-consuming both-
er as compared with the “real work” of illustrating the ideas themselves. On the other
hand, they are precisely the point. By introducing these elements—people and, where
appropriate, the cars they drive—into all design drawings, from conceptual sketches to
presentation drawings, you keep those for whom these places are created in the fore-
front of your attention.

Mevertheless, it is important to not belabor these elements by spending too
much time in their creation or by allowing them Lo attract undue attention. Although
designers are in many ways inventors, remember that your task does not include the
design of people and cars. Trace and copy these elements whenever it is opportune to
do so. Keep them simple and use a level of delail appropriate to the drawing.
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DRAWING FIGURES IN COLOR

Your lifelong experience with your fellow humans allows you to estimate
the relative sizes of the forms, spaces, and elements that surround them. Their
presence in a place helps you to judge how big or small something is. Like-
wise, the addition of human figures to design drawings adds a critical element
of scale, as well as animation and vitality, to your design ideas (5-1). Howey-

Fig.5-1 Although only a few figures
would have sufficed for scale, the
miultitude of figures here adds witality to
this redesigned entertainment complex.
Mote how simply the figures are drawn
because they are relatively distant in
the illustration. See the enlargement in
figure 5-7,

er, because of this very familiarity, the figures in a design drawing can some-
limes attract the viewer's attention unnecessarly. Poorly drawn or visually |
demanding figures can distract the viewer from the purpose of the drawing

and, worse, can detract from otherwise good design ideas. Human figures
should blend into the design drawing and act as a subtle reference for the |

viewer.




Trace Files

Because your task as a designer is to design our surrpundings but not the
people who occupy them, you may wish to trace figures from photographs or
pne of the many “entourage” books available. This is always best when the
oppartunity arises—just the right figure or an automobile at precisely the angle
you need. But reliance on tracing can be more time consuming than it may
appear. First, the right figures must be located—that is, appropriate in dress and
activity for the project type and location. Second, figures are more effective if
you can engage them in the place you are making: sitting on the bench, facing
a particular way, relaxing in a seating area, or window shopping at a certain
storefront. These requirements can narrow the field of suitable candidates for
traced figures considerably. When appropriate figures are located, they must
then be enlarged or reduced on a photocopier, usually a number of times, to

D R A W | M G F O R C o XM MUNICATI OGN

achieve the right scale. Even when the drawing is complete, the figures can have
an awkward look (facing or walking in odd directions, too much clothing detail,
elc.) that often accompanies those imported from a different context.

Simple, Believable Figures

You may find it easier and faster to leam to draw simple, believably pro-
portioned figures to use where and when necessary (5-2, 5-3). By learning to
draw acceptable figures that are standing, sitting, and walking, you will have
most all the positions of the human figure you need for your design work. You
will also find the design drawing process more fluid if you do not have to stop
to search for figures from photo references. Instead, use photographs and
entourage books for clues about clothing types, postures, and accessories as you

position and draw your own figures.

Fig.5-1 These simple standing and
walking figures add scale to a street

section drawn at 1" = 10",
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Fig. 5-3 These seated figures do not
have to be highly detailed to animate
this semienclosed restaurant.
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What constitutes a well-drawn scale figure? The most important quality of
a scale figure is the naturalness of its proportions. That is, the relationships of the
parts of the figure to one another should look about right (5-4). Well-propor-
tioned figures, even as outline shapes in a drawing, are very useful not only for
the viewer of a design illustration, but for the designer as well. You use figures
as an instant comparative scale, during the drawing process, for making the
parts of the design an appropriate size. Once you have a feel for drawing out-
line figures that are believably proportioned, attempt simple clothing and acces-

top of head
| [head) of head
wop of shoulders - I [heaad)
of shoulders

2l (rorsa)
L

4% (legs) 4 flegs)

s

Fig. 5-4 The proportions of these three
typical ligures are expressed in “heads.”
The torso of the middle figure, for
example, is 134 times as high as her
head. The width of each figure is
roughly 3 times its head width. Some
additional distinguishing characteristics
are also noted.

Fig. 5-5 Figures with clothing and
detail added. Mote that figures in design
illustrations rarely get more detailed
than this,

B
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sories on an overlay of tracing paper (5-5). These elements need not be elabo-
rate or highly detailed, but the clothing you draw on your figures should be
appropriate for the type of place you are creating and its climate (5-6). Remem-
ber, too, that the more distant a figure is in a drawing, the simpler its clothing and
level of detail should be (5-7). The colors and details of the clothing on your fig-
ures can be any that appear believable (5-8). One of the best ways to choose
colors for the clothing of your figures is to recombine colors already in use else-
where in the drawing. Figures are good agents of repetition and can help create
a color rhythm by distributing selected colors throughout the illustration.

head as
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zvoid detailed faces
coiizr line
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beit helps define waist
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skirt shadow
on legs
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Fig. 5-6 The walking figure is
appropriately dressed for the Mew York
location of this store.

Fig. 5-7 A detail of the illustration
shown in figure 5-1. All of the figures in
5-1 appear quite distant because of the
scope of this multiple-vanishing-point
view. The standing figures vary in size
according to their location in the
illustration, but are about 4" high in the

original 11" x 12" illustration.

Fig. 5-8 The full colered figures shown
in figure 5-5. The shade and shadow
were applied to the front of the white
tracing paper, and the pencil colors
indicated were applied to the back.
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Introducing Figures into the Design Drawing Process

Once you are comfortable drawing a well-proportioned generic figure,
practice drawing figures in the early stages of your design drawings, in both ele-
vation and perspective. In a typical eye-level perspective, the heads of all stand-
ing figures will be on or near the horizon line. Larger figures will appear closer
to the viewer, and smaller figures appear farther away (5-9).

A lypical design drawing process is shown in figures 5-10 through 5-16.
Mote how figures are used during the inception of the design drawing to esti-
mate the dimensions of its forms and spaces. These figures are not necessarily
those used in the later stages of the drawing to provide scale and animation.
Once a rough perspective view of the place is developed (5-10, 5-11), quickly
drawn figures are introduced on a subsequent layer of tracing paper for location
and action (5-12), then refined (5-13) by being given better proportions, cloth-
ing, and detail. After this stage, the entire line drawing is again edited as it is
refined. It is then ready to receive shade, shadow, and color (5-14). Note that
color is first applied to everything but the figures {5-15). Once the colors for the
design are determined and applied, the same palette is then used on the figures
in various recombinations (5-16).

Fig. 5-% Outline figures at various
distances from the viewer. To begin
drawing one of these figures, determine
where you want its feet to be. Then use
the proportions shown in figure 5-4 to
help you draw a well-proportioned

figure between the horizon line and the
desired location of its feet. After some
practice, you will be able to draw these
figures quickly.

Fig.5-10 The beginning of a design
study in perspective. The figures are
used to quickly determine comparative
sizes of nearby forms and spaces.
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Fig.5-11 An additional layer of design
exploration. The figure was used to help
approximate the correct size of the
decorative pots.

Fig.5-12 Gestural figures are located
and manipulated to determine how they
may best interact with the surroundings.
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Fig. 5=13 The figures are refined in
prupurtiun, gesture, clothing elements,
and detail on a subsequent layer of
tracing paper.

Fig.5-14 The layer of tracing paper
with the rough gestural figures was
remaved, and the combination was
traced a final time with a Micron 005
pen. The image was refined and edited in
the process, with all the information on
one sheet of white tracing paper.

Fig. 5-15 Shade and shadow were
applied to the fronc of the final line
drawing, and pastel and color pencil
were first applied to the designed
elements on the back of the sheet.

Fig.5-16 The completed drawing. The
palette of colors used for the designed

elements was also used for the figures.
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Architects and landscape architects frequently find themselves in the posi-

AUTOMOBILES : | 5 i\g*”‘i

tion of having to draw automobiles. Being able to do so is an indispensable skill
when design ideas must be illustrated within realistic outdoor conlexts.

Cars are not difficult to draw. Begin by taking care of first things first. An
automobile traced from a photograph frequently does not look “quite right”

because the car does not conform to the perspective of the drawing it is traced

into. When drawing an automobile from scratch, draw a scale person or persons

directly beside or in front of the place where you intend to locate an automo-

bile. Then, when you draw simple box shapes that are the approximate sizes of
the lower and upper parts of the automobile, you can both judge (by referenc-
ing the figure) how large the automobile should be and make sure that it con-
forms to the perspective of the drawing (5-17). You can do this by drawing the
boxes using vanishing points that are located on the drawing’s horizon line. The

scale figure(s) also allows you to estimate the proportions of the automobile—

width to length to height—as well as approximate the distance between the

front and back wheels,

Once the basic box shapes are in place, draw an automobile shape that
stays within the confines of the boxes {5-18). You will find it much easier to draw
using photographic references to help you with the proportions of the basic
shapes, rather than attempting to rely on memory. I your drawings of automo-

biles are large enough, you can create their final version freehand. However, if
the drawings are small, a french curve and ellipse templates can be helpful when
drawing them in their final version (5-19), as lines that are too shaky can make
the cars appear wrinkled and dented. Remember to use a minimum of detail on
the cars, so the attention of the viewer remains on the designed elements with-
in the drawing.

Fig.5-17 To begin, the automobiles were  used for the rest of the drawing. In fact,

An illustrated step-by-step process for drawing automnobiles in the middle ;4 ouc along with the layout of the in this illustration the vanishing points for
ground is shown in figures 5-17 through 5-21. The steps used to draw more dis- design ideas. Human figures were placed  the automobiles are the same as those
tant automobiles are shown in figures 5-22 through 5-24. at the proposed locations of the auto- used to draw the building.

muobiles, 5o a comparative element could
* . _ ) Fig.5-18 The automobiles were quickly
be used to quickly size them.The upper

shaped from the box-shaped guides.
Photographs were used—not traced, but

and lower forms of the automobiles were
initially drawn as simple stacked boxes.
. for information—to guide the creation
The vanishing points for the vehicles
X of the shapes.
were located on the same horizon line l
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Fig.5-1% On a fresh sheet of white
tracing paper, the final line drawing was
made. In this illustration, the trees,
building, and plant materials were drawn
freehand with a Micron 005 pen.
However, the cars were traced using a
french curve and a straightedge. This
makes the subtle curved lines of a car

much easier to draw and gives it a

smoother, more machinelike look. As
few lines as possible were used, The
wheels were drawn with a small-ellipse
template (Pickett, Mo. 12631), because
credible wheels are difficult to draw
freehand.

Fig.5-20 The final line drawing was
photocopied onto Bristol paper. Coal
Grey #3 (Cool Grey 30%) marker was
used for the windshields, and Black
marker was used for silhouetted seats,
headrests, and the heavily tinted back
windows of the foremost vehicle. Marker
base colors were then applied to the car
bodies. Any believeable color will do.
Often, the body colors of automobiles

are the same as those used elsewhere in

the illustration so that the cars appear
to “belong” to the color scheme when
the illustration is complete.




Fig.5-21 Black marker was applied to

the lower parts of the plastic bumpers,
the wheel wells, and the far tires (seen
in silhouette) of the closest vehicle. Cool
Grey #7 (Cool Grey 70%) marker was
applied to the closer tires.

Cool Greys #9, #5, #3, and #1 (Cool
Greys $0%, 50%, 30%, and [10%) markers

22 Scale Elements: Figures and Automobiles

were used to create the diffuse shadows
beneath the vehicles. A Cool Grey #1
(Cool Grey 10%) marker was also applied
to the asphalt parking lot surface, then
flavored with a Cloud Blue pencil.

The concrete curb in the background
and the foreground walkway were
colored with French Grey |0% marker

and flavored with a Light Peach pencil.
Swipes of White pencil were applied

to the upward-facing surfaces of the

cars—hoods, roofs, and windshiclds,

A Deco Agua pencil was then used to

lightly wash the windshields, followed by

the White pencil for highlights.
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Fig. 5-21 Once the surroundings were
drawn for these distant automobiles,
figures were positioned where
automobiles were to be located. The
figures and the automobiles use the
same horizon line (and, again in this
case, the same vanishing points) as used
for the buildings. This ensured that the
automobiles would appear “level” and in
visual agreement with the building. The
figures were used for comparative scale
in drawing the first forms of the cars.
Mote that the foremost cars (light red)
were fully drawn, from roof to wheels,
The cars beyond, however, were only
partially drawn—muostly as roofs and
windows. Photographs were used for

reference as NEcessary.

Fig.5-13 The roughly drawn
automaobiles were traced onto the
overlay, edited for perspective, and
simplificd, Because these cars are more
numerous and more distant than the
middle-ground cars, they were drawn
freehand with a Micron 005 pen. As few
lines as possible were used, and the
strokes were made quickly to keep the
lines smooth.

The finished illustration was
photocopied onto Bristol paper. Cool
Grey #3 (Cool Grey 30%) marker was
used for the windshields, and various
marker base colors were applied to the
bodies. Note that the colors were kept
somewhat muted so the viewer's
attention would be drawn to the
designed elements.




Fig. 5-24 Cool Grey #7 (Cool Grey 707%)
marker was applied to the illuminated
tires, and Black marker was added to the
wheel wells, seats, headrests, and those
tires that appear in silhovette. Cool Grey
#9 and #5 (Cool Grey 90% and 50°%)
rmiarkers were used to add diffuse
shadows beneath the cars. Mote how this
shadow “anchors’ the cars to the ground.

230 Scale Elements: Figures and Automobiles

Streaks of White pencil were applied
to upward-facing surfaces and wind-
shields. Poppy Red pencil was added to
the taillights. Celodon Green pencil was
used to flavor the color of the window
glass. The widespread use of this color
helps to tie the cars together visually,
a5 a4 miass.

Pale Indigo {Cloud Blue) marker was

added to the hubcaps, and a blend of
French Grey 0% and Cool Grey #1 {Cool
Grey |0%) markers was used to create the
mottied color of the asphalt parking lot.
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When you begin to think about how to use color as part of the composition of
an illustration, it should be considered in two ways. First, consider how the colors can
be related to one another. Then consider what role color plays in the compaosition as a
whole. As you will see in this chapter, these two ways of thinking about color are both
important when you attempt a color presentation drawing.

You may also notice that there are no extended discussions of color “schemes”
in this chapter. Such schemes of color as "complementary,” “analogous,” "triadic,” and
50 on are actually predicated on arrangements of hues only. It is rare that the designer
has the luxury of selecting the hues for a project—or its illustration—without constraint.
In most situations, at least some of the hues you must work with on a project are usu-
ally pre-selected, owing to the range of color found in the natural materials destined
for the project, the preferences of the client, or perhaps because certain colors already
exist in the project, as often happens with remodel work.

This chapter introduces you to the idea that any arrangement of hues can be
made to “go together” and that successful color design drawing for presentation
depends on the designer’s skill at orchestrating all three dimensions of color within the
illustration as a whole. The discussion that follows is an overview of the approach to
color and drawing compasition we frequently use at CommArts when developing color
design illustrations and working with illustrators. You may find it helpful to think of this
overview as a checklist to use when you develop your own color design drawings for
presentation.

There are a number of illustrations in this chapter that have been created by pro-
fessional illustrators. Although the media they use differ somewhat from those used in the
rest of the book, it matters little, because the principles of color and pictorial composition
these illustrations so exquisitely manifest can be created in many kinds of color media.

CHAFTER
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HOw COLORS RELATE TO ONE ANOTHER:
THE CONTRAST OF COLORS

The relationships between colors are established by the similarities and dif-
ferences that are created in their dimensions of hue, value, and chroma. These
relationships can be described as degrees of controst. As you know, when you
experience contrast, you perceive differences in a quality of a thing. These dif-
ferences can range from subtle variation to the maximum of opposites. For
example, the temperature of an object may be hot in one area, cool in another.
Its texture may be smooth, rough, or of several possible variations between Lhe
WO extremes,

The same holds true for color. In Chapter 1, vou saw that each of the three
dimensions of color also had a range of possible expression. The chroma of an
object’s color can range from weak to strong; its value may be anything from

Fig. 6-1
the San Diego Exposition was made for

This watercolor rendering of

architect Bertram Goodhue by Birch
Burdette Long sometime before 1915.
It is an exquisite example of the classic
approach to rendering exterior views of
buildings. Long used a wide variety of
hues, as well as a full range of values, for
the colors in the illustration. The
chromas of the colors, however, are
limited to the very weak end of the
chroma scale. (Illustration: Birch
Burdette Long)

very dark to very light—or its surface may gradate from one value to another. It
may be of a single hue or made up of several hues that are similar—or are, per-
haps, very different from one another.

The first systematic exploration of the differences in the qualities and
dimensions of color expressed as contrast is credited to Johannes Itten. He was
a master at the Bauhaus, where he conducted courses in color fram 1919 to
1938. itten formulated an approach to color study that expressed its qualities as
seven kinds of color contrast: contrast of hue, light-dark contrast, cold-warm
contrast, complementary contrast, simultaneous contrast, contrast of saluration,
and contrast of extension (ltten 1973). Itten’s book, The Art of Color, remains a
classic in color instruction Lo this day.

The designers at CommArts also work with color in terms of its contrasts,
but primarily as an expression of contrasts that occur within its three dimen-

sions—contrast of hue, contrast of value, and contrast of chroma. It is how these
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contrasts are orchestrated that determine the expressive divection of not only the col-
ors used for a project, but also the color illustrations used fo communicate the proj-
ect’s various aspects.

Although these three color contrasis are discussed separately in the para-
graphs that follow for the sake of clarity, you will generally experience these con-
trasts all at the same time when you look at a composition of colors. When a
designer selects the colors for an interior color scheme, for example, he limits the
range of contrasts of certain dimensions of the colors while allowing other
dimensions a greater range of contrast. By judiciously selecting which dimen-
sions are limited in contrast and to where in the range of possibility they are lim-
ited, he will determine the expressive direction of the color scheme. Further, it is
the imposition of these limitations on the possible ranges of hue, value, and
chroma contrast in a color scheme that helps to unify it by introducing a level of
order. For example, an illustration of a building’s exterior, including its site and
context, may have a wide range of hue owing to the variety of building maleri-
als, plant materials, and sky. Its colors may range from very dark to very light in
value, as certain parts are in shade while others are in sun. To introduce a level
of visual order to the scheme of colors, the designer may choose to limit the con-
trast in chroma of the colors to within a narrow, relatively weak range. This
allows the illustration to have interest and punch, but also imposes a degree of
order resulting from the common level of chroma shared by the colors (6-1).

Hue Contrast

The contrast between hues can range from subtle to dramatic. Look at the
color wheel in figure 6-2. You will notice a relationship between any hue you
happen to select and the hues on either side of it. If you choose purple biue, for
example, you see that it is related to both its neighbors, purple and blue. Green
yellow and yellow red both contain a measure of yellow. Side-by-side hues on
the color wheel contrast little with each other and are called analogous hues (6-3).
The farther away hues are from each other on the color wheel, the more they
contrast. The strongest contrast in hue, of course, occurs when hues are dia-
metrically opposed on the color wheel—red and blue green, for example (6-4).
Hues that occur opposite each other are called complementary hues.

Fig. 6-1 The color wheel. Every color
wheel has a warm side and a cool side.
On this particular wheel, the hues green
and red purple form the dividing line
between the warm and cool hues and
can themselves be made either warm or
cool.

P RESEMNTATION 235
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Fig. 6-3 Analogous hues red, yellow red,
yellow, and green yellow are
predominant in this illustration. Note
that in the analogous color scheme for
the building, the grays are actually very
weak-chroma yellow. The hue yellow has
been mixed, in varying amounts, into
most of the colors used in the drawing.

Fig. 64 This simple cut-paper exercise
shows what happens when a color
composition has a wide range of hue
contrast and the values and chromas of
the colors are held consistent. In this
example, the values of the colors are
limited to the very high range, and
their chromas are limited o a weak
range. The color in the center is a
neutral gray.
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Simultaneous Contrast

Complementary hues are so named because they enhance or “complement”
each other, Red makes blue green look its “blue greenest,” and vice versa. Green
yellow most enhances the hue purple. In fact, the Munsell System hue arrange-
ments are based on this phenomenon. Each hue is placed opposite its visual
complement on the Munsell color wheel. When you see a color, your built-in
perceptual faculties conjure up its complement. To experience this in its most
obvious form, gaze at an intense color under good lighting for about a minute,
then shift your gaze to a neutral surface of white or gray. You will experience an
afterimage of the colored shape in its complementary color (6-5). For the same
reason, if you look at a color and a neutral gray together, the gray will be tinged

DR A W I N G F O R P R E S E MNTATION

with the complement of the color with which it is seen (6-6). This effect is called
simultaneous contrast. Likewise, when any two colors are placed together, each
subtly influences the other by its presence. You can imagine, then, the variety of
subtle color interactions that might occur when a viewer looks at an entire paint-
ing, illustration, or built composition. Every arrangement of colors creates unigue
aoffiliations and tensians, depending on the amounts, gualities, and proximities of the
colors in the amangement. This phenomenon has special meaning for designers
of places, in that each intended arrangement of colors should be studied, first
inexpensively on paper, then eventually mocked-up in its finished location as
construction nears an end.

Fig. 6-5 Look at the red rectangle from
about six inches away, under a fairly
bright light, for about 30 seconds. As
your eyes become accustomed to the
red, they will begin to generate its
complementary color, blue green. As
you continue to look, the rectangle’s
edges will seem to fluoresce with an

about an inch to the side, you will see
how the afterimage, still partially
covering the red, begins to dull the red!

After about a minute, shift your gaze
eompletely away from the red to the
blank white area to the left. In a second
or two, the afterimage, roughly in the
rectangular shape, will fluoresce blue
green for five to ten seconds before it
fades away.

“aura” of blue green as your eyes make
small movements. If you move your gaze

Fig. 6-6 The gray rectangles in the
centers of the colored squares are
exactly the same. Use a fairly bright
light as you look from one square to the
other from about six inches away for
about a half minute. Each gray rectangle
will become tinged with the
complementary color of the square it is
within.
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Warm-Cool Contrast

A color wheel can be divided into halves, with warm colors on one side and cool
colors on the other. On the Munsell color wheel, this division happens along a
line formed between the complementary hues green and red purple (6-2). These
lwa hues can be adjusted to become either warm or cool (6-7). Warm colors are
so named because they are associated with the colors emitted from archetypal
heat sources like fire or incandescent lamp filaments. They can also raise the per-
ceived temperature of a place, subtly stimulate appetite, and increase a person's
predisposition to outgoing behavior. Cool colors are associated with things cool,
such as the color of north sky light seen on objects in the shade. Cool colors can
lower the perceived temperature of a place and have a quieting effect as they
subtly influence the occupants of a place to become more introverted. Warm-
colored objects seem to advance toward the viewer and appear mare figural in
a composition (6-8), whereas cool colors are more passive and seem to recede.
These principles are particularly important tools in the creation of spatial effects
in an illustration {see figure 1-5).

Fig.6-7 The hues red purple (above) strength of this view is assisted by the
and green (below) occur on the dividing arrangement of the major value

line between warm and cool hues on the  groupings, whereby the subject building
color wheel. The cool (slightly bluish) and the sky immediately beyond are the
versions of both hues appear on the left,  lightest values in the composition and
and the warm (slightly yellow-reddish) everything else grades darker from
versions appear on the right. there. In addition, the hue and value
arrangements are believable in that
they could be those encountered in an
early morning sunrise. {lllustration:
Douglas E. Jamieson)

Fig. -8 Mote how the straightforward
arrangement of the warm and cool hues
in this illustration create not only a
startling image of the building, but one

with a very clear center of interest. The
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Value Contrast

Contrasting the values of colors is one of the most powerful ways to estab-
lish the impact of a color composition. Like the other dimensions of color, the
wvalues of the colors of a compesition can range widely or can be limited to a par-
ticular location on the scale of light to dark. If the range of values of the colors
is limited to light values, the composition is said to be done in a high key (6-9).
Likewise, if the colors of a compaosition are mostly in the low range of values, it
is a fow-key compaosition,

The contrast of value is also the most powerful ally you have in making the
idea in a design illustration easily legible. The skiliful handling of this kind of con-
trast can make the illustration more compelling at first glance, as well as more
easily readable from a distance. A typical color design drawing created for pre-

Fig. 6-9 This illustration gives an
example of restraint in the value and
chroma dimensions of the colors used.
Although the hues are analogous—red,
yellow red, yellow, and green yellow—
with complementary accents of purple
blue in the shade and shadow, note how
an overtone of the hue yellow informs
all the other colors.

The values of the colors are limited
to a very high range, and the chromas
are restrained to the weak end of the
scale.

Through the careful arrangement of
its colors, the illustrator creates a
powerful composition that allows the
viewer to almost feel the bright sun,
heat, and dust of Cairo, Egypt.
(Mustration: Frank M. Costantino.)

sentation purposes should be built primarily on value contrast for its legibility and
dramatic impact. The color dimensions of hue and chroma are used to further
enhance legibility while adding character and richness. There are, of course,
exceplions to this principle, especially when you attempt to create a particular
quality in an illustration that calls for less value contrast, such as in the high-key
illustration shown in figure 6-9. However, you will notice that in their strongest,
most dramatic design illustrations, professional illustrators in most cases not enly
use a full range of values, from very dark to very light, they also arrange these val-
ues in a way that most advantageously and legibly guides the eye to the focal
point of the design idea. At the same time, they use these amangements to cre-
ate the illusion of spatial depth in the illustration (6-10)! You will be introduced
to an approach to creating these value arrangements in Chapter 7. A dramatic
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and thoughtful value arrangement not only gives a design illustration “punch,”

it provides for 2 more successful reproduction of the illustration in printed media,

especially media with limited color or with only black-and-white reproductions,

such as a newspaper

Yet it is this very reason that certain kinds of computer-generated design

illustration seem overbusy, to the point of appearing frenetic. When these illus-

trations are created by importing imagery from other sources, such as signing,

figures, automobiles, skies, and backgrounds, they exhibit a wide variety of hues,

values, and chromas. Such illustrations have a collagelike quality because that is

the way they are composed.

Fig. &-10 This illustration embodies
many, if not most, of the color and
compaosition ideas presented in this
chapter. The vertical format, the
repeated vertical forms, the location of
the horizon line, and the use of color all
work together to create a composition
that is stunning in its iIMmpact.

The values of the colors range from
almost black to touches of pure white.
However, you need only to squint slightly
to realize that the various areas of the
illustration are carefully assigned groups
of similar values, which not only help to
frame the illustration, but also create a
strong focus and sense of spatial depth
within.To be sure, other contrasts of

value occur within the illustration, but
the illustrator took care to see that
none of the minor contrasts were so
strong or demanding that they compete
with the impact of the major value
groupings.

The hues used in the illustration come
from all parts of the color wheel, and
although the warm hues predominate,
they are intermixed with each other and
with the cool hues to produce many
subtle and sophisticated colors,

The chromas of the eolors are held
to a relatively weak range throughout
and act as a unifying agent for the
composition. (Illustration: Thomas ¥,
Schaller)
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Chroma Contrast

The chromas of the colors in a compasition can range from very weak—
almost pure gray—to very strong and vibrant (6-11). The way chroma is orches-
trated, as with hue and value, can help determine the emotional impact of the
composition. Strong-chroma colors are stimulating to most people, connoting
excitement and activity. In our culture, we often see a higher proportion of
strong-chroma colors associated with places for children, retail establishments,
and entertainment (6-12). Medium-to-weak-chroma colors are more frequently
associated with places in which people spend longer periods of time, such as res-
idences and offices. These kinds of color are also generally perceived as more
relaxed, calm, serene, upscale, and sophisticated.

You will find that the colors of most exterior design drawings and illustra-
tions are in the middle-to-weak chroma range, inasmuch as this is the chroma

range of most natural materials. You have seen what happens to man-made
materials left outdoors, as sun and weather conspire to bleach colors to their Bl Tl ke : I
most grayed versions. Consequently, building designers often choose colors for  jycerates a color scheme with a limited

the man-made materials and finishes on building exteriors that are sympathetic range of hues (yellow through red

to these natural colors. Color drawings of many kinds of interior places are also purple) and strictly limited values, but |'
in the middle to weak chroma range, particularly given our culture’s propensi-  the chromas of the colors are

ties for colors in this range of chroma. However, accents of strong-chroma color  unrestricted and range from very weak
are often found in illustrations of both interior and exterior views, not only to very strong. I
because these accents tend to balance large areas of weaker-chroma colors, but Compare the impact of this color
because we enjoy strong-chroma colors in small doses (6-13). Such doses ysyal-  S@MPosition to that in figure 6-4.

ly appear in our drawings in small, subordinate areas. They also often appear in

our lives within small segments of time—in those things that are relatively short-

lived, such as flower masses, clothing, walls, or pieces of fumniture, whose colors

can be easily changed as we tire of them,
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Fig. 6-12

Fig. 6-12 This strong-chroma color
design drawing perfectly captures the
spirit of the casino entry it is intended
to conceptually illu

The designer created this illustration
|:_'a"' first r|._~prr11|||tir1g a line 1.|r.'|'-.-'ir'|_'=] on a

w photocopier, us setting that
I he values—all black lines

became white, and the white

background became black. Because the
resultant output image of a color
photocopier is too slick to draw on, the
image was photocopied onto bond
paper on an ordinary black-and-white
photocopier. Strong-chroma color pencil
and white pouache were then applied to
the bond copy. Once colored, the

illustration was enlarged as it was color

!
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photocopicd, then spliced together to

create a large p ntation-size image.
Chapter 8 for further discussion of

color drawing enlargement. (Drawing:

Bryan Gough)
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Fig.6-13 The colors of the roof and
stucco on the third-level walls, column
bases, and curb have a similar
“weathered" look that is sympathetic,
albeit in different hues, to that of the
stone on the lower part of the building.
The warm gray stucco and gray-
green roof were held to a similar value
to that of the stone, and the chromas of

the colors of the stucco and roof are
even somewhat weaker than those of
the stone, helping to feature it slightly.

Mote the balancing effect the smaller
accents of strong-chroma colors of the
potted flowers, the figures’ clothing, and
the tiled fountain wall have on the
overall composition.
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COLOR CONTRAST AND IMAGE COMPOSITION

All illustrations that atternpt to manifest a three-dimensional view on a
two-dimensional surface—whether that surface is paper or a compulter screen—
are created with four basic visual elements. Line, shape, color, and texture must
be arranged in the most effective way to create images of form, space, light, and
materials.

Most color design drawings are created as wvehicles to communicate
design ideas. The viewer of a design drawing typically looks “into” the drawing
te find the design information, whether it is a plan, elevation, axonometric, or
perspective view. This information is usually made up of smaller, individuated
ideas that have been assembled to form the illustration. A perspective view, for
example, shows the designer’s ideas about the floor plane—its variations in level,
its finishes, the furnishings that might rest on it; the wall plane—its penetrations,
its materials and finishes, shelving and cabinetry; and the ceiling plane—its fix-
tures, its penetrations, its variations in height, its colors and finishes, and so on.
This view assembles these many ideas into a single drawing, often giving the
designer her first view of how a multitude of ideas and decisions appear in con-
cert. It also allows viewers to participate in the assessment of these ideas.

You will find, however, that during your career as a designer there will be
many times when you want to create illustrations of your ideas that go beyond
the simple delivery of design information. You will want to present this design
information in the most effective way. This means you must shift your percep-
tion and begin to look “at” your drawings as graphic compositions, not only
“into” them for the information they contain.

When you prepare a color drawing to present design information in this
way, you must take into account the perceptual habits and needs of the viewer
and understand the way in which he responds to various kinds of visual organi-
zation (Feldman 1987). However, each illustration is unigue, so an approach that
creates the most effective presentation in one situation may not be appropriate
for another. Instead, it is more effective to begin each new presentation-level
illustration by evaluating the opportunities and constraints that the subject mat-
ter presents to the designer. This part of the present chapter, as well as the first
part of Chapter 7, introduces you to design principles that, when realized, can
help you create more effective, dramaltic, and satisfying design presentation
drawings in color. These principles—unity, balance, proportion, and rhythm—

reflect our innate perceptual needs and are common to all the representative
graphic arts. Use them to evaluate your approach to color in your illustrations as
you proceed. It is worth noting the degree to which these principles interrelate
as each contributes to the visual order of the image.

A Unified Image

Unity is the design principle that is concemed with how an image will be
seen @s g whole. It is considered by some designers to be the only principle of
pictorial composition, toward which all others work in support.

Effective color drawing for the purposes of presentation really begins
upstream from the application of color. It starts with the initial compositional
decisions the designer makes in regard to the underlying skeleton of the illus-
tration, the line drawing. Many of these decisions are simple and easy, but only
it the designer addresses them at the outset.

It is worth deciding, before you invest the time (and fee), whether a pre-
sentation drawing is needed or a quick sketch can serve the purpaose. If a pre-
sentation drawing is justified, make sure you are clear about the purpose of the
illustration and what exactly it must communicate. The line drawing that is gen-
erated inilially is really the armature that shapes the image and determines its
degree of impact The time spent developing a well-composed line drawing will
prove to have been worthwhile when you are ready to arrange its values, color,
and effects of light.

For example, a simple and often overlooked consideration is the drawing
format. Format is the orientation of the page: vertical, oblong, or square. A hor-
izontal, or oblong, format can help a picture with a horizontal emphasis to
appear more at home on the page. A vertical format can do the same for a ver-
tically oriented subject, such as a high-rise building. Note the contribution of the
picture’s format to its impact in figures 6-8 and 6-18.

Another consideration is the location of the picture’s horizon. The harizon
is usually placed above or below the center of the picture, inasmuch as bisect-
ing the picture with the horizon may give the composition a static quality. If you
place the horizon high in the picture, more ground plane will show. This
approach is particularly good if you have a large amount of information to com-
municate about the ground or floor plane, such as that found in an aerial or
“bird’s-eye” perspective view (6-14). However, a high horizen may burden the




Fig. 6-14 In this illustration the horizon
line is above the picture and off the
page by a significant distance, resulting
in the aerial perspective, or “bird's-eye"
view, shown.Views of this kind are
particularly good for communicating
forms, spaces, and plan relationships
{such as circulation) simultaneously,
especially to viewers unfamiliar with the
conventions of plan views.

As a general rule of graphic design,
diagonal lines introduced into a picture
are more dynamic than those that run
orthogonally. Mote the degree to which
this effect influences the view shown here.

It is also worth noting how the color
is arranged in this illustration. The
yellow-red roofs immediately dominate
your attention. The larger roof in the
upper center is balanced by the smaller
roof in the lower left. Mote, too, that
although the cooler hues of green, blue
green, blue, purple blue, and purple are
dominant in terms of area, yellow has
been repeatedly mingled with green to
create many areas of green yellow,
Maoreover, the yellow red used on the
roofs has been mingled inte many of the
ather areas of the illustration, including
the tree canapies. Likewise, the purple
and purple blue of the shadows have also
been mingled inte many areas. As you
can see in this and other illustrations in
this chapter, mingling is another way to
unify an illustration and ereate balance

between the warm and cool hues.
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The picture gets darker toward its
edges, particularly its bottom edge. This
helps to keep the viewer's attention
focused on the center of interest within
the illustration. {|lustration: Douglas E.

Jamieson)



unsuspecting illustrator of a single building exterior, for example, with having to
illustrate more ground plane elements than she planned. A low horizon creates
the oppaosite condition, with less ground plane and more sky or ceiling showing.
It also provides the conditions for more dramatic perspective in drawing tall
structures, such as those shown in figures 6-16 and 6-18.

Moast designers and illustrators unify their drawings simply by making one
feature dominate the viewer's attention, while other features are subordinate to
the dorminant feature. This is usually done by establishing a focus or center of
interest in the picture—a dominant idea, form or group of forms, or space. This
is the reason it is important to be very clear initially as to the purpose of the illus-
tration, because without clarity of purpose, it is difficult to decide on its focus.
The features of secondary or subordinate interest are arranged in visual support
of the center of interest. For example, a view may be so armanged that the per-
spective lines of secondary elements lead the viewer’s eye, usually gradually or
indirectly, toward the center of interest.

Your arrangement of color contrasts can play a significant role in unifying the
image. It may be that certain of the most vivid contrasts of the colors—for exam-

ple, value contrast—occur within the center of interest and thereby help to hald
the viewer's attention there (6-16). lronically, the slight diminution of the conlrasls
of the colors throughout a composition can also help to unify a color design draw-
ing. You can see this effect, called “mingling” of colors, in many works of fine art—
particularly impressionist paintings—as well as in professional design illustrations
(6-15). Stated simply, all colors used in the illustration are used in almost all parts of
the illustration, but in differing amounts. For example, color pencil used in one part
of a drawing may be used to flavor the colors of several other parts of the drawing.
If this idea is repeated with many of the pendils used to color the drawing, the draw-
ing begins Lo take on a more complex and interesting, as well as somewhat more
muted, coloration. You can notice the unifying effects of this approach to color in
many of the illustrations in this chapter and throughout the book.

The overall value arrangement plays a critical role in unifying the picture
image of a presentation drawing. Many small, disparate patches of dark and
light in a drawing or computer illustration can fragment its overall impression,
unnecessarily distracting the viewer from seeing the ideas within as adding up
to @ whole or sum that is greater than its parts. lllustrations that have a pur-

Fig. 6-15 This illustration is an excellent
example of the intermixture or
“mingling" of warm and cool colors to
unify the illustration and produce subtle
but lively colors as a result. The hues,
taken from the yellow-red, green, and
purple-blue regions of the color wheel,
form an approximate triod that, when
mixed with one another, create subtle,
more neutral colors. However, the colors
created by these mixtures are far more
interesting and lively than any single
colors that may have been used.
{Mustration: Ronald ). Love)
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poseful, overall arrangement of its major value groups are easier to understand
and deliver a unified impression to the viewer (6-16). Developing your skill in
arranging the major value groups of a presentation drawing is a critical part of
successful presentation drawing; this subject is covered further in Chapter 7.

Although there are different kinds of color contrast in an illustration, some
of the mast vivid occurring within or on behalf of steering the viewer's atlention
to the center of interest, remember that these contrasts can occur only if they
have a foil or background that allows them to be seen. Often, a consistent level
in the chroma of the colors (usually on the weaker end of the scale of possibili-
ty) in an illustration not only helps to provide a foil against which accents of
stronger chroma color can be perceived, but this consistent dimension is yet
another means of unifying the illustration (6-17).

Fig.&-16 The illustrator of this image
has marshaled a full range of values,
from black to white, to create a very
powerful image. The darkest range of
values is utilized in the foreground, and
a medium range is used for the
background; the very lightest values are
saved for the center of interest. Note,
too, that the strongest value contrasts
also occur here, berween the focal point
and its surmroundings.

Even though, when squinting at this
illustration, you see the values arranged
in major groupings, there is still
sufficient contrast within each grouping
that its features and figures remain
discernible.

Once again, as in many of the other
illustrations in this chapter, the
minglings and gradacions of the colors
help to unify the composition.
{Ilustration: Thomas ¥¥. Schaller)
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Fig. 6-17 Although this study is attention on the proposed display
composed mostly of weak-chroma colors,  windows—the purpose of the illustration.
the strong-chromsa accents are more This drawing was created by applying
noticeable because of them. This chroma marker and color pencil to a photocopy
contrast helps to keep the viewer's of a line drawing on Canson paper.
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Intreducing Balance

Each picture we see we perceive, whether consciously or not, on a visual
scale somewhere between balanced and unbalanced. “Size, shape, color, ‘tem-
perature’ and texture are experienced as if they are heavy or light, solid or trans-
parent, floating or sinking. Also, there is no doubt that colors and textures can
tip the optical scales we carry inside our heads. An artist who doesn't know
about those scales is trying to walk with one leg” (Feldman 1987, 241).

Balance in pictures can be easily accomplished by using the device of sym-
metry, whereby the handling of the visual elements on one side of the picture is
matched by that on the other side, whether horizontal or vertical. Symmetrical
compositions lend an air of precision and order to an illustration and are useful
for views of formal gardens, rooms, or building entries. Yet they can make a pic-
ture appear static if your intent is a greater degree of dynamism. For that rea-
son, the majority of illustration compaositions are asymmetrical and achieve bal-
ance through less obvious means. Asymmetrical balance is often approached
through “leverage,” whereby a substantial visual weight is counteracted by
something much smaller, usually at some distance from the greater weight (6-18).
The distance between the two acts as a “lever arm,” balancing the weights
much as objects are balanced in physics. “Although gravity does not actually
operate on the objects in paintings, we perceive them os if it does” (Feldman
1987, 241),

Fig. 6-18 The illustrator says,“This
particular image was designed expressly
as a piece where pure color, rather than
tonal value or representation of shape,
was intended as the primary
compaositional device. Tangible elements
of earth and man-made objects are
expressed in warm tones of red and gold
while atmospheric elements—sky and
water—are treated in cooler shades of
green and blue” Mote how he has
arranged the image so that the warm

and cool colors are distributed in a way
that balances the illustration.

You will also find that the value
compaosition of the illustration is,
nevertheless, in balance. The foreground
cliff and the darkened water at the
bottom of the illustration visually
balance the larger mass of the structure
sweeping to the upper left, grading
darker as it does so. (lllustration:
Thomas W. Schaller)




c oL OR DR AW I NG FE O R PR E S EMNTATIOMN 251

Balance can be created by the way the artist stimulates and guides the A Sense of Proportion
interest of the viewer. Smaller areas that pique our curigsity can balance the larg-
er areas in a composition. Color is often used to this end. Large areas of one
color or a group of related colors are often balanced with a small, vivid “accent”
of a similar color or one from the opposite side of the color wheel (6-19). For
example, a composition made up of grayed blues and blue greens may be bal-
anced by a touch of intense red in just the right location.

Proportion is the relationship of the sizes of the parts of a composition to
one another and to the whole. Because there are no rules governing these rela-
tionships, they are largely dependent on the judgment of the artist or illustrator.

When you consider proportion, you are also considering the issue of bal-
ance. When the parts of an image seem to be in the right proportion to one

Fig. 6-1% The small (in area) but vivid This study was made with color
yellow red of the campfire helps to pencil and pastel (for the fire and
balanee the weaker-chroma gray-green smoke) applied to a photocopy of a line
and green-yellow hues of the paper and drawing on Canson paper.

applied color, respectively.
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another, you have a sense of balance. Symmetry, as mentioned in the discussion
of balance, is based on equal proportions. When the subject of horizon line loca-
lion was discussed, a composition having equal amounts of sky and ground was
described as static. Better proportions of the picture might appear, for example,
as one-third ground, two-thirds sky. When considering a vertical or horizontal
format for an illustration, you must decide on the proportion of length to width
of the picture. The Greeks derived what they considered the ideal proportions,
called the Golden Mean, whereby the relationship of the smaller part to the larg-
er part was the same as the larger part’s relationship to the whole, or roughly
1:1.6. In whole numbers, this is 5:8. Throughout history, architects have used
the Golden Mean to create height-to-width proportions for doorways, windows,
and entire building facades. Artists have even used this proportion to format
their pictures,

Proportion also applies to color. When is there too much of a certain color,
not enough of another? What proportions seem balanced? Does the way the
illustrator proportioned the colors in figure 6-14 give a sense of balance? When
the issue of color is addressed in terms of proportion, you can think of it in terms
of amount or area. In the previous discussion of unity, the terms dominant and
subordinate were used to describe the degree to which parts of the illustration
are intended to attract the viewer's attention. Here, these terms are used to

Fig. 6-10 This marker and color pencil
drawing on a blackline print shows a
preponderance of a yellow-red hue in the
composition. Although the dominance of
a particular hue helps to unify the image,
closer inspection shows that the yellow
red is more red in some places and more
yellow in others. Such variation adds
interest to the drawing and does not
detract from the ability of this hue—or,
more accurately, this close-knit group of
hues—to unify the composition. Other
hues, the green in particular, play a
subordinate, balancing role. (Drawing:
Henry Beer)

describe the amount of area a particular color quality occupies in the composi-
tion. When a limited range of color dimensions are dominant (in terms of area)
in a composition, it helps the picture to appear more coherent. For example, the
preponderance (in area) of a particular hue in a picture—for instance, red,
including the light reds and dark reds, the vivid reds and the grayed reds—uwill
go a long way toward creating an image that appears unified (6-20). Likewise,
the preponderance of other colors in the illustration whose dimensions are close-
ly related will further help to unify the image. If most of the area of an illustra-
tion has colors that are mostly grayed, for example, a further level of unity is cre-
ated. The same goes for the lightness/darkness of the colors in the illustration.

Of course, the colors in this picture should contain areas of contrast in hue, light-
ness/darkness, and graynessfintensity as well (6-21). “When _ . . similarities aver-
power contrasts, the result is boredom. When contrasts overpower similarities,
the result is chaos. A successful design must aveid both these extremes” (Gold-
stein 1977, 216).
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Fig. 6-11 Another way to unify an
illustration with hue is to give ita
certain hue “cast.” This watercolor
illustration uses a variety of hues—
yellow red, green, purple blue, and
purple. However, all colors have been
infused with a yellow-reddish cast—even
the green trees and the purple-blue sky.
The effect not only gives this illustration
the glow of a sunrise (or sunset), it also
implies the relaxed and magical
atmosphere of an oceanside retreat.

A similar effect can be created in
illustrations that use the media covered
in this book, by flavoring each color with
pencils appropriate to the hue you wish
to cast. (lllustration: Curtis James
Woodhouse)
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These are all guestions of judgment not answered by a simple rule. Rather, Proportion is often confused with scale. Whereas proportion is concerned
the answers come from a consideration of the purpose of your illustration and  with the relationship of the sizes of things to one another, scale is the relation-
your artistic and design intent. A landscape scene at dusk will, for example, be  ship of the sizes of things to people. Compositions meant to communicate ideas
more likely to have a predominance of blue and blue-green hues than an illus-  about places for people should include illustrated people, or at least human-

tration of an interior finished with natural wood (6-22). scaled elements such as cars or fumiture, so that the viewer can evaluate the

ideas about a place, focused on those who must use it and live with it

Fig. 8-212 This rendering from the 1910s
shows a winter dusk scene created for
the purpose of illustrating a residence.
The predominant hue is purple blue—
even the seemingly white snow is
actually a very high-value, weak-chroma
purple blue for the most part.

Motice how color has been used by
the illustrator to push beyond mere
illustration of a house. By arranging the
howuse as a winter dusk scene, with cool
and weak-chroma colors on the exterior
and touches of warm, strong-chroma
colors to imply the interior glow, the
illustrator communicates the very
essence of shelter—warm, protected,
and secure against the elements.
(Hlustration: Edward Dixon McDaonald)




The Beat of the Rhythm

Rhythm helps to unify a pictorial compaosition by introducing flow and var-
ious kinds of repetition, whether of line, shapes, colors, or textures, Such repeti-
tion can be regular, irregular, or progressively changing. The gradations of value
and color shown throughout this book, for example, introduce rhythm into the
compositions by consistently repeating change of color or value—or both—
across a surface,

Discrete areas of color can be used to introduce rhythm in a compaosition
by pesitioning them in various parts of the picture repeatedly (6-23). Or a color

can be woven more subtly through the compesition by mingling it with the
other colors, as mentioned earlier and illustrated in such examples as figures
6-15 and 6-21.

Repetition of limited ranges of the dimensions of the colors in an illustra-
tion, so that these limited ranges occupy a dominant portion of the illustration
area, is another way of intreducing rhythm. This is implicit in various other parts

o N O R A& W M G F O R P R E 5 ENTATI N

of this chapter, such as in the discussion of high-key and low-key illustrations. In
figure 6-9, for example, the repeated quality of the various colors is their light-
ness of value. Note, too, the other gualities of the colors in this illustration that
have been repeated. A yellow hue, for example, has been used in almost every
area of the illustration, along with the other hues employed. Through the repeat-
ed use of certain color qualities, the illustration is quile successful in creating a
clear and unified image.

If you are new to the idea of color and pictorial composition, the contents
of this chapter may seem a bit overwhelming. If you have had previous experi-
ence with these ideas, you may find this chapter a good refresher. Whatever your
level of experience in composition, one thing is certain: The more you work with
these ideas when composing your own presentation drawings, the more famil-
iar they will become. Before long, you will find that they are an integral part of
your abilities as a designer and are applicable not only to design illustration, but
to a wide range of design circumstances.

Fig. &-23 The same colors—yellow red,
yellow, green yellow, and purple blue—
ocour repeatedly throughout this study
drawing. By limiting your palette of
colors, the rhythms created by repeated
colors become unavoidable.
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This chapter discusses and illustrates a step-by-step process for creating various
types of color design drawings. Some of the examples are simple illustrations of design
ideas and were made quickly, and others were somewhat more carefully prepared for
presentation purposes.

First, you will review some of the basic considerations useful for beginning a
drawing, including how to prepare a line drawing, the creation of a value strategy, and
how to transfer the line drawing to the paper you choose in order to make your final
color illustration. The rest of the chapter shows the approaches we use at CommaArts
for creating color design drawings on the variety of useful papers first introduced in
Chapter 2, how to include written information in these drawings, and how to revise
and repair them.

THE FIRST CONSIDERATION:
MAKE THE LINE DRAWING

Line is the most basic graphic convention used for creating images in the design
professions. Whether a designer works by hand or on a computer, he is responsible for
apprehending three-dimensional ideas on a two-dimensional surface, whether a sheet
of paper or a computer screen. Line drawings also form the basis for the approach to
color design drawing covered in this book.

At CommArts, we use both hand-generated perspective drawings and computer
sefup drawings. A quick, hand-drawn perspective sketch is often sufficient to commu-
nicate an early idea to a client and is frequently the most cost-effective approach in
terms of fee. If orthographic drawings—plan, elevation, section—are being developed
by computer and a perspective view is needed, a perspective line drawing, a setup, can
be instantly generated by most computer programs, providing an adequate skeleton
for a color design drawing, such as that in figure 7-17. However, scale elements, fig-
ures, furniture, and accessories are uwsually most easily added by hand. Quite often a
perspective view of a design idea is also the most effective communication tool, as it is
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one of the few devices that can instantly show the relationships between the
boundary planes of the space and its contents. An interior perspective study
sketch, for example, may incude walls, ceiling, floor, furnishings, and a first
atternpt at choosing materials and colors.

If an existing building or space is being remodeled, it is usually most effec-
tive to simply trace a photograph of the desired view after it has been adequately
enlarged on a black-and-white or color photocopier. While tracing the photo-
graph, the designer can add the design changes by hand, using the vanishing
points and horizon line established by the photograph.

Sometimes it is most efficient to build a quick and simple scale study
model of a particularly difficult view, either by computer or by hand. If the model
is created by hand, remember to keep it simple, building only the necessary ele-
ments (7-10). A Polaroid picture can be taken of the model, which can then be
enlarged on a black-and-white photocopier (or a color photocopier if better
tonal resolution is needed) and traced to make a line drawing that includes the
necessary additional detail (7-11).

Keep your line drawings small. Since the advent of high-quality color
reproduction techniques, it is no longer necessary to create design drawings the
size of a bed sheel. We typically create line drawings ranging from 875" x 11"
(letter size) to 11" x 177 (ledger size) and enlarge them during the photocopy-
ing process. Working at this size, the designer can create design drawings much
faster and remain at a greater "distance” from the image, allowing her to keep
an eye on the “big picture” and not get lost in the details. When line drawings
are conceived at a small scale, it is important to keep your linework correspond-
ingly thin, because photocopy enlargements enlarge everything, including line
thickness. It is not necessary to use a hierarchy of line weights when making line
drawings destined for color, inasmuch as the color—espedially the value arrange-
ments—will make the finished image legible.

We typically use a Micron 005 pen or a 4x0 technical pen for very small line
drawings (7-18). The Micron works best on tracing paper, and the technical pen
works best on drawing vellum. A Black Prismacolor pencil is another excellent line
medium for these drawings; its line can be kept quite thin if the pencil is applied
with the use of a straightedge (see figure 7-56). Although a Black Prismacolor can
generate a rich, dark line similar to that of a felt-tipped pen, it has the advantage
of being easily erasable. Use an electric eraser with the soft, white erasing strip
intended for use on mylar, These line media can, of course, be mixed in a single
drawing as necessary. Their common advantage is that they all reproduce well

when pholocopied on a black-and-white copier. Graphite pencil can also be used
when necessary and can be combined with other line media. However, graphite
pencil does not photocopy as well as the line media mentioned earlier, unless it
is soft or is applied with sufficiently firm hand pressure.

Color Sketch or Presentation Drawing?

Most situations in the earlier parts of the design process do not require the
designer to plan the perspective views he uses to communicate his design ideas,
beyond making sure that the image includes the information he intends to con-
vey. The edges of this view may simply fade away or may be delineated by a rec-
tangular boundary that defines the edges of the picture more uniformly,

However, you have found that there are occasions during the design
process—most frequently in the latter parts of concept development through the
design development phase of a project—when you want your illustration, whether
created by hand or computer, to convey your ideas with more visual impact,

When you intend to create greater impact with your color design draw-
ings, it does not mean you have to spend significantly more lime making the
drawing in an attempt to attain the perfection of a rendering. Instead, you must
look at your drawing in a different way. Rather than only looking into the draw-
ing for design information, you must alse begin to look at the drawing as a
graphic compaosition in its own right.

The ideas introduced in Chapter 6—unity, balance, proportion, and
rhythm-—can be brought to bear as you create your line drawing, in deciding on
issues such as format, horizon location, symmetry, and scale. These ideas will
continue to inform your drawing in various other ways as you apply the color
media, as illustrated by the examples in Chapter 6 and later in this chapter, How-
ever, there is another important compositional issue worth considering when
creating a line drawing for presentation purposes,

Layers of Space

When you look at the work of professional design illustrators, you may
notice thal there are objects and elements that appear quite close to the viewer
and, depending on whether the view is an interior or exterior, objects and ele-
ments in the distance as well. The focus of the illustration is usually found
between these close and distant components. In other words, the illustration has
a foreground, a middle ground, and a background. This layering of space creates,




C oL O R

in the words of William Kirby Lockard, FAIA, considerably more “spatial interest,”
because the various objects and elements between the foreground and distance
successively and partially obscure one another,

This spatial situation differs from typical design drawings that have little or
nothing behind or in front of the subject of the drawing. To be sure, there is
nothing wrong with the typical design drawing, as it can be created quickly and
efficiently commmunicates the essentials of the design idea. Drawings with fore-
ground and background take slightly longer to create, but lend to have more
impact inasmuch as that is how we see the world, more contextual infermation
is communicated, and more opportunities are provided for a strategic arrange-

ment of the major value groups of the drawing.
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The first step in creating layers of space in an illustration is to select your
view. Walk your plan in your imagination, as a photographer might, mentally
composing views of the part or parts you intend to illustrate. You can turn from
side to side, zoom in or pull back for a wider, more inclusive shot. Usually, by
including some foreground feature or element in your view, you may ensure
more gpportunities for creating visual impact when you begin the value studies
(7-1, 7-2). The feature or element may be an architectural element, furnishings,
plant materials, or figures—or a combination. Excepl for figures, the elements
shown in the illustration should either exist or be proposed, because to add gra-
tuilous elements to a design drawing solely for the purposes of picture compo-
sition can be misleading.

Fig. 7-1 Line drawings of a conceptual view
for a restaurant. Figure 7-1(a) shows how
the view may have looked had the issue of
spatial interest not been considered. The
foreground, in particular, is even and
uneventful. The view shown in figure 7-1{b)
resulted after the plan was consulted and
the view broadened to include the
proposed stands of bamboo and the potted
bonsai tree. Standing figures were also
introduced to help punctuate the rather
even field of seated figures.

Fig. 7-1 These line drawings show the
exterior view of a proposed building for
office and retail uses. In figure 7-2(a), the
building is shown as an isolated entity,
mostly devoid of context. Figure 7-1(b)
shows the building viewed from across the
intersection, on the entry patio of a
neighboring building. The architectural
elements, plant materials, and figures
introduce a foreground to the drawing.
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THE SECOND CONSIDERATION:
CREATE A VALUE STRATEGY

Once the line drawing has been created and its major parts have been
arranged in a spatial hierarchy, it is important to consider the arrangement of its
major groups of value, particularly if your intent is to use your drawing for pre-
sentation purposes. Value is particularly important and the most influential of the
three dimensions of color in a design drawing, nol only because it is the most
pivotal in creating the effects of light, but because it is the only one of the three
dimensions of color that produces a visual impact on its own, independent of

the remaining dimensions.

Rather than allowing unlimited variations in the arrangement of the major
values, as fine art and graphic design illustrations may, most color design draw-
ings lend themselves to a more limited number of possible value arangements.
This is because those values will be influenced by the general level of the values
of the colors selected for the project and by the lighting possibilities for the proj-

ect, both natural and artificial.

When you look at an illustration whose major values are arranged in a way
that give it impact, you will notice that the areas of dark, medium, and light val-
ues tend to be contiguous—that is, linked together in zones of like value—rather
than scattered in many independent spots of lights, mediums, and darks. You
can see these major value groups, either in an illustration or in a real-life view, by
simply squinting your eyes almost closed as you look at the composition. What
at first appears to be a wide range of values now migrates toward the lighter,
medium, and darker parts of the value spectrum, making it easier for you to dis-
tinguish the larger arrangements of these value groupings. Itis these major value
groupings that, if arranged for maximum visual impact before the color applica-
tion is begun, will make a dramatic color design drawing far more probable.

Creative arrangement of the major value groups will give your color
design drawings more impact—but why? First, they help to hold the illustration
together and focus the viewer's eye in the direction of the center of interest. If
the illustration has no major groupings of value, it will appear unnecessarily frag-
mented or “busy.” Second, the contrasts of major value groupings can give the
view an appearance of depth or distance. Stronger contrasts are a general char-
acteristic of the value relationships between things that are closer to a viewer. As
distance increases, this contrast lessens. When this phenomenon is used in a

drawing, the appearance of depth is increased dramatically.

Perhaps the most graphic benefit of the effective arrangement of major
value groups, however, is how these arangements can create a luminous draw-
ing. When you see a lighter area against or through a darker area, the lighter
area appears even lighter. The darker the summounding dark area, the brighter the
lighter area appears. This phenomenon is particularly effective in creating dra-
matic illumination in a drawing.

The Value Study

A value study may appear to be of little consequence, even sormewhat of
a bother, as compared with the power of a dramatic color drawing. However,
the value study is your ticket to that compelling color illustration. Once you
have completed your line drawing, but before you attempt to apply color, you
will need a road map that tells you, in general terms, how dark or light to make
your colors as you apply them to the drawing. By arriving at a satisfying and
dramatic arrangement of values before you begin color application, you com-
plete a critical series of decisions which then allows vou to focus on color appli-
cation techniques.

Value studies are quick and easy to make. Begin by using a black-and-
white photocopier to reduce your line drawing to a small size, about 5" x 7".
Make a few copies, as you may do more than one study. The smallness of the
paper allows you to keep your illustration at “arm’s length” for this important
step and to stay focused on the major groups of value instead of getting caught
up in the details of the drawing (7-3).

Restrict yourseli 1o the use of black and white media, so you can focus on
value onfy. Black and gray markers (your choice of warm, cool, or French gray
makes little difference), Block Prismacolor pencil, and white gouache or correction
fluid can all be useful in making these studies. You can work directly on the pho-
tocopies on bond paper, or you can place white roll tracing paper over the small
images and quickly scroll through a series of possible value arrangements (7-4).

These studies should be accomplished faify quickly. It will probably take
between 20 and 40 minutes to make each study. You may have some initial dif-
ficulty in arriving at a satisfactory value arrangement, in part, perhaps, because
of the novelty of planning a drawing in this fashion. You may create two or three
studies before you amive at an amangement of values that is most appropriate
for the view you have selected for your design ideas. The hardest part is settling



on an arrangement of large value patterns that feels right for the drawing. Once
you hit this "ahal” point in your exploration, finishing the study becomes easy.

You may find it helpful to somewhat exaggerate the values in your studies
50 you can easily perceive their impact. In the finished color drawing there will,
of course, be smaller areas of value contrast within the major areas of value you
have established, but these contrasts should not be so large or emphatic that
they overwhelm or fragment the major value groups within which they lie.

Itis a good idea, after you create a value study, to do something else for
a while and then come back to it. This allows you to lock at the study with a
fresh eye and usually results in the addition of refinements to the study or ideas

i

Fig. 7-3 These quick, rough studies—
4" x 5" each—were created to explore

some of the possible major value

central part of the drawing to appear
quite bright by contrast.

In figure 7-3{b), the value study was
drawn on white tracing paper placed over
the small line drawing. Direct sunlight is
coming from the rght, creating a dark
mass on the right side of the drawing.
However, this mass would not be
uniformily dark in the finished drawing,
but would be a series of contrasts within
this dark mass. Notice how the darks on
the left side of the drawing help to
balance the dark mass on the right.

arrangements for the interior shown in
figure 7-1(b). In figure 7-3{a), Black
Prismacolor pencil was used to create
the light conditions for an overcast day,
when no direct sunlight enters the space.
Parts of the soffits and spandrel panels
were darkened with graded values so
that the exterior appears sufficiently
bright. Mote also how the foreground
was made very dark, allowing the lower

for a better value arrangement in a new study. Once you arive at a value
arrangement that suits your goals for the drawing, keep it in view and use it as
a frequent reference as you apply color to the finished drawing. It will prove to
be an invaluable guide as you create a strong and dramatic color design draw-
ing, regardless of the hues you use.

Your ability to arrange the major values of color design drawings will
become stronger as you increasingly take notice of the most interesting and dra-
matic major value groupings in your surroundings, as you think more frequent-
ly in strategic terms about the value arrangements of your drawings, and as you
generate more of these studies.

P

Figure 7-3(c) shows a value study as a
night scene, where gray markers were
used to quickly add dark, even values to
the sky and building beyond the glass
plane. Because of the dark exterior, as
well as the darkened foreground, the
miain part of the interior appears quite
bright by contrast

Each of these studies holds the kernel
of a value arrangement idea for the
finished drawing. Figure 7-3(a) was
selected to guide the value arrangement
for the drawing shown in figure 7-47.
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Fig. 7-4 Three different lighting
conditions were studied for the line
drawing shown in figure 7-2(b). In figure
7-4(a), the light comes from behind the
viewer and toward the building, This
creates a situation in which the
foreground is quite dark, the building is
generally a medium value (owing to the
values created by local tone as well as
shade and shadow), and the background
is light in value.

In figure 7-4{b}, a dusk scene was
ereated in which, although the shy is
brighter toward the left side, the
brightest area remains at the center of
interest—the main corner of the
building. This area is brightest because
the highest value contrasts were
deliberately created there. The sky was
darkened with a series of Cool Grey
markers ranging from 20% on the left to
70% on the right. The foreground was
also created with Block marker, keeping
it in silhouette to help the building and
sky appear brighter. The values of the
building walls and street surface were

ta Creating Color Design Drawings

created with Black Prismacolor pencil,
and the windows remain the white of
the paper.

Figure 7-4(c) shows the building
illuminated by morning sun. In this
situation the entire left side of the
building is in shade. In response, the sky
and building against the brighter facade
were darkened. This not only forces the
sunlit facade to appear brighter, but
helps to balance the distribution of
values in the drawing. Mote how these
two dark masses are also balanced by a
third set of dark values at the ceiling,
column, and planter wall on the left side
of the drawing. White gouache was
applied to the upper windows on the
shaded side of the building to create
reflections of brighter sky, adding
interest and “sparkle™ to the darker face
of the building, but not in such amounts
as to fragment the dark mass.

Figure T-4(a) was the study used as a
value guide for the completed drawing
shown in figure 7-60.




THE THIRD CONSIDERATION: THE TRANSFER

Once your line drawing has been made and you have arrived at a value
strategy, you must consider whether to use the paper on which you have creat-
ed your line drawing for your color application, or whether you want to use
another kind of paper for that purpose. Line drawings or computer-generated
tonal images can be transferred easily to the paper of your choice—including
white roll tracing paper—by means of a black-and-white photocopier. The only
exception is a diazo print, which must be accomplished with the use of a diazo
print machine. Photocepiers can, of course, also be used to reduce, enlarge, and
edit your design drawings as you transfer them to the drawing paper of your
choice. This enables you to enlarge small sketches or parts of drawings, allowing
them to become design communication tools for use with a larger audience.

Most photocopiers have a side feed that will accept individual sheets of
paper intended to receive the photocopy image, preempting the paper in the

paper tray. An office-quality photocopier will, of course, accept bond paper, but

Canson paper can usually be sent through the side feed with no problem. How-

ever, because of the texwre of Canson paper, you may somelimes find that the
black toner does not completely fuse to its surface. You can determine whether
the toner has fused to the Canson by simply rubbing lightly a line in a comer of
the photocopy. if the line smudges, spray the photocopy with Krylon Crystal Clear
acrylic coating and allow a few minutes for it to dry. This will fix the lines and
reduce or eliminate smudging but will not interfere with your color media.

Bristol paper accepts photocopy toner quite well and does not usually
require a fixative. If two-ply Bristol is too stiff to pass easily through your copier,
switch to the thinner single-ply version.

Because roll tracing paper works so well with the color media and tech-
niques described in this book, it was important to find a way for il to accept pho-
tocopied images. In fact, it accepts these images quite successfully and requires
only a “carrier” for it to be sent through a photocopier. This carrier keeps the
thin paper from being crumpled and distorted as it proceeds through the
machine. Follow the steps in figures 7-5 through 7-9 to photocopy onto roll trac-

ing paper. Note, however, that certain copiers will provide only a blurry or par

Fig. 7-5 A sheet of 5 mil (.005" thick)

acetate and a sheet of white roll tracing
paper are cut to the same size. This size
can be letter, legal, or ledger—whatever

the photocopy machine can accom-

modate and depending on the size you
with to make your copy. Here, 117 x 17"
sheets of acetate and tracing paper are
being prepared. Scissors can be used, but
a paper cutter is usually faster.

Fig. 7-& The acetate carrier sheet is
sprayed with an extremely light coat of
spray mount. It is sprayed at a distance
to ensure a light coat. The surface of the
acetate should be only very slightly tacky
to the touch. If the acetate becomes too

sticky by mistale, roll a sheet of scrap
paper onto the acetate and peel it off,
several times. Each time this is done, the
acetate should become progressively less

sticky.
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tial II‘T]c‘L" e on the tracing paper that is introduced into the machine in this wa

This usually happens because the trace tends to pull away from the carmier due
to a convoluted paper path within the copier. If your copies tum out poorly
can hand-trace your line drawing onto the tracing paper or you can photocopy
your drawing onto drawing mylar by introducing the mylar into the copier”
side-feed. Although mylar is slightly more difficult to work on and does not pro-
vide results as vivid as those on trace, it is a good second choice for retrocolor
drawings when trace cannot be used

There may be times when you want to produce a black-and-white photo-

copy that is larger than 11" x 17". Many copy shops have large-format black-
and-white photocopiers, such as the Xerox 2080 or the OCE Bruning 9400. If
you attempt to add color to a drawing of this size, you may want to consider

using pastel as a color medium, as it can cover large areas very quig

Diazo printing is a direct copy process with no enlargs

capabilities. However, once transferred to diazo paper and colored, t

mage can be enlarged or reduced with a color photocopier or a bubblej
er. Diazo prints can have a background as light or dark as vou wish, dej

on where you set the machine’s speed; the faster the speed setti

L

resultant print. A major advantage with the diazo printing

create a graded background across your print by gradually increasing or decreas

ea
f_‘l the machine s5p eed as Your orgi nal "|l'.,.-.v||“l.J and accompanying prnt paper
proceed through the machine

Remember to use alcohol-based markers when working on photocopies
xylene-based markers will smear the photocopy lines. Either alcohol- or xylens-
based markers can be used on diazo prints, although xylene-based markers
appear to work slightly better in that the color is smoother and richer than that

of aleohol-based markers

Fig. 7-T The sheet of trace is aligned

with the acetate and pressed into place.
A roller s used to remove air bubbles
and ensure complete adherence. The
best roller to use is one that is slightly

spongy, such as that made by Speedball.

Fig. 7-8 The original drawing is placed
facedown in the copier. Once the top is
closed, the acetate carrier and tracing
paper are fed into the machine, using the
side feed. Most copiers require that the
surface on which the copied image is to

appear be placed foceup in the side feed.



Fig. 7-9

Fig. 7-9 When the copy is completed,
the tracing paper is slowly peeled from
the acetate. The back of the tracing
paper should have lictle or no glue
residue on it and be ready to accept
color media. If there is too much glue
residue on the back, place the back of
the copy on a sheet of bond paper and

roll and peel it several times to remove

the residue. A very slight residue will
not hinder the application of color
media, including pastel.

The acetate can be set aside for
future use. It need only be sprayed as
necessary and can usually carry several
maore copies without having to be

resprayed.

THE FOURTH CONSIDERATION:
PAPER AND COLOR

If you choose to transfer your line drawing to a kind of paper other than
that on which you created the drawing, as discussed earlier, you are already
thinking about paper. The kinds of paper that work best with the color media
discussed in this book were introduced in Chapter 2 and are shown in the step-
by-step examples in this chapter.

Your selection of specific colors for your design drawings will depend on a
number of factors: the scheme of colors you have chasen for the place you are
designing, the colors of the natural materials you intend to include in your pro
ject—stone, brick, wood—as well as the colors that are available in the natural
and man-made materials that you have chosen, The specifics of color scheme
development are beyond the scope of this book and will be discussed in a sep-
arate book

However, there are some general color ideas you may wish to keep in
mind as you develop your color design drawings. First, when the expression of
your color scheme is an important part of your purpase in creating a drawing,
accompany the drawing with a color and materials board that shows actual
paint samples, material swatches, and pieces of the natural and man-made
materials you intend o use. By doing so, you can minimize misunderstandings
about color that result from the effects of illumination or mismatches that occur
within your drawing.

Second, you will notice that the color media used for the illustrations in
this chapter tend Lo fall into four groups: warm colors—reds, yellow reds, and
yellows; cool colors—purples, purple blues, and blues; transitional colors—
greens or red purples (usually greens in these drawings) that can be made either
warm or cool (see figure 6-7); and the neutrals and near-neutrals, including
white, black, cool gray, warm gray, and French gray markers and pencils.

Third, almost any combination of colors can be made to work together to
create a design drawing that appears unified. This can be done by intermixing
the various color media used to create the drawing, much the way artists—par-
ticularly painters—work with color, as discussed in Chapter 6. Even though an
object in the drawing may be predominantly of one hue, other color media used
elsewhere in the drawing can be used to flavor that hue. In figure 7-38, for

example, the Terro Cotta pencil was also used on parts of the green grass; the

L O

gen Biue pencil was used on the darker paris of the green grass as well

265




Approaches to Creating Color Design Drawings

as the trees; fasmine pencil was used 1o flavor the sunlit surfaces of most of the
objects, regardless of their predominant hue. This intermixture of colors is a key
to rich and interasting color design drawings.

White-Paper Drawings

Color media appear at their lightest value and strongest chroma when
applied to white paper. For this reason, white paper is excellent for illustrating
design ideas that have “high-key” (light-value) or strong-chroma color schemes.
White papers useful for color design drawing range from the lower-guality bond
paper to the high-quality Bristol paper.

Bond Paper

Bond paper, the type found in most photocopiers and laser printers, lends itself to
quick sketches in which color quality is not paramount but some color is desirable.
Duplication is rapid, the original is preserved, and there is no need to seek out spe-
cial paper. Color design drawings on bond paper are adequate for many kinds of

design illustration task (7-12). You may want to stock your photocopier with 24 m

Ib. or heavier paper which will give your drawing surface a more substantive fesl,

Fig. 7-10 A photocopy of a Polarcid Fig. 7-11 A perspective line drawing
photograph of a cardboard and foam- generated by tracing the study model.
core study model. The photo was taken Additional design information was easy
as close as possible to the eye level of to add once the larger elements were in

the scale figures. Certain light lines were  place,
darkened so that the image was easier
to trace. (Model: Taku Shimizu)
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Fig. 7-11 The finished color design
drawing on bond paper. This study was
quickly enhanced with alcohol-based
markers, color pencil, and white
gouache, particularly because its actual

size is only 812" = 11",
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Bond paper is also a geod surface for generating conceptual design ideas
over enlarged photographs of existing conditions (7-13, 7-14, 7-15). In much
the same way, images (both line and tone) printed on bond paper by laser jet
printers make excellent base drawings over which color media may be used to
quickly develop and enhance design ideas expressed as rudimentary computer
images (7-16).

Fig. 7-13 An enlargement of a 3" x 5"

color photograph of an existing
condition to roughly 6" x 107,
reproduced on bond paper by a black-

and-white photocopier.

Fig. 7-14 A sketch study in color, using
Pilot Razor Point, alcohol-based marker,
and color pencil, drawn directly on the
photocopy shown in figure 7-13.



e
,ﬂﬁTLL‘E?':T HELFS —

REAR. _
' ;f‘* STRECT - LATULEM R 111 11101 FTTET VIETT 1O oy
5’5"‘3’5&5- ' FIFEL WL WIT T frver e

#-Mﬁ“

R ; =
x — 3
e = Sk 2 il e

5
i L

-*.."

\m_ Law. SHUBS Lv“""= ROTS of FUUERS
WMATIGATES - "SEA oF PARRUMS"

- RS ROUMD OO 4 %%
rf?ﬁfﬂm&; F-azgﬁmgts I THAMT - Bk W= =il
ET< ) WFLUENE «FE?:CEHMH ERECEAUAD AN,

-ﬁ:{-ﬁ; FRAN STEEET. [ pAuMs
W ALEEET

2% &4

- OF bﬁq-:eﬁmug’ V&L .-

|..|-f L

&

Fig. 7=13

Fig. 7-15 Another study in the series,

created in the same fashion as figure 7-14.
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Fig.7-16 This 871" x 11" study was
drawn using alcohol-based marker,
pastel, and color pencil over a tonal
image produced by a laser jet printer on
bond paper. The tonal image was
generated by computer using Form-Z.

{Drawing: Jim Babinchak)
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Bristol Paper
The development of a color design drawing on Bristol paper is shown in figures

light in value. Note that in the value arrangement for the drawing (7-19), a dark-
er-value foreground also forces the main part of the drawing to appear lighter.
7-17 through 7-23. Bristol paper was chosen for this drawing because its Another level of luminosity is established by placing the row of dark-value fig-

approximately triadic hue scheme—yellow/blue green/purple blue—is mostly ures in front of the brightly illuminated food-service tenants in the distance.

&
!

A
—L__J.

Fig. 7-17 This computer image began as
a typical straight-line wire-frame with the
hidden lines removed. It was imported
into Adobe lllustrator, all the lines were
“selected)” and the “roughen” filter was
applied so that the drawing appeared
more hand-drawn. The “size™ setting
was .20, and the frequency was 20/inch.
The illustration was then imported
into Adobe Photoshop to add the floor
pattern. Diagonally oriented floor pat-
terns can be more quickly and success-
fully added to a drawing by computer

than by hand. The pattern was first
developed as an orthographic image,
then made to conform to the perspec-
tive view by using the “perspective”™
command within the “transform™ menu.

Once the floor pattern was added,
the image was photocopied onto a sheet
of 11" x 17" translucent drawing vellum
(Clearprint 1000H). Note that drawing
vellum does not need a special carrier
when introduced into the photocopier’s
side feed. (Computer illustration: Mat
Poomyiser)

Fig-7-18 A sheet of ordinary roll trac-
ing paper was placed over the vellum
image shown in figure 7-17, and the
additional elements of the view—furni-
ture, people, accessories, and details—
were roughed out. This rough was then
placed behind the vellum image, and the
rest of the view was traced onto the vel-
lum with 2 Micron 005 and a 4x0 techni-

cal pen. Newly hidden or unwanted lines
were easily erased, using a pink erasing
strip in an electric eraser, Correction
fluid can also be used, because the fin-
ishied line drawing will be photocopied
onto the Bristol.
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Once the gray marker was applied to create the basic value arrangement,
pastel was applied to the major expanses of color in the illustration (7-21). The
pastel not only smooths the appearance of the marker strokes and has a lumi-
nous quality in its own right, but it is a color application over which further
refinements of color can be added with color pencil.

It is informative to look closely at the line illustration shown in figure 7-18,
in that it is a hybrid of computer and hand drawing. However, it is hardly rec-
ognizable as such, as it appears hand drawn in its entirely. You may find that in

many drawing situalions, a computer can quickly and conveniently supply the
basics of the larger architectural forms and spaces, as shown here, whereas hand
drawing is often faster and more appealing in illustrating figures, furnishings,
accessories, and detail. To unify the look of the hand-detailed computer drawing
and avoid retracing the computer portion of drawing, the compuler-generated
portion was first “filtered” on the computer to make its lines appear hand drawn
(7-17). This resulted in a line illustration in which the hand-drawn and comput-
er-generated portions are indistinguishable,

e

Fig. 7-19 The value study shown at the
top is a 5% x 6" photocopy reduction of
the line drawing. Mote how the main
part of the view appears brighter
because of the darkened foreground.
The color media used for this approx-
imately triadic hue scheme are as fol-
lows. In this example, the near-neutrals
happen to be all markers: (1) French Grey
10%, (1) French Grey 10°%, (3) French Grey
30%, {4) French Grey 50°%, (5) Cool Grey
10%, (6) Cool Grey 20%, (7) Cool Grey
307%, (8) Cool Grey 40°%. The greens are

pastel, (10) Deco Aqua pencil, (11)
Celadan Green pencil. The purple blues
and purple are (12) Ultramarine Deep
506.9 stick pastel, (13) Blue Slate pencil,
{14) Derwent Blue Violet Lake #27 pencil.
The reds are (15) Light Oxide Red 339.9
stick pastel, (16) Poppy Red, (17) Tuscan
Red pencils, (18} 310 pencil pastel. The
yellows and yellow reds are {19) Raw
Sienna 1349 stick pastel, (20) Gold Ochre
231.8 stick pastel, (21) #5690 pencil pastel,
(22) Cream, (23) Light Peach, (24) Jas-
mine, {25) Burnt Ochre, (16) Row Umber,

i
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o
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(9) Permanent Green Decp 619.9 stick (27) Dark Umber pencils.
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Fig. 7-10 Once the line drawing was
photocopied onto Bristol paper, the

major values were applied with gray
markers, with the value study used as a
guide. The use of gray marker is an easy
way to establish the value arrangement
while still allowing subsequent layers of
pastel and pencil. The cool grays make a
good base for cool colors, and the
French grays and warm grays make a

good base for warm colors.

All the French gray markers [10%,
20%, 30%, and 507%) shown in figure 7-19
were used to establish the value
gradations in the lower part of the
foreground:; all the cool gray markers
shown were used on the upper part.
Howewer, the contrast was intentionally
diminished as the drawing recedes, and
only the 10% and 10% grays were used in
the distance.

Fig. 7-21 To keep the drawing light,
pastel was used to tint its major
elements and surfaces. On the smaller
of these surfaces, the pastel was drawn
directly on the surface; on the larger
surfaces, the pastel was scraped onto
the drawing surface from the pastel
stick with an X-acto knife. This avoided
the possiblility of the pastel application
showing streaks. Once the pastel was
applied, it was smoothed with a finger,
then by a facial tissue,

Row Sienna 134.9 stick pastel was
applied o both the loor and ceiling.
Gold Ochre 231.8 stick pastel was used
on the foreground floor and blended
into the lighter pastel in the distance.

The illuminated undersides of the
arches near the columns were colored
with a blend of Raw Sienna 234.9 and
Light Oxide Red 339.% stick pastels to
express the color of the incandescent
uplighting.

The columns, as well as the sign
panels in the distance, were colored with
a blend of Permanent Green Deep 419.9
and Ultramarine Deep 504.9 stick pastels.
Mote the gradation of the column celor,
created by adding Row Sienna 234.9 stick
pastel to the lower parts of the columns.,

Once the pastel was applied,
unwanted coverage was easily erased
with an electric eraser with a soft white
erasing strip and an erasing shield.
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Fig. 7-11 Color pencil and pastel were
used to bring up the color of the details
of all parts of the drawing except for the
figures. Raw Umber pencil and a flavoring
of Burnt Ochre pencil were applied to
the corners of the ceiling where the
illumination drops off. Blue Slote and
Derwent Blue Violet Lake #27 pencils
were used to darken the the corners
where the arches meet.

Cream and Light Peach pencils were
combined to color the banding on the
sign panels and the banquette seating.
Jasmine and Dark Umber pencils were
used to create a cross-hatch pattern
over a light wash of Burnt Ochre pencil
on the foreground banquette seat back
to simulate the pattern created by cane
backing. The corresponding seat backs in
the distance received only a light wash
of Burnt Ochre pencil,

Celodon Green and Derwent Blue
Viclet Lake #27 pencils were used to
color the tabletops, chair backs, and
legs. The table edges and chair seats
were colored with a mix of Burnt Ochre
and fasmine pencils.

Tuican Red pencil was applied to the
dried flowers on the tables, the dried
wreaths, and the wine bottles, The bluish
floor tiles were colored with Blue Siate
and Derwent Biue Violet Lake #27
pencils, and the dark tiles were colored
with a Dark Umber pencil.

A mixture of Gold Ochre 23/ 8 stick
pastel and #8692 pencil pastel was applied
lightly across most of the food-service
tenant openings, figures included, to
approximate the glow of colored light.

Design Drawings
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Fig. 7-13 The only exception to the use
of lighter markers in the more distant
parts of the drawing is the application of
French Grey 50% marker to the line of
figures in front of the food-service
tenants. This play of value was used to
allow the food-service tenants to appear
more luminous.

Once color was applied to the
various parts of this design idea, the
same color pencils were recombined
and applied to the figures. First, French
e = ; i * Grey 30% and 50% markers and Cool
II‘A‘IIS&{ 'l’.. —————— = : — { ! i '.: Grey 30% and 40% markers were applied

R i 7 randomly to the hair and clothing,
followed by the pencils. One exception is
some discrete touches of Poppy Red
pencil.

White gouache was mixed with
yellow opague watercolor to create an
opaque color to apply to the letters of

the food-service tenant signs with a very
thin brush. This color was intended to
approximate a gold leaf finish on the
letters. Mote that these letters were
applied slightly above and to the right of
the existing letters, resulting in what
appears to be a drop shadow beneath
each letter. Touches of white gouache
were also applied to the recessed light in
the ceiling.
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Toned-Paper Drawings

When you make a white-paper drawing, the illusion of illumination must
be created by surrounding lighter values with darker values. Toned papers pro-
vide an opportunity to easily and quickly create dramatic color design drawings,
because the designer can apply both dark and light values to the drawing.

One of the major advantages in working on a toned drawing surface is
that partial color application on a line drawing not only can have a dramatic
impact by itself, but often precludes having to add color to the rest of the draw-
ing. This makes toned-paper drawings both effective and efficient as design
communication devices.

Design drawings on toned paper are particularly effective in communicat-
ing lighting concepts. Interior illumination, dusk scenes, and night views are easy
to create with the use of toned papers.

Canson Paper
Canson paper comes in a wide variety of subtle light-, middle-, and dark-value
colors. It has a distinct texture that imparts a pleasing, diffuse quality to appli-

cations of color pencil. This not only adds a consistency 1o a drawing, but also
helps to mask streaky applications of pencil.

Figures 7-24 through 7-30 show the development of a color design draw-
ing of an interior seating area on Canson paper. The paper color was selected
because it was sympathetic to the preponderance of warm analogous colors in
the scheme. These colors were emphasized by the addition of purple-blue com-
plementary accents.

The foreground was darkened to emphasize the skylight illumination of
the more distant part of the drawing. Note, too, that color media were applied
to only about two-thirds of the drawing, helping to define its center of interest.

Fig. 7-24 This line drawing was drawn
on tracing paper with a Micron 005 pen.

Fig. 7-25 The line drawing was
photocopied onte “Sand” Canson paper
and sprayed with Krylon Cryscal Clear
acrylic coating.
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Fig. 7-26 A small value study was done
first with Black Prismacolor pencil on a
photocopy reduction of the original line
drawing. The foreground was darkened,
because it was under the curved balcomy
and because such treatment would
emphasize the skylighted fireplace area
beyond. The darkened foreground also
provides a good “frame™ through which
o view the seating area.

The color media used in this
analogous-with-complementary-accent
scheme are the neutrals and near-
neutrals of {1} White, (2) Block pencils;
{3) French Grey 307, (4) French Grey 50°%,
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(5) French Grey T0%, (6) French Grey ?0%,
(7} Block markers; the reds, yellow reds,
and yellows of (8) Terra Cotta, (¥) Light
Peach, (10) Peach, (11) Mineral Orange,
(12} Burnt Ochre, (13) Spanizh Orange,
(14) Yellow Ochre, (15) Jasmine pencils;
(16) 216, (17) &80, (18) 685 pencil pastels;
(19) Eggshell, (20) Blush Pink, (21) Sienna
Brown markers; the green yellows of (21)
Olive Green, (13) Dark Green pencils; (24)
Olive Green marker; the purple-blue
complementary accents of (15) Blue
Slate, (26) Light Cerulean Blue, (27)
Indigo Blue pencils; (28) Peocock Blue
marker.
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Fig. 7-217 The near-neutral marker base
was added to the foreground first, with
the value study used as a guide. Black
marker was used along the edges of the
attoman, the vase, and the table and on
the darkest parts of the armchair on the
left, French Grey 9055, 70%, 50%, and 30%
markers were applied, becoming
progressively lighter as they moved away

from the Black.

2 Approaches to Creating Color Design Drawings

Fig.7-28 The marker base colors were
applied to the remaining elements in the
center of interest of the drawing. Olive
Green marker was added to the chair on
the right and the rug. Peacock Biue
marker was applied to the upholstery of
the sofa on the lefc: Sienna Brown marker
was used to color all the woodwork as
well as some of the carpet pattern.

The ceiling that forms the underside
of the curved balcony was darkened in

places with gradations of French Grey 50%,
30%, and 10°% markers to effect a contrast
with the more brightly illuminated space
beyond and between the pendant light
fixture and the ceiling itself.

The areas directly beneath the
fireplace mantle, the hearth, and the
upper cornice (above the painting) were
treated with gradations of French Grey
507, 30%, and 10% markers. The
sandstone was colored with Blush Pink

and Eggshell markers. Mote how the
toned paper mutes the marker colors.
Gradations of French Grey 0%, 70%, and
50% markers were applied to the
interior of the fireplace to provide
adequate contrast and make the flaimes
appear more luminous.

The value contrasts in the distance
were deliberately made weaker than

those in the foreground of the drawing.




Fig. 7-1? Detail was added to the
foreground elements with calor pencil.
A zigzag pattern was applied to the
green armchair with Dark Green pencil,
followed by Terra Cotta pencil for the
reddish dots within the pattern. A wash
of Peach pencil was applied to the
illuminated surfaces of the chair, slightty
more heavily closer to the table lamp.
Mote how the Peach pencil not only adds
highlights but also mutes the green hue.
Indigo Blue pencil was used on the
surfaces in shade. Blue Slate pencil was
added as a natural-light highlight on the
edges of the chair that face the skylight
above.

The sofa on the left was first washed
lightly with Olive Green pencil. Blue Slate
pencil highlights were added, followed by
Indige Blue pencil for shading. The high-
lights on the cushions of the armchair to
the left were applied with Mineral
Orange, Yellow Ochre, and Josmine pen-
cils. The rug was detailed with Burnt
Ochre, Yellow Ochre, and Indigo Blue pen-
cils. A graded wash of Peach and Spanish
Orange pencil was applied lightly to the
rug to create the effect of illumination

from the table lamp.

Because the table lamp was intended
to be a replica of a Dirk Van Erp lamp, it
was colored with Mineral Orange,
Spanish Orange, and Josmine pencils.
Mineral Orange and Jasmine pencils were
also used to wash the top of the end
table, The ottoman in the right
foreground was very lightly washed with
Terra Cotta pencil. A highlight from the
table lamp was added to the seat
cushion with a blend of Mineral Orange,
Spanish Orange, and Josmine pencils.

The foreground ceiling was quickly
colored with #4680 pencil pastel, followed
by Yellow Ochre and Jasmine pencils. The
pendant light fixture shade was colored
with Light Peach pencil, grading into
Blush Pink pencil near the top. Once the
shades were colored with the light
pencils, the silhouetted cutout patterns
were darkened with a Pilot Razor Point.
The ceiling highlights were also added
with Light Peach pencil.

The vase with the flowers was
colored with a Blue Slote pencil; the
leaves were colored with Celodon Green
and Olive Green pencils. The flowers
were colored with #310 and #5680 pencil
pastels to pive them added brilliance.
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Fig. 7-30 Once the foreground seating
area was eompleted, it was easier to
determine how light the surface of the
fireplace should appear. First, the fire
was drawn in the fireplace according to
the illustrated steps in figures 4-84 and
4-85. Afver the fire was drawn, the
wrought-iron screen was drawn directly
over it with a Block pencil.

Because a skylight was destined to
go directly above the fireplace, beyond
the top edge of the drawing, a wash of
Light Peach pencil was applied to the
tops of the stone ledges, the mantle, and
the floor. The same pencil was used to
apply a light wash across the face of the
fireplace, with care taken not to extend
this wash up into the marker shadows
cast by the stone ledges. As these
washes were worked progressively
higher, toward the source of light, more
pressure was applied to the pencil. The
upper ledge and the stones above it
were also washed with White pencil to
make them even brighter. These washes
were applied directly over the details of
the fireplace, such as the candles on the

mantle and the hanging utensils, which

allowed these washes to remain smooth
and consistent. Highlights were also
added with Light Peach pencil to the
tops of some of the stones on the face
of the fireplace. Mote, too, the addition
of a flavoring of Light Cerulean Blue
pencil to the shaded wall on the upper
right side.

After the stone colors and highlights
had been applied, the candles were
colored with Cream and White pencils.
The wrought-iron candlesticks and
fireplace utensils were retraced with a
Black pencil. The remaining ceiling
pendant lights were colored in the same
way as the foreground fixture; the ceiling
directly above them was highlighted
with Jasmine and Mineral Orange pencils,

Final touches were added. The
column beside the fireplace was tinted
with #680 and #4685 pencil pastels. White
gouache highlights were added to the
candle flames and light fixtures. The
foreground vase at the top of the
ottoman was highlighted with Light
Cerulean Blue pencil to introduce a
balancing touch of blue to the

COMpOSition.



Diazo Print Paper

Diare prints have a superior surface for developing color design drawings. They
have excellent “"tooth” and accept marker, pastel, and color pencil equally well.
Because the lines of a diazo reproduction are the result of a subtractive process,
they cannot be easily removed, although color pencil can be erased from a print
without affecting its lines. The “background” or tone of the print surface can be
of any uniform value, ranging from white to black, or a graded value, depend-
ing on how the speed control is manipulated. The faster the speed setting, the
darker the background of the resultant print.

It is important to remember that diazo prints are sensitive to light even after
the paper is exposed to light during the printing process. Over time, particularty
if the print is on display, the paper will fade. Make a color photocopy, a bubble-jet
copy, or a transparency of your diazo print illustrations once they are completed.
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Diazo print machines have fewer size limitations than office photocopiers
and can typically generate prints ranging from 82" x 117 to 36" x 48." If roll-
stock print paper is used, the size of the print is limited only by the width of the
machine and can be of any length. However, because color design drawings are
typically generated as small as possible in the interest of efficiency, the diazo
prints on which these drawings are execuled should also be as small as workable.

Diaro print machines are fairly ubiquitous and can be found in most pro-
fessional design offices. However, diazo print paper colors are limited. Most offices
stock blueline and blackline paper, and some may stock brownline paper as well.

Figures 7-31 through 7-39 show the development of a color design draw-
ing on a blackline print with a graded background. The line drawing and unex-
posed print paper were sent through the diazo machine at a diagonal orienta-
tion, upper left first. As the combination progressed through the machine, the

Fig.7-31 This paraline drawing was
done onan 11" x | 7" sheet of Clearprint
s © 1000H drawing vellum with a 4x0

: technical pen. It was created with the
use of a paraline image from a
computerized data base that contained

", = k]
e : b § ke the rough proportions of the buildings
e R A;;' i — and the street. Infill information was
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derived from photographs of the
existing building fronts and a design plan

showing the proposed street elements.
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This information was combined and
added by “eyeballing” it into place on a
rough copy of the data-base image, then
tracing it with the technical pen,
creating the fairly accurate final image
shown here. Notes were added, but they
were kept clear of the relevant parts of
the design images.

If you look closely, you can see that
the outlines of the tree canopies are
drawn, but that all design information
still remains visible through them.
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speed was gradually increased to full, creating the graded print shown in figure
7-33. This particular gradation adds visual weight to the lower part of the draw-
ing. A darker graded print was used for the night scene shown in figure 7-40.

Diazo papers and prints are not intended to be of artistic quality. You will
notice small flaws, such as spots, streaks, or fingerprints on the prints, but they
are usually of insufficient magnitude to distract the viewer's attention from the
design-communication purposes of the drawing. In figure 7-33, for example, you
may notice faint, pale streaks that run in the direction of the print progression.
Although visible, these streaks are of little consequence in the finished illustration.

The general value composition of this illustration, as the value study in fig-
ure 7-32 shows, is intended to make the subject of the illustration—the design
of the street—more luminous by surrounding it with darker values. Note how
this effect was enhanced by flavoring the darker rooftops with cool colors and
by lightly washing most parts of the street scene (an analogous color scheme of
yellow red, yellow, and green yellow) with a complementary yellow hue, The
application of this common color also helped to tie together visually the various
colors of the elements on the street—trees, walkways, grass, and building fronts.

Aerial views such as this, whether paraline or perspective drawings, are
quite useful in communicating larger-scale landscape and urban design infor-
mation. They are less abstract than plan views and are easier to understand for
those less familiar with the conventions of plans and elevations.

Fig. 7-32 In this value study, the subject
of the drawing—the street and its con-

Grey 70%) markers. The green-yellows are
(8) Limepeel, () Olive Green, (10) Celadan

text—was surrounded by darker values
to make it appear more luminous and
thus stronger in its presentation.

The color media used for this illustra-
tion are as follows: The neutrals and
near-neutrals are {1} White, {2) French
Grey 10%, (3) French Grey 20% pencils; (4)
Warm Grey #5 (Warm Grey 50%), (5) Warm
Grey #7 (Warm Grey T0%), (6) Cool Grey
#5 (Cool Grey 50%), (T) Cool Grey #7 (Coal

pencils (which is actually a green, but is
washed with yellow in the drawing); (11)
Limepeel marker. The reds, yellow reds,
and yellows are (12) Poppy Red, (13) Terra
Cotta, (14) Peach, (15) Light Peach, (16)
Burnt Ochre, (17} Mineral Orange, (18)
Jasmine pencils. The purple blues and pur-
ple are (19) Blue Slate, (20) Copenhagen
Biue, (21) Violet pencils.




Fig. 7-31 The graded blackline diazo
print. The original drawing and the unex-

posed print paper were fed into the
machine together, diagonally, upper left
first. As the combination progressed
through the machine, the speed of the
machine was gradually increased, ulti-
mately to full, with the results shown here.
The best results in attempting this kind
of print are achieved by trial and error.

Fig. 7-34 Shade and shadow were
applied with Warm Grey #5 (Worm Grey
50%) and Warm Grey #7 (Warm Grey 70%)
markers, as the finished drawing was to
have a warm-hued cast. The Warm Grey
#5 (Warm Grey 50%) marker was used for
the larger patches of shadow, and the
Warm Grey #7 (Warm Grey 70%) marker
was used to give the shadows of the
smaller elements more punch. Marker
was used for the shadows so that color
pencil could be more easily applied over
the shadows.

It is important to note—particularly
in the upper parts of the drawing—that
although the shadows of the smaller
clements (awnings, people, light fixtures)
are shown, the shadows of the tree
canopies that fall behind other tree
canopie: are not shown. These shadows
were eliminated so the smaller
elements and detail information would
remain visible through the mass of

canopies once the drawing is complete,
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Fig. 7-35 The sunlit parts of the brick
paving surface were added with a light
wash of Peach pencil, and the shadows
were washed lightly with Vielet pencil
followed by Peach pencil. The brick
surfaces beyond the tree canopies were

Creacting Color Dc:ign Drawings

lightly flavored with Peach pencil only.
A line texture was added to the
sunlit brick surface with Terro Cotta
pencil and a straightedge. The same
texture was carried into the major
shadow areas with a Light Peach pencil.
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Fig. 7-36 Mext, Cool Grey #5 (Cool Grey
50%) and Cool Grey #7 {(Cool Grey 70%)
markers were used as a base value for
the windows of the building fronts, as
well as for some of the awnings and

canopies. Because of their small size,
pencil was used to add color to the
building fronts. Although touches of a
variety of pencils were used, most of the
color was applied with Peach, Light
Peach, Terra Cotta, French Grey 10%,
French Grey 205, White, Burnt Ochre,
Mineral Orange, [asmine, Celodon Green,
and Blue Slate pencils.

Celodon Green pencil was used as a
wash on some of the larger windows and
glass canopies, giving this glass a slight
greenish tint before the mullions were
drawn in. A Pilot Razer Point and a
Micron 005 pen were used to trim the
edges of the windows and canopies and
to add dark mullions to many of the
windows,

Jasmine pencil was used to lightly
wash most of the opague parts of the
building frants to give them a warm,
sunlit appearance and to tie the various
colors together.



Fig. 7-37 Color was then applied to all
the remaining elements on the ground
plane, with the exception of the trees
and figures.

The top of the bus shelter was
colored with White pencil; fasmine pencil
was used to flavor the sunlit side, and
Biue Slate was used to flavor the side in
shade.The black metalwork was
retraced with a Pilot Razor Point.

The globes on the light fixtures were
colored with White pencil; Poppy Red
pencil was used for the flowers, Mineral
Orange for the pots, and Pilot Razor
Point was used on the poles and arms.

A Yellow Green (Limepeel) marker was
applied to the grass areas, followed by
Olive Green pencil on the darker parts of
the color gradation, and Jasmine pencil
was applied to the lighter part.
Copenhagen Blue pencil was added to the
darker parts of the grass, followed by a
wash of Terra Cotto pencil over the entire
grass area to mute the green slightly and
to distribute the colors that make up the
drawing. The designer applied these
pencil colors lightly and built them up
gradually, using the sides of the pencil
points. The shadows on the grass were
colored with Olive Green pencil, followed
by Copenhagen Blue pencil.

The red flowers in the planters in the
upper part of the drawing were colored
with Poppy Red pencil. It was applied with
full pressure where the flowers are seen
directly. Where the tree canopies “block™
a direct view of these flowers, the pencil
was applied much more lightly.
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Fig. 7-38 Touches of color pencils that
were used elsewhere in the drawing
were used to add color to the figures,
including Poppy Red, Olive Green,
Copenhagen Blue, White, and Blue Slate.
Pencil colors were selected that
provided maximum contrast with the
figures’ immediate backgrounds.

Color was added last to the tree
canopies. jasmine pencil was applied to the

286 Approaches to Creating Color Design Drawings

cil to the middle, and Olve Green pencil to
the shaded sides. Copenhagen Blue pencil
was used to flavor the Olive Green pencil.
The designer applied these pencils careful-
by, with a delicate touch, using the sides of
the pencil points and a gentle, circular
motion. PFarticular care was taken not to
obscure the information imparted by the

Accents were added, with the use of
white gouache, to the light fixtures, bus

shelter, big flower pot, and certain signs
on the storefronts to provide highlights
and touches of sparkle. The locator lines
for the notes were darkened with a Pilot
Raror Point, inasmuch as the color appli-
cation had somewhat obscured them.

A graded wash, with a combination
of Copenhagen Blue and Violet pencils,

was applied to the roofs to increase the
contrast between the roofs and the
sunlit surfaces.

A White pencil was used to highlight
the title of the drawing. The white was
offset to the upper right slightly,
allowing the original dark letters to
serve as a drop shadow that helps to
emphasize the tithe.



Fig. 7-3% A close-up of the lower part of

the drawing in figure 7-38.
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Fig. 7-40 This night scene was begun as

a graded diazo print, lighter at the
bottom and darkest at the top. This
helped to instantly make the scene
appear as if light were reflecting from the
ground onto the fronts of the buildings.

The uplighted ivy on the walls was
colored with Jasmine and Olive Green
pencils. The lower windows were

flavered with Deco Orange pencil, and

Croating Color

Design Drawings

the upper windows and background
behind the figures were colored with
Pink pencil te approximate the glow of
neon. The rich color cast by the neon
fighting on the undersides of the
awnings on the right was applied with
gradations of Cobalt Blue 512.5 stick
pastel and #310 and #5690 pencil pastels.
The neon and other colored lighting

were created by first applying a diffuse

“halo™ of pastel around it (color pencil
can also be used). Then white gouache
mixed with opague watercolor (to tint it
the color of the proposed light) was
applied with a thin brush to the light
fixture or néon letter. Once the colored
gouache dried, a touch or line of pure
white gouache was added to the center
of the light or neon letter. This white

gouache was thinned slightly with water

5o that it would flow easily from the
brush, but not to the extent that it
reduced its opacity. The white lights, the
highlights on the vertical elements, and
the highlights on the space frame above
were also added with white pouache.

The foreground figures and those on
the escalator and balconies were

darkened with Block marker.



Tracing Paper

Ordinary white roll tracing paper is perhaps the most versatile of all the
papers used in the design profession. Its translucency facilitates the iterative
process of design. It easily accepts the color media used in this book and is capa-
ble of allowing color to show through the paper, a distinct advantage. It can be
used as a white paper or a toned paper of any color. It can be used for quick
sketches or more finished design drawings, for interiors as well as exteriors, for
daytime scenes or dusk views,

Its major advantage for color design drawing is the guality of its translu-
cency. Color applied to the back of a drawing on while roll tracing paper shows
through the paper more brilliantly and less muted or tinted than through either
of its thicker cousins, drawing vellum and drawing mylar. In addition, color
applications to the back of a drawing on this kind of tracing paper appear more
evenly applied than they actually are. This means that a designer can apply color
media to the back of a drawing more quickly and less carefully than when apply-
ing color in the usual fashion to the front of a drawing.

When a drawing of this kind is placed over a sheet of muted-color or gray
paper, a more subtle version of that color also shows through the translucent
tracing paper and forms a background color for the drawing. In addition, the
backing paper can also subtly influence the colors and, especially, the values of
the color media. If marker has been applied to the drawing, its colors will shift
toward the backing paper color in both hue and value, because the marker is
transparent. Darker-value color pencil on the drawing tends to appear slightly
darker; lighter color pencils appear more luminous because of their semiopacity
and their contrast with the darker-value backing paper. In other words, if a paper
color other than white is placed behind a color design drawing on trace, it
becomes a toned-paper drawing instantly (see figure 3-25). When this kind of
drawing, together with its background, is reproduced by color photocopier or
bubble-jet copier, the result is a toned-paper image.

Retrocolor

The process of applying color to the back of a drawing on tracing paper can be
called retrocolor, a term passed along to this author by architect, teacher, and
professional illustrator Paul Stevenson Oles, FAIA
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The complexities of color application can be separated into simpler, more
discrete tasks by using the retrocolor technigue. Figures 7-41 through 7-66
show the various steps involved in using retrocolor for four different kinds of
illustrations. In all four, the value arrangements—including shade and shad-
ow—were applied first, to the front of the line drawing, using Black Prismacol-
or pencil. The color media, usually color pencil (although marker and pastel can
also be used), are subsequently applied to the back of the tracing paper draw-
ing. Of course, color can also be applied to the front of the drawing as well
when the need anises,

The retrocolor approach to color design drawing has a number of advan-
tages. The first concems the value arrangements of the drawings. As mentioned
before, value is one of the three dimensions of color and, where illustration is
concerned, is the most important. In retrocolor, it is considered and applied sep-
arately, not only simplifying the color design drawing process, but also greatly
increasing the chances that the drawing will have a stronger value compaosition,

Second, this approach can be more efficient than others. At any stage
during the development of a retrocolor drawing, its useful life as a design com-
munication tool can begin. In a professional design office, a designer must be
prepared to present her ideas at any point during the design process, not only
upon its completion. If necessary, a retrocolor drawing can be shown as a line
drawing. It can also be shown as a tone drawing if it must be pressed into ser-
vice before the application of color to the back or if the color and materials deci-
sions are delayed.

A third advantage is a component of efficiency, speed. After the values are
applied to the front of the drawing, the color can be added to the back very
quickly. This is because a rough, quick application of color on the back will nei-
ther disturb nor diminish the crisp, dark quality of the linewaork on the frant of
the drawing. Moreover, loose applications of color on the back do not appear
50 from the front, because the undisturbed linework maintains the ordered look
of the drawing.

Fourth, the retrocolor technique is forgiving. Colors can be quickly
altered or erased and changed without disturbing the lines or value applications
on the front of the drawing.

Fifth, color design drawings made with the use of the retrocolor technigue
lend themselves to dramatic, high-quality reproductions even before the color is
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applied. The line drawings by themselves can be reproduced by office photo-
copier or diazo print machine (line drawings can also be enlarged considerably
during photocopy reproduction by means of a large-format photocopier, such
as the Xerox 2080 or the OCE Bruning 9400, at a copy shop). After the values
are applied to the front of the drawing, but before color is added to the back,
excellent black-and-white copies can be made of the drawing by employing the
black-and-white function of a color photocopier or by using a digital black-and-
white photocopier, These copies possess a far greater range of grays than those
made by an ordinary black-and-white office photocopier. Once the color fs
applied to the back of the drawing, color photocopiers and bubble-jet copiers
will yield excellent results, whether the drawing is backed with white or toned
paper. You will find that the mood and dramatic qualities of your drawing can
be altered simply by changing the color of the backing paper.

The four retrocolor drawings discussed in the following paragraphs are
examples of types of color design drawing that find widespread use at Com-
mArts,

The Pastel "Quickie” Pastel can be a very useful color medium for designers.
The extent of the color capability of pastel ranges from brilliant to subtle, and
perhaps its most useful attribute is that it can be applied very quickly and easily,
making it an ideal medium for use in concept studies (7-41 through 7-47).

Yet pastel is also, to some degree, uncontrollable. This is especially true of
pastel as compared with color pencil in attempting to apply color to the edges
of shapes. However, rather than trying to control the medium precisely, most
designers tend to relax and apply pastel more loosely than other color media.
The results can be less uncontrolled than the designer may fear at first, because
the undisturbed network of lines on the front of the drawing orders the color
application more concisely than it appears from the back.

This medium also blends beautifully and easily, particularly on tracing
paper, often giving the colors of the finished drawing a mingled quality similar
to that of watercolor,
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Fig-7-41 The basic forms for this line
drawing were created by computer as a
wire-frame drawing. It was used as an
underlay, over which the furnishings,
figures, and design details were added.
The combination was traced onto an
11" x 17" sheet of drawing vellum with a
Micron 005 pen and a 4x0 technical pen.

ilie

sExx



Fig. 7-42 The line drawing was reduced
to a small size, about 6™ x B”, so that
value studies could be made quickly. The
study shown here took about 20 min-

utes to make and was drawn on bond
paper with a Block Prismacolor pencil.
Because the illustration this study
was prepared for was intended as a
quick concept study, it was decided that
the light should be diffuse rather than
direct sunlight. This saves the time of
illustrating extensive shade and shadow.
Morcover, because this place is a story
below grade, it was decided that the col-
ors should be light in value. lronically, to
make this appear so, the foreground ele-
ments were darkened and linked togeth-
er by the darkened floor. Thus, the rest
of the space appears lighter by contrast.

Mote, too, that contrasts still occur with-
in the major areas of value. Although
the main part of the space is penerally
of much lighter value, contrasts still
occur even though they are smaller and
weaker than those between foreground
and middle ground. It was still possible
to take advantage of value-contrast
opportunities to make things “read”™—
figures were darkened against lighter
backgrounds, and window frames were
both lightened and darkened against
contrasting backgrounds.
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Fig. 7-43 The pastels and pencils used
for the illustration. The simple color
arrangement of the finished illustration
is a warm-cool relationship, a
complementary scheme mostly
berween the hues of yellow and purple
blue, with some secondary use of green
yellow and yellow red. The green yellows
are (1) #599, (1) #5600, (1) #575 pendil

i

pastels and (4) Olive Green pencil. The
warm hues used were (5) Row Sienna
234.9 stick pastel, (&) Indian Red 347.9
stick pastel, (7) #6%1, (8) #4680 pencil
pastels, and (9) Peach pencil. The cool
purple blues used were (10) Cobalt Blue
512.5 stick pastel and (11) #430 pencil
pastel.
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Fig. 7-44 This quick color study took

about |5 minutes. A sheet of white roll
tracing paper was placed over the value
study shown in figure 7-41. Pastels were
loosely applied and blended in order to
experiment with colors being

considered for the final application.

Design Drawings

Fig. 7-45 The line drawing was
photocopied onto white roll tracing
paper, using the process shown in figures
7-5 through 7-9. Black Prismacolor was
applied to the front of the drawing, with
the value study being used as a guide.
Maotice the other, more subtle, contrasts
established to help create the effects of
light, such as the spandrels and soffits
darkened against the window edges and
diffuse shadows radiating from probable

sources of light.

Even though the foreground is much
darker than the middle ground of the

illustration, it is worth noticing that

value contrasts, weak as they are, still do
occur within this darker part of the
drawing. This is particularly noticeable
on the paving, as it keeps the foreground
from appearing two-dimensional and

diorama-like.



Fig. 7-46 Here the color media are being

applied to the back of the tracing paper,
which took about an hour. The pastels
must be applied slightly more heavily on
the back of the tracing paper to have
them appear sufficiently dense on the
front of the drawing.

The pastel was roughly scribbled on
the back, staying approximately “within
the lines.” Once it was applied, it was

lightly blended with a fingertip. The result
as seen from the front of the drowing i
similar to the minglings of color seen in
watercolor illustrations. Of course, the
heavier the black pencil application on
the front of the drawing, the more heavily
the pastel had to be applied to the back
so that it would show through the pen-
cil—hence the heavy application of Cobalt
Blue 512.5 stick pastel to the foreground

area of the drawing. Errors in color appli-
cation were quickly erased with an elec-
tric eraser with a soft, white erasing strip.
The color was generally applied from
the top of the drawing, working downward,
to avoid unnecessary smearing or lifting
of the pastel. The only color pencil used
was Peach for skin tones and Qlive Green
for the foreground bamboo plants. The
Olive Green pencil was applied to the

front of the drawing because the bamboo
was sufficiently dark as to be opaque.

The pastel was not sprayed with fixa-
tive upon completion of the color applica-
tion, inasmuch as fixative can deaden the
calor. Rather, the finished drawing was
handled very carefully. The back of the
illustration was protected with another
layer of tracing paper and stored in am
individual folder.
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Fig. 7-47 The finished illustration,
shown with a white paper backing.
White gouache highlights were added to
the elements in the store window and to

the water in the poal on the left. To

minimize handling of this mostly pastel
drawing, a color bubble-jet enlarpement
of the drawing was used for presenta-
tion purposes and smaller color photo-

copies were used for distribution.
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Retrocolor Hybrids A retrocolor hybrid is a retrocolor drawing whose front-side
images are created by both computer and hand. These drawings capitalize on
the advantages that both the computer and hand drawing bring to the design
process.

A designer is often called upon, during the earlier stages of the design
process, to provide a preview of what a project or its parts may look like upon
completion. These preview drawings are partly design ideas that exist thus far in
the process and partly wishful thinking—the design team’s intention for the feel
of the completed project, even before its specifics are designed. These drawings
often provide a kind of visual goal as well, images that can guide the design
team as it develops the project.

Computer-generated illustrations are usually inadequate for this task. In
most cases, only a rudimentary data base is established early in the design
process, capable of producing only generalized, unrefined images. Requiring
any more of the data base early in the process means, of course, that more infor-
mation must be provided to it. Therefore, many more design decisions must be
provided, often far too prematurely, and more support imagery such as figures,
plant materials, building materials, color, and lighting must be sought out and
imported. This is often a time-consuming and, thereby, in terms of design fees,
expensive proposition.

Cn the other hand, the brain/hand combination of the designer not only
has a vast capability for imagining what a proposed place may look and feel like
by relying on a lifetime of visual experience, it can also quickly produce useful
impressions of these imaginings with few additional inputs and with the simplest
of drawing materials. The slowest and most inefficient part of the brain/hand
process is “setting up” the rudiments of the view—determining the best angle,
locating the horizon line and vanishing points, and developing the basic forms.

A retrocolor hybrid brings together the best of both human and comput-
er, offering capabilities appropriate to the early stages of the design process. The
crude computer information available early is often adequate to quickly provide
a setup view for the designer to work over by hand. The designer can then con-
ceptually design and execute the parts of the illustration much more quickly
than he could beginning from scratch, in a far more fluid undertaking than
attempting this kind of illustration solely by computer.

Figures 7-48 through 7-53 illustrate the development of just such a study
as a retrocolor hybrid drawing, beginning with a Form-Z tonal image.

o R D R AW I N G F Q

Fig. 7-48 This simple Form-Z image,
produced by a laser printer on bond
paper, was used as the starting point for
the retrocolor drawing to follow. These
tonal images can be printed slightly
faster, because a hidden-line-removal
step is not required, and serve well as
carly “block outs™ of a design idea.
{INustration: Grady Huff)
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Fig. 7-49 The Form-Z image shown in
figure 7-48 was photocopied onto a
sheet of white roll tracing paper. Make
sure the dark-light setting on the
photocopier is set light enough that the
darker values will allow the color media
to show through from the back of the
tracing paper. To make the copy shown
here, the photocopier was set to its
lightest setting.
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Once the photocopy was completed,
the design idea was explored in more
detail. Scale elements, figures, landscape
materials, architectural details, and
refinements were added directly over
the photocopied Form-Z image by hand
with a Black Prismacolor pencil.

Fig. 7-50 Block Prismacolor pencil was
used to add shadows and create a
simple value arrangement that

surrounds the center of interest—the
entry to the trains and its reader board
above—with darker values. Mote how
the figures, trees, foreground, and sky on
the upper right are darkened to help
give the drawing focus.



Fig. 7-51 Color was quickly applied to

the back of the illustration with color
pencil. A sheet of the same dark blue
paper that was used as a backing paper
when the drawing was color photocopied
was used as an underlay as the color was
applied. Thus, as the drawing was turned
right-side-up to check the color progress,
it could also be checked against the
proper background.

The sky is a gradation, beginning in
the upper left with Indigo Blue pencil,
grading to Light Cerulean Blue and, finally,
to Derwent Blue Violet Lake #17 pencil.

Celodon Green pencil was applied to
the dark upper windows of the building.
lts lower windows were “illuminated”™ by
the application of jasmine and Deco
Orange pencils.

The paving colors were added with
Terra Cotta and Peach pencils. The
darker of the two paving colors was
further darkened in the foreground with
Dark Umber pencil, and the illuminated
paving bencath the arching canopy was
washed with White and Jasmine pencils.
The flowers in the pots were colored
with Poppy Red pencil, and Olive Green
pencil was used for the leaves. The pots
themselves were colored with Terro
Cotta pencil, and Peach pencil was used
to help model the distant pots.

The street and the plain concrete in
the foreground were colored with
Derwent Bilue Yiolet Lake #27 and Light
Cerulean Blue pencils.

Fig. 7-52 The front of the drawing after
the color media were applied to the
back, but before the finishing touches,
with white paper used as a backing.
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Approaches to Creating

Fig. 7-53 To show an image on the large

reader board, a printed image was

simply cut out and applied to its surface.

Another way of approaching this
problem is to scan the completed
drawing and import it into a computer
program such as Adobe Photoshop.
Likewise, a photographic image can be
imported into the same program and
made to conform to the reader board’s

shape by using the “perspective”

command within the “transform" menu.

Touches of white gouache were
applied to the underside of the canopy
arches, the signing elements, letters, and
the stars in the sky with the small, thin
brush shown. Some gouache was mixed
with yellow-red opague watercolor and
applied to the underside of the
threshold arch above the stairway, the
large lanterns, and between the fipures
on the far wall of the stairwell.

A small amount of color pencil was
added to the front of the drawing in a
few places where the original Form-Z
image conflicted with design
information that was added later with
Black pencil. For example, a light wash
of Terra Cotta pencil was added to the
threshold arch over the stairs to make
it appear as a coherent element.

The completed drawing is shown

here with a dark blue Canson paper

backing. (Reader board image part of

an illustration created by Dave Tweed,)
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An Exterior Daytime View Figures 7-54 through 7-60 illustrate an approach
to creating a more finished exterior view of a proposed building within its
context, using the retrocolor technique. Discussions of how the line drawing was
made, the shade and shadow approached, the color applied, and fereground
drawn are included in the captions to the illustrations.

The line drawing of this building (7-54) was done on white roll tracing
paper with a Block Prismacolor pencil and a straightedge. A straightedge was
used for two reasons: First, the lines can be made finer (appropriate to the small
size of the drawing and the detail involved). Second, such lines can be drawn
more quickly with a straightedge, particularly when they must be aligned with
distant vanishing points.

A value study was developed (7-55) that used the darker foreground and
surrounding contextual elements as a darker frame that sets off the subject
building. The middle ground (the building itself) is a medium value; the
background is the lightest value, although it too darkens near the ftop,
completing the effect of a darker "aperture” through which the subject building
is viewed., was used for the color application, a

A rather unrestricted palette of colors was used for the drawing, with the o 0 e o of the draw-
lightest and warmest colors reserved for the subject building. Although the o (i oum here) was made both to keep
foreground also has warm colors, these colors have been both darkened and a5 a record and in case the original was
“cooled” by the application of blue pencil. Many of the colors in the ruined and another line image had to be
composition were determined either by existing colors, such as those in the made. (Hand shown for scale.)
foreground, or by the range of colors available for local natural materials, such The original drawing is 127 x 17127,
as the sandstone shown on the building.

Fig. 7-54 Because the original drawing
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Fig. 7-55 The value study and color
media used for the drawing are the neu-
trals and near-neutrals of (1) White 100.5
stick pastel; (2) White pencil; (3) French
Grey 107%, (4) French Grey 30%, (5) Cool
Grey 30%, and (6) Black pencils; as well as
{7} French Grey 20%, (8) French Grey 30%,
() French Grey 50%, {10) French Grey
T0%, (11} French Grey 90%, (12) Cool Grey
#3 [Cool Grey 30%), (13) Cool Grey #5
{Cool Grey 50%), (14) Cool Grey #7 {Cool
Grey 70%), (15) Cool Grey #% (Cool Grey
$0%), and (16) Block markers.

The cool colors are (1 7) Ulramarine
Deep 506.9 and (18) Cobalt Blue 512.5
stick pastels; as well as (19) Blue Slote,
(20) Copenhagen Blue and (21) Derwent

| "'
% 37 |19

b

Biue Violet Lake #27 pencils. The warm
colors—reds, yellow reds and yellows—
are (11) Jasmine, (23) Light Peach, (24)
Peach, (25) Yellow Ochre, (26) Terra
Cotta, (27) Burnt Ochre, and (28) Tuscan
Red pencils; as well as (29) Redwood
(Sienna Brown), (30) Burnt Umber {Dark
Umber), and {(31) Delte Brown (Black)
markers.

The greens and green yellows are
(12) Yellow Chartreuse, (33) Limepeel,
(34) Deco Agua, (35) Celadon Green, and
{36) Olive Green pencils; as well as (37)
Ollive (Olive Green), (38) Dark Qlive
(French Grey 80%), (39) Deep Evergreen
(Peacock Blue + Dark Green) markers,



Fig. 7-56 Once the line drawing on trac-
ing paper was made, the shade and shad-
ow were applied to the front of the line
drawing with Block Prismacolor pencil.
The shade and shadow were first
“roughed in" with red pencil on a photo-
copy of the original, then placed behind
the tracing paper to use as a template
for the drawing shown enlarged here.
Thus, the primary focus could be on the
quality of the pencil application instead
of layout issues.

Mote that the shadows are drawn
more lightly on the glass. Although shad-
ows do not actually fall on glass (unless it
is dirty), but through it, the shadows in
this drawing were lightly drawn on the
glass to avoid confusion and to allow the
forms of the building to be more com-
pletely revealed in this particular case.
Mote, too, that the shadows are graded
darker toward their edges, “forcing” the
sunlit surfaces to appear slighthy brighter.
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Approaches to Creating Color Design Drawings

Fig. 7-57 Once the shade and shadow
application was completed on the front
of the drawing, it was turned over to
begin the color application on the back.
The color was begun on the left (tenta-
tively at first, to determine how much
hand pressure was needed) and pro-
gressed toward the right.

The color application could have
begun at any point on the building, but it
is best not to have your hand resting on a
finished color application as you work,
because you can smear and lift the color,
as well as buckle the paper with hand oils
and moisture. If you must rest your hand
on completed color, rest it on a folded
piece of bond paper placed over the color.

The drawing was placed over a sheet
of brown kraft paper as the color was
applied and evaluated, as that was the
paper intended for use as a backer sheet
when the finished color photocopies
were made.

French Grey 0% pencil was applied
nearest the shadow edges on the upper
part of the building, then graded to a
French Grey 30% farther away, helping o
foree the shadow with a lighter value. The
lighter parts of the shadows were fla-
vored with Peach pencil, grading into the
Derwent Blue Vielet Lake #27 pencil that
eovers the rest of the shadow. Notice
how roughly (and, thus, quickly) the color
can be applied and still achieve the subtle
and refined results visible from the front
of the drawing, seen in figure 7-58,

The lighter parts of the glass were
colored with Deco Aqua pencil, which
grades into the darker Celadon Green

pencil. The parts of the glass in shadow
were flavored with Jasmine pencil to
imply an illurninated interior. The design-
er used this approach to the glazing
color, instead of drawing reflections, to
ensure that the finished illustration did
not appear too busy.

The darker-value stone, as well as the
stone in shadow, was colored with a
blend of Burnt Ochre and Terro Cotto
pencils. The lighter, sunlit stone was col-
ored with a loose mixture of Light Peach,
Peach, and Yellow Ochre pencils. Mote

how the Light Peoch pencil is used to
force the shadow.

The designer took time to add touch-
€5 of color to the elements displayed in
the storefront windows. This ensures that
the windows will appear both interesting
and transparent; when there is nothing to
see through an important window, it can
appear unniédessarily opague. A blend of
Celodon Green and Jasmine pencils was
used to color the awnings directly above
the storefronts.



Fig. 7-58 This stage shows the complet-
ed coler on the building and the sky.

Before color pencil was added to the
roof, the sky was quickly applied, with
pastel, to the back of the drawing. A
blend of White |00.5 and Uitramarine
Deep 506.9 stick pastels was applied to
the lower part of the sky, just above the
roof. This mixture was graded into
Cobalt Blue 511.5 stick pastel, applied to
the upper part of the sky. A small
amount of the White [00.5 stick pastel
was also applied to the front of the draw-
ing to create the faint, streaked clouds.

Once the pastel colors were blended,
the overcolor on the roof area on the
back of the drawing was erased with an
electric eraser using a soft, white erasing
strip. The roof color was applied with a
Coaol Grey 30% pencil. White pencil was
used over the roof color to highlight the
center roof panel on the turret.

A blend of Olive Green, Limepeel, and
Yellow Chartreuse pencils was applied to
the planters. To ensure adequate bright-
ness for the polychrome terra-cotta capi-
tals at the top of each stone pilaster,
white gouache was mixed with various
opaque watercolors and applied to the
capitals on the front of the drawing.
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Fig. 7-59 After the color was applied to
the subject building in the middie
ground, it became clear how dark the
foreground must be to provide adequate
value contrast. Owing to the size of the
drawing, dark markers, instead of pencils,
were first applied to create base fore-
ground colors of appropriate value. Once
the marker was applied, the designer
used color pencil to “tune” the marker
color by applying it both on the back and
the front of the drawing.

Black marker was applied to the ceil-
ing supported by the brick column; Burnt
Umber (Dark Umber) marker was used on
the lighter sides of the column and brick
planters, and Defta Brown (Block) marker
was added to their darker sides.

The low plant materials were dark-
ened with a mixture of Dark Olive
(French Grey 80%) and Deep Evergreen
{Peacock Blue + Dark Green) markers.
Mote that the mixture of these markers,
although looking rough and blotchy on
the back side of the tracing paper,
appears much smoother on the front
and looks rather like watercolor. The
concrete sidewalk and planter bases
were colored with French Grey 70% and
#0% markers; the grass was colored with
Olive (Olive Green) marker and graded
into Dark Olive (French Grey 80%) marker.
Color was added to the flowers with
Burnt Umber (Dark Umber) and Redwood
{Slenna Brown) markers.

The figures were colored with Black
and Burnt Umber {Dark Umber) markers,
and Redwood {Sienna Brown) marker was

used to add color to the skin, sweater,
and handbag. The shirt on the center fig-
ure, as well as the curb behind him, was
toned with a Cool Grey #5 (Cool Grey
50%) marker.

The shadow in the street was colored
with a series of cool gray markers to cre-

ate a gradation. Beginning at the outer
edge, Coal Grey #9, #7, #5, and #3 (Cool
Grey 90%, 70%, 507, and 30%) markers
were applied across the shadow. The
same markers were also used to create

the strong contrast against both ends of
the subject building by darkening the
neighboring and background buildings.
Mote that the sunlit portion of the street
is also progressively darkened toward the
right with French Grey 20%, 30%, 50%, 70%,
and $0°% markers.

Color pencil was used to flavor many
of the dark foreground elements by
applying it to the front of the drawing.
Copenhagen Blue pencil, used to imply
reflected sky color, was lightly applied to

the lower left of the foreground column,
planter, and concrete, as well as to the
building shadow in the street. Olive Green
pencil was used to flavor the shrubs and
grass. Tuscan Red pencil was added to
bring up the colors of the flowers.



Fig. 7-60

Fig. 7-60 An image of a bubble-jet copy
of the finished drawing. This copy was
made with brown kraft paper placed
behind the tracing paper original,

Before this copy was made, touches

(]
L]

of white pouache were added to the
potted flowers, as well as to upper parts
of the storefront windows and some of
the office windows, to imply the sparkie
of light sources. White pencil was added

to the sidewalks and crosswalks and was
used o highlight bare tres branches in
front of dark backgrounds.
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A Dusk View A dusk view of a project can convey the drama of its illumination
while its exterior forms, materals, and colors remain visible. Dusk views are often
more useful than night views from a design communication standpoint, in thal
they convey more design information.

Fig. 7-61 The line drawing used for the (or hidden from) the sky and the

daytime view of this building was windows are the darkest, such as the
photocopied onto tracing paper. soffits and the tops of the stone

This close-up shows shade and pilasters. Mote that the values applied to
shadow being applied with a Block the building are sill light enough to

Prismacolor on the front of the drawing,  allow color to show through them from
in much the same way it was applied in the back of the drawing.

the daytime view. You can see, however,

that the shadows do not have distinct

edges, because the only light sources—

the windows and the ambient sky—are

diffuse. The surfaces facing away from

Figures 7-61 through 7-66 show the development of a dusk view of the
same building illustrated in the preceding daytime view. A dusk view of a project
has some similarities to the way its daytime counterpart is developed, although
the shade and shadow and the window treatment are handled differently.
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Fig. 7-61 The color pencil palette used
to create the dusk scene. The neutrals
and near-neutrals are (1) White, (1) Coof
Grey 70%, (3) Block. The cool colors are
(4) Derwent Blue Violet Lake #27, (5)
¥iolet, (&) Copenhagen Blue, (7) Indigo
Blue. The green pencil is (8) Celadon
Green. The warm colors are (%) Pink, (10)
Jasmine, {11} Deco Orange, (1 2) Mineral
Orange, (13) Peach, (14) Terra Cotta, (15)
Burnt Ochre, (16) Dark Umber.



Fig. 7-63 Omnce the values were applied
to the front side of the drawing, the
window illumination and its effects were
added to the back side of the drawing.
Deco Orange, josmine, and White pencils
were applied as graded washes of color
to the windows, right over the smallest
mullions, These gradations span several
windows at a time, resulting in some
areas of the windows being lighter in
value and others darker. This creates a
less even lighting effect and imparts a
less institutional, more intimate feel to
the building.

The designer approached the retail
windows at the first level by first coloring
the items in the windows with small,
intense touches, using a variety of color
pencils. Because the downward-oriented
halogen lighting is often used as retail
display lighting, the remaining uncolored
areas at the bottom of the window were
eolored with White pencil. This pencil was
graded into jasmine pencil farther up the
window, which in turn was graded into
Deco Orange pencil.

The surfaces perpendicular to the
window plane that would logically
recieve spill light from the windows
(soffits, sides of pilasters, sidewalks, etc.)
were colored with Deco Orange and
Jasmine pencils. Mote how these surfaces
were kept lighter in value when the the
front of the drawing was shaded in the
previous step.

This stage of the drawing is shown
backed with a sheet of dark blue paper
to make it more visible,
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Fig. 7-64 The pilasters and lower stone- -
clad portions of the building were the
next areas to receive color, Terra Cotta
pencil was used to add color to the foun-
dation and header band that appears at
the top of the first-stary windows and
the bottoms of the projecting balconies.
The spandrels just above the header
band were colored with Burnt Ochre
pencil.

A gradation of Mineral Orange, Burnt
Ochre, and Dark Umber pencils was
applied to the pilasters. The illuminated
edges of the columns were colored with
Peach pencil.

Celodon Green pencil was added to
the awnings and the metal roof. Cool
Grey 70% pencil was applied over the
green pencil on the roof to shift its color
to a cooler hue and to increase its con-
trast with the sky beyond.

The near-neutral surfaces on the
upper part of the building—columns,
fascias, and stucco walls—were washed

with a Derwent Blue Violet Lake £27

pencil. This step shifted these neutral
colors from a dull gray to a more
probable color that implies a reflection
of the sky.

This stage of the drawing is shown
backed with white paper.



Fig. 7-65 In this step, color pencil was
used to make the shky, although pastel
could have been used as well. Indigs
Blue, Copenhogen Blue, Yiolet, Pink, and
Mineral Orange pencils were rapidly
applied and graded one into another, in
that order, from left to right. The hand
pressure on the pencils was gradually
decreased as the sky became brighter in
the lower right.
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Approaches to Creating Color Design Drawings

Fig. T-66 Final touches were added to
the frant of the drawing. Poppy Red,
Yellow Chartreuse, Pink, Blue Slate, and
White pencils were added to enhance

the colors in the store windows.

Touches of white gouache were
added to the upper parts of the retail
windows to imply display lighting. White
gouache was also used to apply the

sliver of moon and the stars.
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The finished drawing was backed
with brown kraft paper because of the

warm color it imparts to the scene.
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ADDITIONAL LAYERS OF INFORMATION

Color design drawings must do more than communicate a beautiful (it is
hoped) image. They differ from strictly artistic drawings in that they must
communicate information about design ideas, usually for places—buildings,
interiors, landscapes, urban districts, and regions.

These drawings frequently act as the "working drawings” for the early
stages of the design process and, as in working drawings, their communicative
pawer can be greatly magnified by additional layers of information. One such
layer of information is notation,

Notes

Motes work well with design drawings as long as they do nol block criti-
cal graphic information. They usually work best by occupying a secondary,
rather than dominant, role in the overall image. Notes can range from a more
formal arrangement, such as these in figure 7-69, to one less formal, as in figure
7-38, or the casual annotations in figures 7-14 and 7-15. Generally, the more
“finished” the drawing or presentation of the graphic material, the more formal
the arrangement of the accompanying notes. Thoughtfully sized and placed
notes can enhance a color design drawing just as words, beautifully designed
and applied, can enhance the architecture of a building.

Motes can be as helpful to the designer as they are informative to the
drawing's intended audience. Because design drawings are a synthesis of an
often surprisingly large amount of disparate information, the detailed thought
that goes into forming them is sometimes forgotten. Adding notes directly to
the design drawing is a good and easy way to document such thinking.

Motes are also frequently added to design drawings as a way to ensure that
specific points about the design are clearly evident. They can even help guide the
designer through a presentation of the drawings, particularly if the noles are
numbered. The audience will find notes helpful when they review copies of the
drawings at a later time, especially once memaory of the presentation has faded.

Hand Notations

Handwritten notes are quite adequate for design drawings. There is no need to
use “architectural” lettering unless you prefer it. Script, or a hybrid of script and
lettering, can often be faster and yet still attractive (7-67).
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Fig. 7-47 Handwritten notes accompany
an on-site skevch. YWhen each note is

given a title, the information is easier to

take in at a glance.
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Computer-Generated Notes

The intreduction of a typeface into a color design drawing can be an attractive
way to present notes while ensuring legibility (7-68). These notes are usually
produced on a sheet with the use of a computer, printed on a laser printer, then
cut out and applied. They can be adhered directly to the surface of a drawing or
applied to a transparent acetate cover sheet before a color photocopy of the
combination is made. The latter approach allows the designer to easily change
or replace the notes—or to eliminate them altogether when it becomes neces-
sary to use the drawing for certain applications, such as a cover sheet, title page,
or praject site sign.

Fig. 7-648 Computer-generated notes
accompany this concept study and
provide a level of formality that helps to
balance its informality. (Drawing: Doug

Stelling)

The Computer-Composed Page

Color design drawings can also be annotated as part of a larger composition,
This is easily accomplished with the use of a computer page-compasition pro-
gram in which the graphic information is scanned, imported into the program,
and compaosed in concert with notes and headings (7-69).

There are both advantages and drawbacks to this approach. It can result
in a very handsome and refined presentation that can be easily output in any
size, from small to large. However, it is important first to make sure that the time
and expense involved in such an approach is justified. A designer can easily be
seduced into spending far too much time (and, consequently, fee) composing
sheets such as these when a stand-alone, hand-annotated drawing would do the

job, particularly during the early and fluid stages of the design process.




‘.

o R i L (1T

. SECOND FLOOR ESCALATOR SIGNAGI

¢ e o specin’ event. Moda! i afrer “Aepal’s Figh'™ M ol |25 dapales

INIVERSH

Y i
CITYWRILK
BTN ANT) Do MEATON
(rmiztos b, e

by M, 1755

Fig. 7-69 This page was composed and
annotated using Adobe Pagemaker.

{Drawing: Henry Beer)
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Photographs

The advent of inexpensive, high-quality color and black-and-white photo-
copy capabilities has enabled designers to communicate design ideas in new and
easler ways by including phetographs with—and within—color design drawings.

Drawings can be accompanied by photographs that show existing condi-
tions of renovation projects, as well as by color photocopies from books and
magazines that convey a character similar to that intended a project before it is
designed. This approach can help the designer work with the client to confirm
a direction for the character of the project without investing inappropriate
amounts of lime in drawing ideas that may be rejected.

Fig. 7-70  An early concept sketch that
employs photocopied images. These
images are simply adhered to the bond
paper surface of the sketch. (Drawing:
Max Steele)

Photographs can also be used in a collage within design drawings when-
ever such use enhances the ability of the drawing to communicate, introduces a
necessary level of guality difficult to obtain by hand, or saves a significant

amount of time (7-70). Signs and type are often added to drawings either as a
color photocopy simply cut out and glued in place, as in figure 7-53, or by com-
puter, whereby the drawing and the signing imagery are scanned and put
together (7-71). Either way is preferable to replication by hand, which is often
too time-consuming to be efficient.




Fig. 7-71 Although this directory kiosk
study was illustrated entirely by
computer, its signing and type were
added by importing the illustration and
signing imagery into a separate

program, the same way this imagery

would be added to a hand-drawn image.
This particular illustration was
modeled in Point Line (by Point Line
USA, Inc.), then imported into Studio
Pro {by Strata, Inc.) for rendering. The
signing, color, and lighting were added

after the image was imported into
Adobe Photoshop, and the neon and the
figure were added with Adobe

Hiustrator. {llustration: Taku Shimizu)
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REVISIONS AND REPAIRS

Color design drawings are in extensive service during the early parts of the
design process. The ideas the drawings communicate will almost certainly evolve
and change as the design effort proceeds, requiring, of course, updates of the
drawings thernselves. Design drawings are often created very quickly in the busy
and exciting environment of the studic. Mistakes will be made. Because of these
universal conditions, the design process is necessarily iterative. You may fre-
quently be inclined to make new drawings to incorporate new design ideas or
to repair mistakes. However, there are ways that existing drawings—and their
color photocopies—can be revised and repaired that can often help you avoid
having to start over.

Maost of the color design drawing media, papers, and techniques shown in
this book are quite forgiving, in that small revisions and repairs can be made by
simply erasing the linework and color, usually with an electric eraser and erasing
shield, and redrawing. Given the nature and life span of these drawings, it is good

Fig. 7-71 This image is a bubble-jet
enlargement of a retrocolor drawing
and was made with brown kraft paper
placed behind the original.

Although the client liked the design
direction for this part of the building’s
interior, he wanted to reduce the iy
amaount of glass in the skylight and |
substitute flowering plants for the kentia -
palms shown in the large pots.

not to lose sight of the fact that such repairs need not be perfect, only good
enough to allow the drawing to hold together visually.

You may find, less frequently, that larger parts of an illustration may have to
be revised or repaired. These parts may be too large to erase efficiently, yet too small
Lo necessitate redrawing the entire illustration. There are three general approaches
we use al CommArts when faced with this situation, and the techniques can be
combined or altered to suit the needs of the situation. The goal is to make the mast
effective revision or repair using the least amount of time and effort.

The Patch

A potch is a revised section of a drawing that, once applied, blends into
the rest of the image. Patches work well on drawings made or reproduced on
opague papers, including bond, Bristol, diazo prints, color photocopies, and
bubble-jet copies (7-72 through 7-78).
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The area to be patched will, of course, be slightly larger than the area of
the revision so that the lines at the edges of the patch can match the lines of the
existing illustration. The coloration of the patch, particularly at its edges, should
maltch the existing illustration as closely as possible,

It is advisable always to make an extra copy of your line drawing on the
sarme paper on which you intend to initially create the color drawing, be it a pho-
tocopy or a diazo print. In addition, if you intend to work on diazo paper and
design revisions are possible later, you may want to make a blank print al the
same machine speed setting. Thus, vou will have an adegquate amount of blank
paper, for revision patches, that is of the same color and value as your original.

Fig. 7-T3 White roll tracing paper was
placed over the original drawing, and the
revised images were drawn with the use

of the same media.

DR AW 1IN G F O R P K E

If a revision must be made, the original line drawing can act as an under-
lay over which the revised line drawing can be created. If necessary, use a light
lable to make the tracing easier.

In most cases you will find it easier to color the patch before you cut it out
and apply it to the drawing. You can then color it freely, without having to take
additional care at the edges of the patch. This will also allow for a smoother-
looking patch.
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Fig. 7-T4 The revised line images are
shown here with white paper placed
behind the tracing paper. Notice how
the proposed cut lines are included in
the image and that these cut lines follow

the lines of the drawing wherever

possible. Cuts that run alongside existing
lines help to camouflage the edges of
the patch.
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Fig. 7-75 The revised images are shown
here after color pencil was applied to
the back of the sheet. Mote how the
color is taken past the cut lines.

Fig. 7-76 The patch sheet was enlarged
by bubble-jet to the same size as the
“original” bubble-jet copy shown in
figure 7-72.This sheet is far smaller and,
thus, much less expensive than the copy
shown in figure 7-72.

Drawings




Fig. 7-77 The patches were cut out, and

spray adhesive was applied to the back
of each. The patches were applied
directly to the “original™ bubhble-jet

copy.

Fig. 7-TE The completed revised image.
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The Splice

There are situations in which patches are inappropriate for revising or
repairing a color drawing. These situations arise, in most cases, in working on
paper that is transiucent instead of opaque, because patching a translucent sur-
face simply results in an area of increased density when the drawing is repro-
duced. Line drawings on vellum (that will be made into diaze prints) and retro-
color drawings on white roll tracing paper are two frequently used drawing
types that should be spliced instead of patched.

Splices differ from patches in that patches are applied over the original or
copy of the drawing, whereas a splice results in the revised and existing portions
of a drawing being butted together in a precise manner, with no overlap, and
taped together on the back with translucent “frosted” tape (7-79 through 7-83).

Fig. 7-79 The existing image was a
retrocolor drawing on white tracing
paper.




C oL OR O R A W M G FOR PRESENTAT o N I3zl

g2 o
it d
i

f
i
|
h. - i
£

R
ma PR
-

Fig. 7-80 The revision was drawn on a drawn lightly with pencil so the designer  Fig. 7-81 The original drawing and the the splice. The cut was carefully made
new sheet of white roll tracing paper would know how far to draw the revision revision were both taped to the drawing through both the revision and the
placed over the original drawing. Note and where to cut it surface. An X-acto knife and steel ruler original sheets.

that a boundary for the splice was were used to cut along the boundary of



Fig. 7-82 The unwanted portion of the
original was removed and replaced with
the revision. The edges of the revision
and the remaining portion of the
original match perfectly. Frosted tape
was applied to the back, joining the two.
Mate that the tape should be continuous
along the splice.

Approaches to Creating Color Design Drawings

Fig. 7-83 The completed revision. Pastel
and color pencil were applied to the
back of the revision, including over the
frosted tape, matching the colors on the
original part of the drawing. Although
the frosted tape has a different finish
than the tracing paper, it has sufficient
“rooth™ that it takes color media and
allows a color match with the original
part of the drawing.
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Computer Revisions

Sometimes drawings are most easily revised by computer. Hand drawings
can be scanned and digitized, imported into such programs as Adobe Photo-
shop or Fractal Design's Painter for revision, then printed by color printer,
through a color photocopier, or by a large-format bubble-jet printer/copier.

However, at this point, computer revisions of existing hand drawings are
most effective in removals of unwanted elements from fairly uniform backgrounds.

L
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Once an unwanted element is removed, the blank shape that remains must be
filled in with something else (7-84, 7-85, 7-86). You can achieve a more visually
seamnless result if you fill this shape by replicating a surrounding uniform back-
ground color rather than creating a computer-generated patch. A computer-gen-
erated patch, even one that attempts to replicate hand drawing, will usually
appear too obvious to blend unobtrusively into the surrounding drawing.

Fig. 7-B4 This original of a fountain
study was created as a line drawing on
tracing paper, then photocopied onto
“Moonstone” colored Canson paper.
The color was kept simple—aonly White
and Derwent Blue Violet Lake #27 pencils
were used.

The client requested the sphere in
the center of the fountain to be
removed, because there was concern
that it would obstruct certain important
views within the project.

P RESEMNTATI ORN |323
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Fig. 7-85 The drawing was scanned and
imported into Adobe Photoshop for
revision. The drawing was enlarged on
the computer screen, allowing the
designer to remove unwanted lines
easily and completely. &in advantage to
warking at a magnified scale on a digital
image is that small errors in line
remaval subsequent to repair of the
image are not noticeable when the
drawing is returned to its normal size.

The “cloning tool™ (also called the
“rubber stamp™ tool) was used
extensively to replace lines with the
background color and texture, as well as
to extend lines.

The “graphic pen” tool was used to
reconstruct and complete missing lines,
such as where the ball had occluded the
far edge of the upper bowl. Once the
graphic pen tool located the places
where the missing lines were to be
drawn, the graphic pen path was stroked
with a “paintbrush teol” to draw thern.
The paintbrush tool and the “airbrush
tool" were also used to draw in the

falling and splashing water that results

from the four arching jets meeting in
the center.

Fig. 7-B6 The revision took about 40
minutes and resulted in the printout you
see here. Although the color of the
printout will rarely match either the
original or the image shown on the
computer maonitor, the result is usually
worthwhile when a drawing cannot be

easily altered any other way. (Revision:

Jason Howard)




It was not long ago that when a designer wanted to show a color design draw-
ing to a classroom or conference room group of 5 to 20 people, he had to create an
illustration that was at least 18" x 24" or, more likely, 24" x 36" in size. Needless to say,
color drawings of that size can take many hours, if not days, longer than one of similar
quality created on an 812" x 117 sheet of paper. In addition to the enormous amount
of time invested, the additional detail a large-format drawing involves usually does lit-
tle to enhance the concept the drawing is intended 1o communicate.

The evolution of high-quality color photocopy processes has allowed designers
to create much smaller illustrations. As you know, small-format (8%" x 11" t0 11" x 177)
color design drawings have been advocated throughout this book. They can be creat-
ed much more quickly than large drawings and can keep the designer at a greater “dis-
tance” from the image. This distance not only allows her to more easily keep her eye
on the conceptual overview, the “big picture,” but also keeps her from being drawn
prematurely into the details of the project.

Creating color design drawings as small as workable, then enlarging them for
presentation, is an efficient way to work during the early phases of the design process.
Although enlarged color reproductions can be expensive, their cost is far less than the
difference in fee cost for creating a small drawing versus a large one. If you are a prac-
titioner, the cost of color reproductions is usually passed on the client. If you are a stu-
dent, you must typically absorb such costs. In any case, it is important to become famil-
iar with the capabilities of these reproduction processes. Although every color drawing
created for every project need not be expensively reproduced, you will find it informa-
tive to at least occasionally reproduce and present your color drawings using the color
photocopy and bubble-jet processes.
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Presentation and Distribution of Color Dt-':ign Dr:wings

Generally speaking, presentation usually requires that design information

L

be enfarged, whereas distribution of that infermation usually requires that it be

reduced in size. This chapter shows some of the ways we present and distribute

color design drawings at CommaArts. We present to both small and large groups,
s0 the presentation format is an issue we must consider as we make our final
yreparations for a presentation. We "rr'_'-,_|ur_-.'~L|:,- compile the -_1|;:.§.;|.r information
we present to clients into a reduced "sketchpack,” which is distributed to them

after each appropriate milestone in the progress of the project’s design phase.

Fig. 8-1 This modest |50% enlargement

helped the original drawing (upper left)

become more visible for a presentation.
A sheet of brown kraft paper was placed

behind the original before it was color

photocopied, which, along with adjusted

photocopier settings, helped the image

PRESENTATION

Designers must frequently prepare for both small- and large-scale presen-
tations. Your familiarity with both formats will enable you to plan your efforts

accordingly, so that your preparations can proceed smoothly.

Small-Scale Presentations

You will most often find yourself involved in small-scale design presenta-

tions, typically in a conference room or classroom with about 5 to 20 people in

altendance. These presentations have vanying degrees of formality, ranging from

a less formal “pin-up” session to more highly organized and orchestrated pre

sentations. Most of the time our clients prefer to dispense a with formal presen-

lation and have a pin-up work session instead

become richer and somewhat more
pronounced. The photocopy size is
= 177

The original line drawing was created
with a Black Prismacolor pencil on white
tracing paper. Color was added to the

back with color pencil.




In small-scale presentations, the images you show should be large enough
for all participants to see comfortably. This size ranges from sheets that are 11" x
17" to 247 x 358" and sometimes larger, depending on the content of the draw-
ings. Most ordinary color photocopiers can enlarge an image up to 400%, and an
117 % 17" color photocopy is typically the largest output image size they can man-
age (B-1). An 11" x 17" image is often satisfactory in a group this size. If a larger
image is required, however, the original drawing can be enlarged one part at a
time, then spliced together (8-2). Many color photocopiers have a “tile” or
"poster” function, so that if the enlargement requires multiple sheets, the copier
can be programmed to provide them automatically. The enlarged image is output
on a series of 842" x 11" or 11" x 17" sheets, ready to be spliced together (8-3)

When you need a larger, contiguous high-quality color image of an onginal
color design drawing, you may wish to use a bubble-jet color photocopier (8-4).
AL this writing, this kind of copier produces the best color reproductions of origi-
nal art of all the widely available color photocopy technologies (8-5). It can enlarge
up to 1200% and reduce to 35% of original size and can produce an image up to
24" wide and of any length, as the paper is dispensed from a 24" wide roll

Fig.8-2 The design study shown here was
enlarged 200%, requiring two 11" x 17"
sheets (top). The sheets were spliced
together, with the use of a light table to
align the overlapping parts of the images
on the sheets. The two images were then
cut with an X-acto knife and a
straightedge, through the overfap, then
taped together with a continuous strip
of tape on the back to join the sheets
{bottom).

The original line drawing was made

with a Micron 005 pen on white tracing

paper. Color was applied to the back of
the drawing. Color pencil was used on
the bridge, and pastel was applied to the
background trees and sky. The white
highlights were added with touches of
white gouache to the front of the

drawing.

Fig.8-3 The four-page enlargement
shown here is the result of using the
“poster” function on a Xerox color
photocopier. The 11™ x 17" sheets are
ready to be spliced topether.
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Presentation and Distribution of Color Design Drawings

Fig.8-4 The Canon 2436 bubble-jet
photocopier. It produces excellent color
copies on a matte-finish paper stock
that takes marker and color pencil quite
well when premeeting touch-ups are
required.

Although this copier is about the
same height as a typical photocopier, it
is wider—about 5' wide—and deeper—
about 4' deep. (21995 Canon Inc. /
Canon U.5.A,, Inc. Reproduced with
permission.)

Fig. 8-5 This hotel garden study is a
400% single-sheet bubhle-jer

enlargement of the 4" = 10" drawing
shown at the top.
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There will be occasions when you are required to arrange your design
ideas in a more highly organized way, even early in the design process. One way
we do this quickly and easily is to adhere all the various and disparately sized
drawings to large (usually 24" x 36", blank uniformly sized “carner sheets.” To
one side, the title block, project name and logo, and other relevant information
is printed (8-6). These sheets are usually diazo prints or large-format black-and-
white photocopies. Various kinds of design information, including sketches,
notes, photocopies, photographs, and color chips are neatly affixed to the car-
rier sheets with spray adhesive and transparent tape. Although the component
parts vary in size, the uniformity of the carrier sheets lends a well-organized

appearance to the variety of design information.

Another effective way to organize a presentation is to format the graphic
and written information with a computer. Color design drawings can be scanned
and imported into such programs as Adobe lllustrator or Macromedia Freehand,
then sized, cropped, arranged, and overwritten with typeset headings and
notes. Aithough usually more time-consuming than the camier-sheet approach,
the use of the computer can yield a highly polished result. A hard copy of this
kind of presentation can be generated at any size up to 60" wide and of any
length on an ink-jet printer or as small as 874" x 11" on a standard color printer
(8-7).

Fig. B-6 These various-sized drawings,
photocopies, and color chips were
applied to uniform carrier sheets for a
presentation. (Drawings by Jim
Babinchak and Doug Stelling; digital
images by Patty Van Hook, Margaret
Sewell, and Keith Harley.)
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Fig. 8-7 This is part of a 5" x 10" digital
image, produced by a large-format ink-
jet printer, used as part of a more
polished presentation. Note how the
hand-drawn design studies are w e s t
incorporated into the digital image. This
image was composed using Macromedia
Frechand. (Drawings by Bryan Gough;
digital image by Patty Yan Hook.)
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Drawings

Large-5Scale Presentations

There will be occasions during your career as a designer when you will be
called upon to give a presentation to a large group. In most cases you will need
a projection system with which you can create high quality images large enough
to be seen comfortably in a large meeting room or auditorium. Two readily avail-
able ways of presenting these images are by means of color transparencies and
by use of a digital LCD projector.

Color Transparencies
Color transparencies, usually called “slides,” offer a way to show large, high-qual-
ity color images to a large audience. They also offer an excellent way to archive

your design wark.

You can make your own high-quality slides of your color design draw-

ings—or of entire camier sheet arrangements—by following the steps shown in
figures 8-8 through 8-16.

Slides have a number of advantages as a lamge-format presentation systerm.
They are relatively inexpensive to make, inasmuch as you are likely to already own
or have access to most of the equipment required through your office or school. The
photography of original art for the purpose of making slides can be accomplished
fairly quickly after the equipment is set up; once the lighting and camera settings are
established for the first picture, the same lighting arrangement and settings are used
for each of the subsequent exposures. The film can also be developed quickly. Kodak
Ektachrome, a film commaonly used for slides, can be developed in a day, in most
locations, at nommal prices and as quickly as in one hour for an additional rush fee,



How to Make Perfect Slides of Your Color Drawings

Perfect color slides, called “transparencies” in photographic parlance, are easy to
make with the proper equipment and a little patience, You will need controlled
lighting conditions, whereby your drawings are evenly illuminated with light
sources that match the film you intend to use. In addition, you will need a way
to accurately measure that light at the surface of your drawing, so that you know
at what f-stop and shutter speed to set your camera. Once you know these
settings, take three pictures (this is known as "bracketing”™): one at the
recommended settings and one each at a half stop above and a half stop below
the recommended f-stop setting. Leave the shutter speed at the same setting for
all three shots.

This section will show you the steps to making these slides. When
photographing drawings that are about 82" x 11" and larger, the setup shown
in the following steps works well. A wide-angle/telephoto zoom lens that can
operate in the 28 mm to 105 mm range will serve you best, allowing you to
zoom in or out, depending on your drawing sizes. You can also use a standard
50 mm lens, but you will find you have to move the camera and tripod more
often as you photograph various-sized drawings. If you wish to photograph
smaller drawings, use a close-up “macro” lens and a copy stand. A copy stand
is a tabletop setup in which the camera is mounted on an adjustable riser and
the attached lights illuminate the drawing from both sides. The principle is
exactly the same as in the setup that follows, except that the camera tripod and
light stands are dispensed with, allowing the camera to get closer to the small
drawings.

Fig. 8-8 The equipment you will need is
shown here. Although not particularty
sophisticated, it will provide excellent
results: (1) two photoflood reflectors, (2)
two 150 watt, 3200° K “tungsten™
photoflood lamps, (3) two stands for the
photofiood reflectors, (4) 35 mm SLR
camera with manual adjustments, (5)
zoom lens (although a regular 50 mm
lens will work), (&) slide film for use with
tungsten lamps; Kodak Ektachrome 64T
slide film will give very good results, (T)
cable release; this allows you to take
your shots without jiggling the camera,
as you will be using slow shutter speeds,
(8) light meter, (9) camera tripod.

The remaining equipment is
optional. Certain kinds of drawing—
those on which a large amount of
graphite or marker has been used, those

with very dark or black backgrounds—
often do not photograph well because
they show reflections no matter how
you adjust your lights. By using (10)
polarizing filters, held in front of your
lights with (11) filter holders and a (12)
polarizing filter over the camera lens,
you can adjust the filter on the lens and
“dial out” the reflections from these
kinds of drawing. A word of caution:
Polarizing filters are made with a kind of
plastic that can char and melt from the
heat of the photoflood lamps. Make sure
you arrange your filter holders to hold
the filters as far in front of the lights as
possible. Cropping tape (13} is a heat-
reflective mylar tape you can use to
crop out unwanted edges on your
finished slides.
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Fig. 8- This is the arrangement of
lights, camera, and wall-mounted
drawing used to create slides. The lights
and camera are roughly in line,
horizontally, with one another. The lights
should point in at the drawing at about
457, as shown. The distance of the
camera and lights from the drawing can
vary widely, depending on how close you
must get to the drawing to fill the
camera's viewfinder adequately with the
image. Here, the lights and camera are
arranged to photograph a drawing that

is 24" x 34" in size.

Fig. 8-10 Mote also that the lights and
camera are approximately aligned
vertically with each other.
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Fig. 8-11 Onece your lights and camera
are arranged, use a light meter to
determine the camera f-stop and the
shutter speod settings you should use.
The meter will give you a wide variety
of corresponding f-stop and shutter-
speed settings to choose from. Do not
use the camera’s through-the-fens meter-
ing system, as you may get erronsous
readings. The light meter can be used to
take reflected readings from a standard-
ized “gray card,” or it can be used to
take incident (incoming) light readings,
as shown in figure 8-12.

Fig. 8-12 You can measure the level of
incident light reaching the drawing’s
surface by holding the meter, sensor
outward, against the drawing's surface
as shown here. Mote that the photogra-
pher has ducked low to avoid casting a
shadow on the drawing.

You should take light readings in
more than one location on the draw-
ing's surface to make sure that the light
is even across the drawing. It is good to
take additional readings at the drawing's
edges, in the vicinities shown by the
crosses. If your light meter indicates that

the light levels vary by more than a half
stop between the center and the edges of
your drowing, adjust your lighting to
avoid “hot spots™ on your finished

slides. You may need to move your lights
farther away from the drawing, so they
illuminate the drawing's surface more
evenly, then remeasure the light levels.
Even lighting is the most important
part of creating perfect slides.
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Design Drawings

Fig. B-14 This is a typical image

taken during a slide-shooting

session. Although it is a good idea to

fill the frame with the image to the

degree possible, you will still

probably see some wall surface,

pushpins, or tape in the corners of

your image.

Fig-8-13 Choose an f-stop setting at
about 8 or slightly higher to achieve a
good depth of field. You will find, given the
lamp wattages and the distance of the
lights from the surface of the drawing,
that your light meter will recommend a
corresponding shutter speed in the
vicmity of 4 second to V3 second.

Once all is ready and you have set
the f-stop and shutter speed on your
camera, use the cable release to ake the
picture. Then bracket your shot by taking
twa more pictures, one at 2 stop below
the setting recommended by the light
meter and one at 'z stop above that
recommended by the light meter. The
camera pictured here shows the f-stop
set at fi and the shutter speed set at /&

second. To bracket below, move the

f-stop ring on the lens to between 8 and
5.6, then take your second shot. To
bracket above, move the f-stop ring to
between 8 and 11, then take your third
shot, The shutter-speed setting stays
where it is throughout the three shots.
When you receive your finished slides,
arrange them on a light table and select
the best of the three shots.

You can photograph any remaining
drawings using the same camera
settings, as long as the lights stay in the
same place.You can move the camera
closer or farther away from the wall as
you wish. However, once you move the
lights, new camera settings may be
necessary. Take new measurements with
the light meter whenever you move the

lights.
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Fig. 8-15 You can apply cropping tape
to block unwanted edge conditions seen
in your finished shides.

Fig.8-16 The finished image, after
cropping tape has been applied. The
color version of this image can be seen
in figure &-3.
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Presentation and Distribution of Colar Design Drawings

The Digital LCD Projector

The digital LCD projector offers another way to present your color design draw-
ings as large-scale images. This system can project the images from a laptop
computer onto the same kind of screen used for slides (8-17). Your drawings can
be scanned and formatted into the same programs mentioned earlier in prepa-
ration for projection and subsequent distribution. Although the clarity of the
images shown by a digital LCD projector depends on their resolution, they are
typically not as clear and vibrant as a good-quality color transparency. Howewver,
given the purpose of the images, as well as the ease with which presentations

can be created, the disparity in clarity is of little consequence.

Fig. 8-17 A digital LCD projector is
another convenient means of making
large-scale presentations of color
drawings and design information,
(Courtesy: Sony Electronics, Inc.)

DISTRIBUTION OF COLOR DESIGN
DRAWINGS: THE SKETCHPACK

There will be situations in which you want to provide a small, portable
compilation of the design ideas you present during a meeting, something at
CommArts we call a sketchpack, to your client and other members of your design
team. The sketchpack is an invaluable coordination tool during the early parts of
the design process because it is a record of that process. It is also a clear indica-
tion to your client that her participation in the process is welcome and, as such,
acts as a small but effective way to strengthen that relationship.

A sketchpack is just that—a pack of sketches. It is not intended to be a
belabored book, nor should it appear too “finished.” It is simply a set of ideas,
progressing from those generated early in the design process to those distrib-
uted at the meeting. You can distribute sketchpacks before a meeting to make
it easier for everyone in attendance to follow the presentation and to provide an
opportunity for each person to make notes on her or his own set of drawings.
Or you may wish 1o distribute the sketchpack upon completion of the presenta-
tion to provide participants with a record of the ideas and images on which they
can further reflect at their convenience.

Reduced Wall Presentation

Sketchpacks are prepared in lwo basic ways. They can be prepared by
hand or with the help of a computer—or, when appropriate, by a combination
of the two approaches,

The most direct way to prepare a sketchpack is to simply reproduce the
onginal drawings (which were enlarged for a wall-mounted presentation) or
adhere them to a small, formatted carrier sheet, usually 117 x 17, then repro-
duce the assembled sheets with a color photocopier, making as many copies as
necessary. To save space, black-and-white line drawings that were a part of the
onginal presentation can be further reduced before they are adhered to the
sketchpack carrier sheet. It is helpful to include a graphic scale with reduced
orthographic drawings so that the sketchpack user can make at least rough mea-
surements,

Another way of quickly creating a sketchpack is to reduce larger-scale wall
presentations that use carrier sheets, like those shown in figure 8-6, using a bub-
ble-jet copier, this time reducing the sheets to fit within an 11" x 17" format.



Once these reduced 11" x 17" bubble-jet copies are created, they are used as the olor photocopier. Alth h the resulftant multiple copies are second- (and in

new, small-size "':_I!I.__;Ir'.;] 5" from which multiple copies can be made. This is pos- some cases, nirg- ) generalion color copies, they are wusually adequate as a
sible because the bubble-jet “original” possesses a kind of screen pattern, as well record of the presentation (8-18). If truer colors must be communicated in a

as excellent color quality, that allows it, in tum, to generate

ketchpack, first-generation color copies or actual color chips can be inserted

The subsequent multiple copies can be made less expensively with a reqular  into each sketchpach
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Fig.8-18 An 18" x 24" carrier sheet and

its images (left) have been reduced to
FI™ % 17" with a bubble-jet copier (upper
right). A color photocopier was used to
make subsequent copies (lower right) for
distribution, using the bubble-jet copy as

the “original”’ {Drawings: Doug Stelling)
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Presentation and Distribution of Colar Design

The Computer-Generated Sketchpack

It your wall presentation was originated on a computer, as in figure 8-7, or

if your ariginal color drawings and other design materials are small enough to fit
on a flatbed scanner, they can be scanned and imported into a page-making
program to be sized and arranged in a sketchpack format. Although digitally
one of

generated sketchpacks usually take slightly longer to prepare their

advantages is that once the materials are scanned, it is easier 1o size, manipulate

arrange, and format them than to work with hard copies of various images

Moreover, the output images are usually somewhat better, because they are
first-generation rather than second- or third-generation images. These images

can also be output directly through a color printer (B-19)

Fig. B-19 The large digital ink-jet image
shown in figure 8-T7 was subsequently
produced at an 11" x 17" size for
distribution as part of a sketchpack. For
the small version, the designer revised
the color of the center background

panel,

Dr.:wingi

A word of caution is in order concemning computer-generated sketchpacks.

Page-making programs give designers many wonderful tools with which to create

P o

professional-looking publications. However, if you use these programs, you will like-
¢ be tempted by the "snazz factor.” The snazz factor manifests itself when a design-
er spends too much tirme making a sketchpack look too good. The result is twofold:
First, it wastes design fee on something that is meant to be a simple record of the
redi design ideas—the ideas you were hired to generate. Second, sketchpacks that
are very polshed also have the effect, often subliminal, of communicating to the
viewer—espedally the dlient—that the design process is closed and the decisions

R

LT

have been See how “finished”

L is? Exercise judgmenl when preparing

sketch Ipacks and present

ons. Think twice about how finished you want your

sketchpacks to look and, if they do appear finished, that this is your intent




Binding Your Sketchpack

Sketchpacks can be packaged simply, by placing a staple in the upper left-
hand corner or three staples in the left-hand side with a binding strip, similar to
the way architectural drawings are packaged (8-20). Arrangements of this kind
may require the use of a heavy-duty stapler if the sketchpack is too thick for an
office stapler.

A somewhat more finished booklet can be created (when this level of fin-

ish is appropriate) if you have access to a binding machine (8-21}. With a spiral
binding, a stiff cardboard back, and a clear acetate cover sheet, the sketchpack
can become a more permanent record of your design process.

Fig. 8-21 You may wish to provide your
more finished sketchpacks with a spiral
binding. A spiral-binding machine can
punch multiple holes through a group of
pages and hold the spiral wire binding

open while the operator assembles the
bookler

Fig. 8-10 Skerchpack bindings can range
from a staple in the upper left corner
(abowve) to a stapled binding strip {below).
Thick sketchpacks may require the use
of a heavy-duty stapler like that shown
on the left. (Drawings: Taku Shimizu)
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G LOSSARY

aerial perspective A view from above, created by making a drawing below its
horizon line. This kind of perspective is also known as a “bird's-eye perspective”
(see also atmospheric perspective).

afterimage The imagery seen floating before one’s eyes after the stimulus has
been withdrawn,

analogous hues Hues related to one another owing to their side-by side relation-
ship on the color wheel.

aniline dye The dye used as the colorant in markers. Aniline dye is sensitive to
ultraviclet light, and drawings using markers should be archived by color slides.
If such a drawing is to be displayed, make a color bubble-jet photocopy for
display purposes and store the original in a dark place.

atmospheric perspective The pronounced illusion of distance caused by the
progressive changes in colors as they recede in space. Generally, colors become
weaker in chroma, higher in value, and shift in hue toward the purple and
purple-blue range. Artists sometimes call this effect “aerial perspective.”

background (of a diazo print) The general value of exposed diazo print paper.
The mere the diazo machine speed is increased, the darker the background
becomes.

background (of a drawing) The part of a drawing that occurs behind the center
of interest.

balance The quality of a drawing whereby its various parts appear to be in
proper proportion to one another.

base, marker base The initial application of color to a drawing, often made with
rmarker.

blackline print A diazo reproduction of a drawing made on blackline paper. It
has a gray background, and its lines range from gray to black.

blueline print A diazo reproduction of a drawing made on blueline paper. It has
a bluish background and blue lines.

bond paper An inexpensive white paper used in most black-and-white
photocopiers. Use 24 |b. or heavier bond paper for color drawings if possible.

brilliance Another word for the chroma of a color, also called "intensity,”
“saturation,” or "purity.”

Bristol paper A high-guality white paper often used for presentation-guality
color drawings. This paper has excellent tooth and shows marker, color pencil,
and pastel very well. The two-ply “vellum® finish is the best 1o use for the types
of drawing shown in this book and easily takes a black-and-white photocopy
image.

bubble-jet photocopier A color photocopier that, at this writing, creates the
best color photocopies of original color drawings.

Canson paper A high-guality textured drawing paper that shows marker, color
pencil, and pastel well. It can also receive images from a photocopier, although
it may need to be sprayed with a fixative such as Krylon Crystal Clear spray
acrylic, as the toner from the photocopier may not completely fuse to the paper
because of its texture. Canson is part of the Mi-Tienes line of paper made by
Canson-Talens.

chiaroscuro The light-to-dark shading of an illustrated form, used to make it
appear three-dimensional.
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chroma The strength of a color, which can range from weak (almost gray) to
strong (pure). Other names for chroma include “saturation,” “purity,”
“brilliance,” and “intensity.”

color wheel A circular arrangement of hues based on the side-by-side
relationship of colors seen in visible light when it is refracted. The circular
arrangerent is useful to designers and artists because it makes the relationships
between the hues more readily visible.

complementary hues Hues thal are diametrically opposite each other on the
color wheel. When these hues are placed side by side, each makes the other
appear its most intense,

composition An arrangement of elements intended to be seen together, as a
whaole,

contrast A perceivable difference between two parts of the same color
dimension. This difference can range from subtle to strong.

cool gray A gray that is very slightly bluish.

cool hue, cool color A hue or color that is associated with cool temperatures.
Blue green, blue, purple blue, and purple are the cool hues on the Munsell color
wheel| (see figure 6-2). Green and red purple form the border between the warm
and cool colors on the color wheel and can be made to be either warm or cool.

design drawing Exploratory drawing used to manifest early design ideas for
oneself and to communicate those ideas to others.

digzo print A reproduction of a drawing made with use of the diazo printing
process. The print is produced by exposing the drawing, together with
photosensitive paper, to a special light and subsequent developer, usually
ammonia. Diazo prints are commonly made on blue-, black-, or brownline
paper, but other colors are available.

diffuse shadow edge A shadow edge that gradually changes from shadow to
light and forms no distinct boundary.

digital LCD projector A projector that can project an image from a computer,
usually a laptop, similar to that of a slide projector.

dimension of color A perceivable, measurable quality of a color. A color has
three dimensions—hue, value, and chroma—and each may be theoretically
altered without affecling the others,

distinct shadow edge A shadow edge that forms a distinct boundary between
shadow and light.

dominant, dominance Relates to that which perceptibly occupies maost of the
area in a drawing; usually used in reference to the presence of a particular
dimension of color in a composition,

entourage Elements that are added to a design drawing, such as figures and
automobiles, that help give the drawing scale and context.

even wash A coating of color, usually by color pencil, that does not vary over
the area to which it is applied.

fixative A sprayed coating that helps to keep powdery color media, such as
pastel, from smearing. Fixatives should be used with care, as they can somewhat
deaden the brilliance of pastels.

flavoring A wash that imparts only a subtle hint of color, usually with color
pencil.

forcing the shodow The act of grading a shadow darker toward its boundary, so
the illuminated surface next to it appears brighter by contrast. This term also
includes the converse, whereby an illurninated surface is made lighter next to a
shadow.

foreground That part of a drawing that lies in front of the center of interest.
Foreground elements are often used compositionally to make the middle
ground appear more luminous and to help “frame” the center of interest.

French gray Grays that are very slightly yellowish or yellow reddish.

Golden Meon A quide 1o proportional relationships between two parts of a
thing, developed by the Greeks, whereby the relationship of the smaller part to
the larger part is the same as the larger part’s relationship to the whole.

gouache An opague watercolor paint.



gradation A gradual change in the dimensions of color ever a given surface. A
gradation can occur in one, two, or all three dimensions of a surface’s color
simultaneously.

graded wash A wash of color, applied with marker, pencil, or pastel, whose
dimensions are made to change over a given surface.

grain The texture of a paper, also known as its “tooth.” A fine-grain paper, such
as Bristol, has less apparent “tooth” than a coarse-grain paper, such as Canson.,

highlight The lightest spot or area of a surface, usually created by a light source
or specular reflection.

hue The name of a color and one of its three dimensions.

hue chart A chart of orderly samplings of a hue that displays its range of value
and chroma. The extent of the ranges depends on the color medium used.

hue scheme A set of hues intended for a compaosition that are chosen for their
particular relationship on the color wheel,

indistinct shadow edge See diffuse shadow edge.

key A closely related group of values that dominate the colors of a composition.
Light values dominate a “high-key” compaosition, and dark values dominate a
"low-key” composition.

lightness The degree to which the value of a color approaches white.
local tone The inherent value of an obiject, regardless of its illumination.

lowlights Small areas of shade, shadow, or very dark reflection on an object that
usually also contain highlights.

luminosity The appearance of giving off light.

marker A color application device that has a chisel-shaped tip made of an
absorbent proprietary plastic. The coloring medium is composed of a carrier and
a dye. The carrier is either alcohol or xylene, and the colorant is aniline dye. The
colors are transparent and dry very quickly upon application.
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medial mixture The color created as the result of a visual averaging or mixing
of several separate colors.

mingling Creating a mixture of different colors in which each color retains some
of its original identity. Mingling is often used in watercolor illustrations, and
similar effects can be achieved with markers, with color pencils, and with pastels.

monochromatic Having or consisting of a single hue. In a monochromatic hue
scheme, the dimensions of value and chroma may vary, but only one hue is
used.

Munsell Student Charts A series of 10 hue charts and a chart containing the
Munsell color wheel, a value scale, and a sample chroma scale. These charts are
useful references for color compaosition work and can be obtained from Fairchild
Books, 7 West 34th Street, New York, NY 10001 800-247-6622.

Munsell System of Color A system in which color is organized visually rather
than according to the mixture of pigments or dyes. It was originated by Albert
H. Munsell in 1898, and the Munsell Color Company was formed shortly before
his death in 1918. This system, like all color systems, originated fraom the need
to describe colors in definite terms.

neutral cofor A color that has no hue or chroma; white, black, and the grays.

paolette A selection of colors used for a particular purpose or series of similar
purposes.

paraline drawing A drawing that uses parallel lines to create three-dimensional
images. lsometric, dimetric, axonometric, and oblique drawings are all types of
paraline drawing.

pastel A color stick made by combining dry pigment with a methylcellulose
binder.

pastel “quickie” A color drawing created very quickly with the use of pastel,

patch A revised portion of a drawing applied directly over the original or over
a reproduction of the original.

poché (n.) The shading of that part of an architectural drawing representing a
section cut; (v.) to shade a section cut, usually with pencil or pen.
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presentation drawing A drawing used lo communicate design ideas in a
presentation situation. In addition to communicating design content,
presentation drawings are also prepared as compositions in their own right.

print A diazo reproduction of a drawing.
propertion The relationship between the various parts of a thing.
punch Visual impact in a drawing, usually created by value contrast.

reflection mass A group of objects reflected in a window or series of windows
that are so dark as to appear in the reflection as a single mass.

refract To break white light into its component colors, usually by a prism or in
a rainbow. The component colors of white light are red, orange, yellow, green,
blue, indigo, and violet.

repetition A form of rhythm in which a characteristic is repeated throughout a
drawing.

retrocolor The application of color to the back of a drawing on a translucent
sheet, such as white tracing paper.

retracolor hybrid A retrocolor drawing whose front-side image is created by
both computer and hand drawing.

reversal An image in which the typical black-line-on-white-background is
reversed, exhibiting white lines on a black background. A reversal is most easily
made with the use of a color copier (most color copiers have a function to
provide this kind of image). To produce the drawing surface for figures 4-76
through 4-78, the reversed image was again photocopied, using a black-and-
white photocopier to transfer it to frosted mylar. The frosted mylar reversal was
subsequently printed on blackline diazo paper, with the machine at normal
speed.

rhythm Flow or apparent movement characterized by regular recurrence of
elements or features. In color drawing, rhythm can be introduced with such
things as gradations and repetition,

saturation The chroma of a color; its degree of purity, which can range from
weak, or grayish, to strong or vivid.

setup An image that provides the basic guidelines for a drawing, usually a
perspective view. Setups can be rough hand-drawn layouts, computer
wireframes, real-life photographs, or photographs of models.

shade The diminished light on a surface as a result of its facing away from the
source.

shadow The absence of direct light on a surface caused by an intervening
object.

simultaneous contrast The effect created by placing complementary hues in
proximity to each other. Each makes the other appear its most vivid, It can also
mean the phenomenon whereby the eye conjures up the complement of a color
it is seeing, even if that complement is not present.

sketch A quick, loose drawing used to depict an idea, usually preliminary in
nature.

sketchpack A collection of exploratory design drawings that are assembled into
a uniform, manageable size for subsequent review, usually 11" x 17", This term
originated at CommArts.

source file A file of color photographs and clippings that is used as a reference
for drawing elements, materials, and finishes.

spatiol interest "The anticipated experience of a variety of spaces and vistas
[seen in a drawing] which [promise o] become available as we move through
the space” (from Drawing as o Meons to Architecture, Revised Edition, by William
Kirby Lockard. 1977. Tucson: Pepper Publishing).

spectrum value The value of a color when it is shown at its strongest chroma.

splice A revised portion of a drawing that is cut into the original or a
reproduction of the original.

stipple The addition of small dots to a drawing, usually with pen or pencil, to
create a texture.

subordinate That part of a color composition that does not possess the
dominant qualities of the compaosition.



toned paper A paper that is not white, but has a gray or colored surface. The
toned papers most commonly used for color design drawing are diazo print
paper (run at a faster-than-usual speed through the machine), Canson paper,
and white roll tracing paper backed with colored or kraft paper.

tooth See grain.

transfer The reproduction of a line drawing, usually by black-and-white
photocopier, onto the final drawing surface.

transparency A transparent color film positive, the 35 mm version of which is
also known as a "slide.”

triad Any three hues that are approximately equidistant on a color wheel.

unity The quality of a composition whereby the various parts act together to
form a single idea,

value The lightness or darkness of a color or colorless area.

value strategy Plan for arranging the major values of a drawing that best serves
the ideas shown therein.

value study A small, quick study used to create and test possible armangements
of the major values for a presentation drawing. The chosen study is an effective
guide in creating the final drawing.

values, major large, contiguous areas of similar values in a drawing.

vellum A translucent drawing paper, heavier than white roll tracing paper,
suitable for diazo printing. A commen type is Clearprint 1000H.

vellum finish A lightly textured finish, characteristic of Bristol paper. Bristol can
also be obtained in a very smooth “plate” finish, typically better suited for
certain types of media such as graphite pencil.

visual mixture The color resulting from the blending by eye of several different
colors (see also medial mixture),

warm gray A gray that is very slightly reddish.

G L O % % A R Y

warm hue A hue that is associated with warm temperatures. Red, yellow red,
yellow, and green yellow are warm hues on the Munsell color wheel (see figure
6-2). Green and red purple form the boundary between warm and cool hues
and can be made to be either warm or cool.

wash A coating of color, usually color pencil, but can also be created by marker
or pastel.

xylene A fast-drying organic solvent used as a carrying agent for the aniline dye
in markers. Markers containing xylene should be used in a well-ventilated place.
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DESIGN CREDITS

Fig. 1-2. After a photograph in Casa Mexicana by
Tim Street-Porter. 1989, Mew York: Stewart, Tabori
& Chang, Inc.

Fig. 1-3. After a photograph in The Kitchen Book by
Terence Conran, 1993, Woodstock, New York:
Overlook Press. The photograph is credited:

“Rodney Hyett/Elizabeth Whiting and Associates (B.

B. P. Architects, Melbourne, Australia).”

Fig. 1-8. Proposed modifications to Citywalk, Los
Angeles. CommaArts, designers, with Houston /
Tyner, architects, for Universal Studios Hollywood.

Fig. 2-11, Park Meadows, Denver. Commurts,
designers, with Anthony Belluschi Architects, for
TrizecHahn.

Fig. 2-12. The American Queen (name ariginally
proposed was Belle of America). CormmArts,
designers, for the Delta Queen Steamboat
Company.

Fig. 2-13. Clark Street Improvements, 5t. Louis.
ComméArts, designers, for Judd Perkins.

Fig. 2-14. Plaza las Fuentes, Pasadena. CommArts,
moedification designers for Maguire Thomas
Partners. Building architect was Moore Ruble
Yudell.

Fig. 2-15. Houston Uptown, Houston. CommArts,
designers, with Slaney Santana Group, landscape
architects, for the Hamis County Improvement
District #1.

Fig. 2-16. 5t. Louis Union Station, St. Louis.
CommaArts, designers, with HOK, architects, for the
Rouse Company.

Fig. 3-15. Ontario Mills, Los Angeles. CommArts,
designers, with Feola Carli Archuleta, architects, for
the Mills Corporation.

Fig. 3-16. Southwest Plaza, Denver. CommaArts,
designers, for Jordon Perlmutter Properties.

Fig. 3-17. Prestonwood, Dallas. CommaArts,
designers, with the jerde Partnership, designers and
architects, for TrizecHahn.

Fig. 3-18. Cineplex Odeon Theater at Citywalk, Los
Angeles. CommArts, designers, with Houston /
Tyner, architects, for Universal Studios Hollywood.

Figs. 3-22, 3-27, and 3-28. Fashion Place, 5alt Lake
City. Commarts, designers, with Feola Carli
Archuleta, architects, for the Hahn Company.

Fig. 3-23. The Harvest Restaurant, Denver.
CommaArts, designers, for Jim and Paul Turley.

Fig. 3-24. Proposed modifications to stairway in the
former location of the Angel's Flight funicular rathway,

Los Angeles. Stairway by Lawrence Halprin and
Associales. Proposal for Maguire Thomas Partners.

Fig. 3-25. The Maxim Building, Boulder, Colorado.
Commérts, designers, with the Hunter Group,
architects, for 9071 Walnut Street, L. L. C.

Fig. 3-26. Proposed modifications to Citywalk, Los
Angeles. Commérts, designers, with Houston |
Tyner, architects, for Universal Studios Hollywood.

Fig. 3-29. 5t. Louis Union Station, St. Louis.
CommaArts, designers, with HOK, architects, for the
Rouse Company.

Fig. 3-30. 5t. Louis Union Station, 5t. Louis.
CommaArts, designers, with HOK, architects, for the
Rouse Company.

Fig. 4-6. Peariridge Mall, Honolulu. Commérts,
designers, with Feola Carli Archuleta, archilects, for
Morthwestern Mutual Life and E. Phillip Lyon Co.

Fig. 4-8. The Prudential Center, Boston. CommiArts,
designers, with Sikes, Jennings, Kelly and Brewer,
architects, for the Prudential Property Company.

Fig. 4-10. Brothers Coffee, New York, CommArts,
designers, for the Gloria Jean Coffee Company.

Fig. 4-46. Perimeter Mall, Atlanta. CommArts,
designers, with D'Augusting, 1zzo, Quirk, architects,
for the Rouse Company.
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Fig. 4-78. Pearlridge Mall, Honolulu. Commarts,
designers, with Feola Carli Archuleta, architects, for
Morthwestern Mutual Life and E. Phillip Lyon Co.

Fig. 4-91. Houston Uptown, Houston, CommArts,
designers, with Slaney Santana Group, landscape
architects, for the Harris County Improvement
District #1,

Fig. 4-120. Boulder County Courthouse Lawn

Study, Boulder, Colorado. Comm Arts, designers,
for Boulder County Commissioner Heath.

Fig. 4-135. The Maxim Building, Boulder, Colorado.
CommArts, designers, with the Hunter Group,
architects, for 901 Walnut Street, L.L.C,

Fig. 4-137. Westminster Promenade, \Westminster,
Colorado. CommArts, designers, with Martin and
Martin Engineers, for the City of Westminster.

Fig. 5-1. Proposed modifications to Citywalk, Los
Angeles. CommaArts, designers, with Houston /
Tyner, architects, for Universal Studios, Hollywood.

Fig. 5-2. Proposed maodifications to the Uptown
District of Houston, CommArts, designers, for
Houston Metro.

Fig. 5-3. Hollywood Athletic Club, Los Angeles.
Froposed modifications. CommaArts, designers, for
Hollywood Athletic Club.,

Fig. 5-6. Brothers Coffee, Mew York. Commarts,
designers, for the Gloria Jean Coffee Company.

Fig. 5-16. The Maxim Building, Boulder, Colorada.
CommaArts, designers, with the Hunter Group,
architects, for 9071 Walnut Street, LL.C.

Fig. 6-1. The 5an Diego Exposition. Bertram
Goodhue, architect. lllustration by Birch Burdette
Long, from Color in Sketching and Rendering by
Arthur Guptill. 1935 New York: Reinhold
Publishing.

Fig. 6-3. The Seasons at Avon, Avon, Colorado.
Commarts, designers, with Victor Mark Donaldson,
architects, for the Gart Companies.

Fig. 6-8. United States Embassy Compelition,
Berlin. Moore Ruble Yudell Architects. Watercolor
over pencil, 187 x 247 lllustration by Douglas E.
lamieson, 8271/2 Via de la Paz, Pacific Palisades,
CA 90272 (310-573-1153).

Fig. 6-9. The United 5States Embassy, Cairo, Egypt.
The Architects Collaborative (TAC), architects.
Watercolor. Frank M. Costantino, illustrator. F. M.
Costanting, Inc., 138 Pauline Street, Winthrop, MA
02152 (617-846-4766).

Fig. 6-10. Proposed Plaza, Olympics 2000, Istanbul,
Turkey. Thomas W. Schaller, AlA, with Stang &
Newdow / Atlanta. Watercolor, 36" x 24",
lNustration by Thomas W. Schaller, Schaller
Architectural lllustration, 2112 Broadway, Suite
407, New York, NY 10023 (212-362-5524).

Fig. 6-12. The Flamingo, Kansas City. CommaArts,
designers, with Gould Evans Goodman Associates,
architects, for HHC [ Development.

Fig. 6-13. The Maxim Building, Boulder, Colorado.
CommaArts, designers, with the Hunter Group,
architects, for 301 Walnut Street, LL.C.

Fig. 6-14. Teltow Housing Masterplan, Zeidler
Roberts Partnership. Watercolor over pencil, 612" x
814", Mustration by Douglas E, Jamieson, 8271/2

Via de la Paz, Pacific Palisades, CA 90272 (310-573-
1155).

Fig. 6-15. Art Museum, self-comissioned, Mixed
media. lllustration by Ronald |. Love, Ronald |, Love
Architectural lllustration, 3821 Bayridge Avenue,
West Vancouver, BC V7V3|3, Canada (604-922-
3033).

Fig. 6-16. From The City. Watercolor, 30" x 22",
Hustration by Thomas W. Schaller, Schaller
Architectural lllustration, 2112 Broadway, Suite
407, New York, MY 10023 (212-362-5524),

Fig. 6-17. Display window study for Gas Company
Tower, Los Angeles. Cormmérts, window designers,
for Maguire Thomas Partners.

Fig. 6-18. Proposed Hydroponics Research Center,
Uruguay. Thomas \W. Schaller, AlA, architect.
Watercolor, 187 x 24", lllustration by Thomas W.
Schaller, Schaller Architectural Illustration, 2112
Broadway, Suite 407, New York, NY 10023 (212-
362-5524).

Fig. 6-19. Study for Old Orchard, Chicago.
Commérts, designers, for Equity Properties.

Fig. 6-20. The Rattlesnake Club, Denver.
Commarts, designers, for the Rattlesnake Club
Associates.

Fig. 6-21. Naples Beachfront Cottages,
Archilectural Design Group, architects, lllustration
by Curtis James Woodhouse, 3903 Loquat Avenue,
Miami, FL 33133 (305-475-8098).

Fig. 6-22. lllustration by Edward Dixon McDonald,
from Color in Sketching and Rendering by Arthur
Guptill. 1935. New York: Reinhold Publishing.



Fig. 6-23. Park Meadows, Denver. Commdrts,
designers, with Anthony Belluschi Associates,
architects, for TrizecHahn.

Fig. 7-12. Santa Monica Place {renovatien), Santa
Manica. CommaArts, designers, with Ray Bailey
Architects, for the Rouse Company.

Figs. 7-14, 7-15. Houston Uptown, Houston.
CommArts, designers, with Slaney Santana,
landscape architects, for Harris County
Improvernent District #1.

Fig. 7-16. Madison Square Garden, New York.
CommaArts, designers, with Gensler, architects, for
Madison Square Garden.

Figy. 7-23. Perimeter Mall, Atlanta. Commdrts,
designers, with D'Augustino, lzzo, Quirk, architects,
for the Rouse Company.

Fig. 7-30. Park Meadows, Denver. Commarts,
designers, with Anthony Belluschi Architects, for
TrizecHahn,

Figs. 7-38, 7-39. The Downtown Boulder Mall,
Boulder, Colorado. Commarts, Everett | Zeigel
Associates, and Sasaki Associates, Inc., design team,
far the City of Boulder.

Fig. 7-40. Proposed modifications to Citywalk, Los
Angeles. CommArts, designers, with Houston /
Tyner, architects, for Universal Studios, Hollywood.

Fig. 7-47. World Trade Center, Mew York,
Renovation Competition. CommArts, designers,
with HOK Mew Yark, architects, for LOOR, Inc., and
the Port Authority of Mew York and MNew Jersey.

Fig. 7-53. Madison Square Garden, New York.
CommArts, designers, with Gensler, architects, for
Madison Square Garden.

Figs. 7-60, 7-66. The Maxim Building, Boulder,
Colorado. Commarts, designers, with the Hunler
Group, architects, for 901 Walnut Street, LLC.

Fig. 7-67. Faneuil Hall Marketplace, Boston.
Benjamin Thompson Associates for the Rouse
Company.

Fig. 7-69. Proposed modifications to Citywalk, Los
Angeles. CommArts, designers, with Houston /
Tyner, architects, for Universal Studios, Hollywood.

Fig. 7-70. Mr. Steak, Denver. CommaArts, designers,
with Archiventure, architect, for Omnivest, Inc.

Fig. 7-71. Ontario Mills, Los Angeles. CommArts,
designers, with Feola Carli Archuleta, architects, for
the Mills Corporation.

Figs. 7-72, 7-78. Perimeter Mall, Atlanta. Commérts,
designers, with D"Augustino, lzzo, Quirk, architects,
for the Rouse Cormnpany.

Figs. 7-79, 7-83. The Maxim Building, Boulder,
Colorado. CommaArts, designers, with the Hunter
Group, architects, for 901 Walnut Street, LL.C.

Figs. 7-84, 7-86. Perimeter Mall, Atlanta. CommaArts,
designers, with D*Augustino, lzzo, Quirk, architects,
for the Rouse Company.

Fig. 8-1. One Beaver Creek, Avon, Colorado.
Commérts, designers, with Gwathmey Pratt Schultz,
architects, for Vail Associates.
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Fig. 8-2. Bridge for Buffalo Bayou, Houslon Uptown
District. Commrts, designers, for Houston Metro,

Fig. &-3. Transit Stop Design, Houston Uptown
District. CommArts, designers, for Houston Metro.

Fig. 8-5. Westin Hotel Baliroom Courtyard 5tudy,
Westminster, Colorado. Commarts, designers, for
the City of Westminster,

Fig. 8-6. La Vega, Barcelona, Spain. CommaArts,
designers, with INGECO, engineering and
coordination, for Jean Louis Solal, LI

Fig. 8-7. International Terminal, JFK Airporl, New
York, Commérts, designers, with Skidmore, Owings
and Memill, architects, for LCOR, Inc,, and the Port
Authority of New York and New Jersey.

Fig. 8-18. La Veega, Barcelona, Spain, CommArls,
designers, with INGECO, engineering and
coordination, for Jean Louis Solal, JLSI.

Fig. 8-19. Intemational Terminal, |FK Airport, New
York. CommArts, designers, with Skidmare, Owings
and Merrill, architects, for LCOR, Inc., and the Port
Authority of New York and New |ersey.

Fig. 8-20. Ontario Mills, Los Angeles (above).
CommaArts, designers, with Feola Carli Archuleta,
architects, for the Mills Corporation, Lake Forest,
Lifestyle Cafe (below). Commarts, designers, for the
Taubman Company.
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Accents, media, 33
Accessories, 118-122
fireplace, 122
general accessories, 120-121
paintings, prints, and phatographs, 118-119
Adl marker, 27
Afterimage, hue Contrast, 237
Aniline dye, color markers, 25, 26
Animation, figure drawing and, 216
Architectural metal panels, 166-167
Area, image campasition, 252
Asymmetry, image composition, 230-251
Atmospheric perspective, coler, 10-11
Automobales, 226-230

Backgrounds, 201-204
rural, 203-204
urban, 201-202
Balance, image composition, 250-251
Banks {landscape), 129
Bathroom fixtures, 105-107
Bauhaus, 234
Eeam ceilings, 90
Berms, 129
Blackline print, Diazo prints, 281
Board and batten ard lap siding, exterior wall
plane, 156157
Bond paper:
described, 18
drawing on, 266-270
Bookshelves, general accessores, 120-121
Brick, masonry walls, 160
Brick paving, 124-125
Brightness, color dimensions, 16
Brilliance, light and dark, arrangements of, 15
Bristod paper;
described, 39
deawirg on, 271-275
trarsfer, 263
Bubble-jet photocopier, color markers, 6. See
also Phatocapy

Care furnishings, 97
Canson paper:
described, 37
drawing on, 276280
tored backgrounds, 61
transfer, 263
Carpets, floor finishes, 70-71
Carrier, transler, 263-264
Carrier sheets, presentation, 329

Ceiling(s), §3-80
bearns, S0
Lay-in, tegular, 89
Ceiling-mounted fighting, 109-111
Chevreul, M_E., 7
Chiaroscuro, fight, &
Chroma, color dimensions, 18
Chroma contrast, 242-244
Climbing vines, 200
Clouds, daytime skies, 213
Codor, 5-21
atmasphernc perspective, 10-11
chiaroscurn, &
composition and, 233-255. See aho
Compositon
gradation, 8
fgiit hevel and, 14
local tone, &
lsminosity, 12-13
multipdicity of, 9
reflection, 10-11
shade and shadow, 7
Cobor contrast. See Contrast
Color dimensions, 16-21
Munsedl Student Set, 19, 20
terminology, 16-18
Color media, 25-33. See go Media
Cobor media appbcation, 41-49
maodification technigues, 4549
marker over marker, 45-47
pastel over marker, 48
pencl over marker and pasted, 49
swiashes
even wash, 4243
graded wash, 44
Color transparencies, presentation, 329-335
Color wheel, color dimensions, 16, 17

Compostion, 233-255. See aiso Contrast

Computer-composed page, design dramnng
process, 312

Computer controls, color dimensions, 19, 21

Computer-generated notes, design drawing
process, 312

Computer-generated sketchpack, 338

Computer revisions, 323-324

Concrete block, masonry walls, 158-159

Concrete paving, 127

Concrete walls, precast, 164

Contrast, 234-244
chicetus contrast, 242-244
composition, 245-255
balance, 250-251
propodtion, 251-254
rhythm, 255
unified image, 245-249
hue contrast, 235-239
range in, 235
smwltaneous, 237
warm-cool, 238-239
paower of, 234735
value contrast, 240-241
Coolwamm hue contrast, 238-239

Corrugated metal siding, 165

Curtains, sheer curtains, windows, 86

Drark:
color dimensions, 16
light and, amangements of, 14
Dawn, skies, 210=212
Deaytime skies:
clear, N8-200
clowds, 213
exterion windmas
foreground, 168-171
large builkdings, 180-181
rmaddle ground, 172-177
intenior windows, 82-83
tracing paper, 299-305
Deciduoars shrubs, 132-133
Deciduous trees. See Trees
Decoralre: comcnele pavng, 127
Decoratnee painted wall, finishes, 79
Delneation, fumishings, 91-9.2
Design drawing process, 257-324
figure drawing, 222-225
line drawing, 257-259
colow sketch, 258
generally, 257238
Lmpers of space, 258-239
notes, 311-313
paper, 265-310. See ofso Paper
photographs, 314-315
revisions and repairs, 316-324
computer, 323-324
patch, 316-319
splice, 320-322
transder, 263-265
valuse sirategy, 260-262

Diazo prnits;
color markers, 26
dravang on, 281-288
paper, 35-36
toned backgrounds, 60
tracing paper, retrocolor, 290
transfer, 264
Digital LOD projector, presentation, 336
Diistribution, 336-330, See alio Presentation
banding of sketchpack, 339
computer-generated sketchpack, 338
feduced veall presentation, 336-3137
Dominant area, image compasition, 252
Dominant feature, image compasition, 247
Drapes, windows, &5
Drawing process. See Design drawing process
Dusk:

skies, 210-212
tracing-paper drawing, 306-310

Entourage books, fiqure drawing, 217
Even wash, described, 42-43
Evergreen shrubs, 134-135
Evergreen trees, 194-198, See alo Trees
Exterion wall plane, 152-167. See also Wall plane
muasonry, 158-164
brick {middle range), 160
precast concrete, 164
stone [dimensioned in running bond), 163
stone (unocursed and roughly squared),
161-162
stucco and concrete block, 158-159
metal, 165-167
wood, 152-157
board and batten and lap siding, 156-157
shingles, 152-153
vertical uding, 154-155
Extenior windows, 168-181. See olo Windows
daytime
foreground, 168-171
large baildings, 180-181
middle ground, 172177
nightime, 178-179

Fabeic, patterned, fumishings, 96
Figure drawing, 216-225
desugn drawing process, 222-225
scale and animation, 216
simplicity and believability, 217-221
trace files, 217
Freplace, scoessonies, 122



Fixtures. See afso Furnishings
bathroom, 105-107
metals, 102-104
Flagstone pavers, 125-126
Flavaring, color wash, 42
Floor finishes, 69-77
intersor floor plans, 76-77
ruggs ared carpets, 70-71
stone (honed and polished), 73-74
termazzo, 72
tile, 75
wood, §9-70
Flogr lamg, lighting, 112-115
Floor plan, 76-77
Floweers, general accessones, 120-121
Form-Z tonal image, retrocalor hyionds, 295
Fountains, moving water, 142-145
French grays, color markers, 26
Furnizhings, 91-104
bathroom fixtures, 105-107
delineation and location, 91-92
fabric, patterned, 26
glass, 100-10
grouping, 93-94
leather, 95
metals, 102-104
stone, 99-100
wicker, rattan, and cane, 97
wood, 98-59

Class furnishings, 100-101
Golden Mean, image compesition, 252
Goldstein, Mathan, 6
Gouache, accents, 33
Graclation, light, &
Gracled wagh, described, 44
Graphite pencil, line drawing, 258
Grass, 128-129
Grayness, color dimensions, 18
Crays, color markers, 26
Ground covers, 130-131
Ground plane, 124-151
grass, 128-12%
ground covers, 130-131
landscape plan views, 149-151
paving, 124-127
brick, 124-125
concrete, 127
flagstone, 125-126
rocks, 146-148
shrubs, 132-135
deciduous, 132-133
evergreen, 134-135
wiater, 136=143
mening water, 142-145
still water (foreground), 136-139
still water (middle ground), 140-141
Grouping, furnishings, 93-94

Hand notations, design drawing process, 311
Harmony, color dimensions, 19
High-key compaosition, vahee contrast, 240-241
Highlghts, accents, 33
Hue, color dimensions, 16, 18
Hue gontrast:
range in, 235
simultaneous, 237
warm-cool, 238-239
Hue wheel, color dimensions, 16, 17

Iumination, toned backgrounds, &0
Interior floor plams, 76-77
Itten, johannes, 234

Kautzky, Ted, 15
Kraft paper, toned backgrounds, 61

Lamps, lighting, 112-115
Landscape plan views, ground plane, 149-151
Large-scale presentation, 330-336
Layering, line drawing, 258-25%
Lay-in ceiling, teguiar, 89
Leather furnishings, 95
Light:

atmospheric perspective, 10-11

chearoscurn, &

color dimensiens, 16

color multiplicity, 9

dark and, arrangements of, 14

gradation, &

level of, color and, 14

local tone, &

luminosity, 12-13

reflection, 10-11

shade and shadow, 7
Light effects, technigue, 52-57
Lighting, 108-117

cefling-mounted, 109-111

specialy, 118-117

wall-plane, 112-115
Light sensitivity, Diazo prints, 281
Line drawing, 257-259

color sketch, 258

generally, 237258

layers of space, 258-259
Line media, described, 24-25
Local tone, Fght, &
Location, fumnishings, 91-92
Lockard, William Kirby, 259
Low-key compaesition, value contrast, 240-741
Luminosity:

coler, 12-13

light and dark, armangements of, 13
Bajor values:

design drawing process, 260

image compaosition, 248

Mariers:
color media, 25-28
maarker over marker modificalion lechnigues,
4547

pastel over marker modification technigues,
48

pastels and, 33

pencil over marker and pastel modification
techniques, 49

recommendations for, 68

transfer, 264

Masonry walls, 158-164
baick {middlle range], 160
precast concrete, 164
stone, uncoursed and roughly squared,

161-162
stone (dimensoned n runnimg bond), 163
stuccn and concrete block, 158-159

hiaterials impressions, technigue, 50-51

Media, 23-33. See oo Paper
accents, 33
color medsa, 25-33

markers, 25-28

pastels, 31-313

pencils, 29-30
b prvencha, 24-25
technodody, 23-24

Medial mixtures, color multiplcity, %

Metal exterior walls, 165167
architectural metal panels, 166-167
cormugated metal siding, 165

Metal fumishings, 102-104

Metalhe accents, 33

Metal rools, 206-207

Methylcellulose binder, pastel, 31

MWicdle-to-weak chroma contrast, 242-244

Mingling:
color multiplicity, 9
mage composition, 247

Maodification techmiques, color media application,

45-49. Ser oho Color media application

Micraireg water, 142-145

Multiplicity, of color, 9

Munsell Student Set, color demensions, 19, 20

MNeon Bghting, 116117
Motes, design drawing process, 311-313
Overhead plane, 205-213. See also Roofs; Skies
Pammted wall:

decoratve wall finishes, 79

fughes, 78
Paintings, accessories, 1168-119

N D OE X 351

Falettes:
color markers, 26, 2B
color pencils, 25-30
Palm trees, 199
Pantone paper, toned backgrounds, 61
Paper, 34-39, 265-310. See aiso Media
selection of, 265-266
tored backgrounds, §0-61
torved paper, 35-37
Canson paper, 37
diazo prints, 35-36
toned-paper drawing, 276-288
advantages of, 276
Canson paper, 276-280
DHazo prints, 281-288
tracing paper, 34
tracing-paper drawing, 2E3-310
advantages of, 289
daytime view, 209-305
dusk view, 306-310
retrocolor, ZE9-2594
retrocolor hybrids, 295-298
tramsfer, 263-264
white paper, 38-39
bond, 38
Bristol paper, 39
white-paper drawing, 266-275
bond paper, 266-270
Bristol paper, 271-275
Pastel “quickie”, tracing paper, retrocolos, 290
Pastels:
color media, 31-33
pastel owver marker madification technigues, 48
pencil over marker and pastel modification
techniques, 49
Patch, revisions and repairs, 316-319
Patterned fabic, furnishings, 96
Patterned wall finshes, 80
Paving, 124-127
brick, 124-125
concrete, 127
flagstone, 125-126
Pencil over marker and pastel, color media
application, modification techniques, 48
Pencils:
color media, 29-30
pencl ower marker and pastel modification
techniques, 49
Perspective, lime drawing, 257-258
Photocopy:
bond paper, 38, 266
Canson paper, 37
cokor markers, 26
design drawing process, 314
diazo prints, 281
distribution, 336-337. See alto Distibution
fine drawing, 258
metalbic accents, 33
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Phatocopy {romtinued)
presentation, 325, 327, See afio Presentation
tracing paper, retrocolon, 290
transfer, 263-264
Photagraphs:
alcessonies, 118119
bordd paper, 268
color transparencies, presentation, 329-335
design drawing process, 314-315
Fin lights, 116-117
Pin-up session, presentation, 326
Mants, general accessories, 120-121
Poals, maoving water, 142-145
Paltery, general accessones, 120-121
Procast concrete walls, 164
Presontation, 325-336. See oo Distribution
large-scale, 330-336
size, 326
small-scale, 326-330
technology, 325
Printers:
bond paper, 266, 268
distibution, 336-337. See ofzo Distribution
presentation, 325, 327
Prints, accessories, 118-119
Prismacolor marker, 27
Froportion, image composution, 231-254

Rattan furnishings, 97
Reduced wall presentation, distribution, 336-337
Reflection, color, 10-11
Refraction, color multiplicity, 2
Relationshaps, lire drawing, 258
Repetition, image compaution, 255
Retrecolor:

techniques described, 56-59

wracing paper, 289-294
Retrocalor hybrids, tracing paper, 295-298
Revisions and repairs, 316-324

computer, 323-324

patch, 316-319

splice, 320-322
Rhythm, image composition, 255
Rocks, ground plane, 146-148
Roafs, 205-208

metal, 206-207

shingle, 205-206

tile, 207-208
Rugs, floor finishes, 70-71
Rural backgrounds, 203-204

B Ag

Shade and shadomr
light, 7
light effects, 5.2
Shades, windows, 87
Sheer curtaing, windows, 86
Shingle roofs, 205-206
Shingles, wood, 152-153
Shrubs, 132-135
deciduous, 132-133
evergreen, 134-135
Shutters, windows, 88
Sicding:
board and batten and lap siding, 156-157
vertical wood sidng, 154-155
Simplicity, figure dransing, 217-221
Simultaneous contrast:
hue, 237
shade and shadow, 7
Size:
image composition, 251-254
lime drawing, 258
presentation, 326
Sketchpack. See Distnibution
Skies, 208-213

clear, 206-209
clouds, 213

dusk or dawwn, 210-212
Skdes, presentation, 329-335
Small-scale presentation, 326-330
Snazz factor, computer-generated sketchpack,

338

Space, layering of, ine drawing, 258-259
Sparkle, accents, 33
Specialty lighting, 116-117
Splashing water, 142-145
Splice, revisions and repairs, 320-322
Stevenson, Paul, 289
Stll water:

foregrownd, 136139

middie ground, 120-141
Stone fioor fimishes (honed and polished), 73-74
Stone fumnishings, %9-100
Stone walls:

dimensicned in running bond, 163

uncoursed and roughly squared, 161-162
Strong-chroma contrast, 242-244
Stucco, masonry walls, 158-159
Subordinate area, image compaosition, 252
Subordinate features, image composition, 247
Symimetry, image compesition, 250-251

floor finishes, 6977, Ser also Floor finishes

furrishings, 91-104. Ser alvo Fumnishings
light effects, 52-57
hightineg, 108-117. See glso Lighting
matenials impressions, 50-51
retrocolor techniques, 538-59
toned backgrounds, &0-66
waill plane, 7E—88. See alo Wall plane
Technology. See also Compater
media, 23-24
presentation, 325
Terrazzo fioor finishes, 72
Tibe floor finishes, 75
Tibe roofs, 207-208
Toned backgrounds, descnbed, 6066
Toned paper, 35-37
Canson paper, 17
diaro pents, 315-36
Toned-paper drawing, 276-288
advaniages of, 276
Canmon paper, 276-280
diazn prints, 281-288
Tones, hght and dark, armangements of, 14
Toaoth:
bond paper, 38
diazg print paper, 35, 281
Trace files, figure driwang, 217
Tracing paper:
automobides, 226
described, 34
fagure drawing, 222
transfer, 263, 264, 265
Tracng-paper dravang:
acvantages of, 289
daytime view, 299-305
dusk view, 306-310
retrocolor, 289-294
retrocolos hybnids, 295-298
Track baghting, 109-111

Tramsfer, devign drawang process, 263-265. e

aiso Paper
Trees, 182-200
clmiing vines, 200
decicuous
bare {foreground), 182-184

bare (with graded , 187

foliage (abbreviated technique), 192-193

foliage {foregrourdd), 188-189
foliage (middle ground), 190-191
evergreen, 194-198

Urban backgrounds, 201-202

Value, cofor dimensions, 18

Walue contrast, 240-241

Value strategy, design drawing process, 260-262

Value study, creation of, 260-262

Vellum, fine drawing, 258

Vertical wood siding, exterior wall plane,
154-155

Vingi, Leanarde da, 6

Vines, chimbing, 200

Vividness, color dimensions, 18

Wainscot fimishes, 81
Wall plane, 78-88. See oiso Exterior wall plane
finishes, 7881
painted wall, 78
decorative, 79
patterned, 80
wiond wainscot, B1
Isghting, 112-115
windows, B2-38
daytime view, 82-81
drapes, 85
mightirme view, &4
shades, 87
sheer curtans, B6
shutters, B8
‘Warm-coo! hue contrast, 238-239
Wash, defined, 42. See alzo Color media
application
Water, 136-145
micwang water, 142-145
still weater (foreground), 136-139
still water (maddie ground), 140-141
‘White paper, 38-3%
bond, 38
Bristol paper, 39
‘White-paper drawing, 266-275
bond paper, 266-270
Bristol paper, 271-275
‘Wicker furnishings, 97
Windows, B2-88. See alio Exterior windows
daytime view, 82-83
drapes, 85
nightirne view, B4
shades, 87
sheer curtams, g
shutters, BB
Wood, exlerior wall plane, 152-157_ See abo
Exterior wall plane
Wood floor finishes, §9-70

T Pnglye drawing and, 216, 219 Tabsle lamp, lighting, 112-115 foregound, 194-196 \Waod fumishings, 98-99
Lt i Hrawing, 257, 258 Tuchrique, 4166 middle ground snd background, 197-198 ‘Wood wainscar finishes, 81
[ JIBLIBTESA on cormpared, image compodsition, accessories, 118-122. See oiso Acoessonies pebm trees, 199
| =y * M | ceilings, 89-90 Xylene, color markers, 26
el 56&;;,’ lighting, 112-115 color media application, 41-49_ See oho Color Unified image, contrast, 245-249

N s i media apphcation Uknity, mmuacge composition, 245249
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Architecture/Art Techniques $44.95 USA/$67.50 CAN
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Stunningly updated, totally re d, practica

This new edition of Michael Doyle’s classic Color Drowing is the ultimate up-to-date resource for professionals and students who need to develop and com-
municate design ideas with clear, attractive, impressive color drawings. In an easy to use, step-by-step approach, this comprehensive guide presents a total
system of color design drawing that encompasses approaches to sketch communication as well as more finished presentation drawing.

Totally redesigned to provide quick, easy access to key information, this Second Edition covers the basics of color phenomena, media, techniques, and approach-
es to illustrating materials necessary to communicate design ideas. With nearly 400 new color illustrations, it contains a new section on color and design
principles for creating more sophisticated presentation drawings and offers innovative ideasfor the reproduction and distribution of finished drawings.
Color Drawing features:

* A complete body of illustrated instruction that demonstrates the development of design ideas from initial concept through presentation drawing
* Finely honed explanations of each technigue and process
* Faster and easier ways to create design drawings

* Methods for combining hand-drawn and computer-generated drawing techniques

This remarkably versatile volume is both an illuminating textbook and a completely reliable self-teaching tool, as well as a handy quick reference. It is an
excellent guide for students at any level and an unparalleled resource for design professionals.

MICHAEL E. DOYLE is a vice president and senior designer at CommArts in Boulder, Colorado. He is an architect and former instructor at the
University of Colorado.

Cover Design: T. Keith Harley
Cover lllustration: Michael E. Doyle
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