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Teday's commercial artiit is o moster of mony skills. Here,
surraunded by the tools of his profesion, ond with o
sound knowledge of studio procedures, he is equipped to
meet virtyally ol the challenges of an endlesly varied
end importan! job.



Studio procedures

Many of our maost famous artists hegan their careers ar the draw-
ing boards of commercial art studios. It was here thev served
their apprenticeship and gained valuable expericnce and know-
how in stuidio procedures. Slowly, through trial and error, they
learned the many skills that are necessary in the art world today,
and acquired the discipline which formed the strong foundation
for their creative talents.

This lesson will help you to short-cut your studio apprentice-
ship and make vour start as an artist easier. Here vou will learn
techniques of preparing art work and photographs for reproduc-
tion, and rhe pirfalls to avoid. You will be given advice an how
to crop pictures and present them attractively. Rescaling is an-
other important art job, and you will be taught how to enlarge
or reduce drawings and layouis in a rime-saving professional
manner. You will also learn the language of the typographer,
and how to turn typewritten copy into goad, readable typograph-
ical arrangements.

A sound knowledge of these and the many other studio pro-
cedures we teach you here can be the best way to open the door
te your art career, It can provide you with a good livelihood
even while you are sull learning.

Accuracy — accuracy — accuracy!

Almost all commercial art work is designed for reproduction. Tt
is well to remember that your own art work will be reproduced
45 yOU Preprare i, inr.Imiing your mistakes — s learn your trade!
Study the results of every job vou do alter it is reproduced. Pick
it apart and think about it. In this way you can learn something
from every joh.

Il there s one word that should be foremost in the mind of
the studio artist it is accuracy. Speed is very important in the
conunercial art world, but accuracy must come first. If a job is
not accurate in the beginning, everything that the artist does
from that point on will be wrong.

Good tools are important

In the artist’s effort to achieve accuracy, nothing is as important
as reliable wools. Maoney spent an toals af good quality 15 3 sound
invesument. Inferior tools turn out inferior work, and the artist's
job is demanding enough without being complicated by tools of
questionable perfonmance. 5o always use the best ones vou can
afford and take good care of them.

The drawing board upon which the artist works has a great
deal to do with the quality of the job he turns out. The solt
worl in the top of the board is easily scarred, so don’t use yours
as a curting surface, but save old pad backs for this purpose.
Next, don't rely on the edge of your drawing board as an ac-
curate guide for your T-squarc. A simple meral edge called a
“true-edge” can be purchased from vour local art store and
easily clampedd 1o the left side of your drawing hoard. This
makes a smooth, accurate plane on which the head or cosspiece
of your T-square can ride.

The T-square, of course, has much o do with the accuracy
of your job, and it is a wise artist who purchases a good steel '1-
siquare @t the beginning of his carcer. Given reasonable care,
such a tool will last a litetime. The T-square is used for all hori-
zontal ruling. Don't use it against the top edge of your drawing
board for making vertical lines. This is a job for your riangle.

Most professionals lind that two or even three dillerent sizes of
triangles are necessary to handle a variety of work accurately.
For greatest accuracy over many years, it is well to have one or
two steel triangles. Plastic triangles have the advantage of trans-
parency, but they do have a tendency to lose their accuracy and
easily become nicked.

A constant offender is the old-fashioned wosden ruler. Many
artists have had the experience of completing a piece of art only
to find that it is a little short — or 1o long, as the case may be.
When this happens it 1s often due to a ;mrl}' made, inaccurate
ruler. You can avoid such mishaps by purchasing a good tweney-
four-nch steel ruler at the start.

Meatness

Next to accuracy, one of the most important qualities an artist
can prrssess is cleanliness, Nothing is so irritating to the art buyer
as a careless-looking piece of work covered with smudges and
finger marks. And, similarly, nothing will impress him more
than a sharp, clean-looking job. Develop the habit of neatness
early in your career, See o it that your place of work is neat and
tidy, with everything in its place. An occasional washing with
soap and water will keep your T-square, triangles, and ruler
clean — and thus, too, the art work you produce with them.,

Mechanical aids

Many mechanical aids have been developed which will save time
for the artist who has deadlines to meet. Three of the most com-
monly used rimesavers are the camera lucida, the pantograph,
and the opaque projector. On the [ollowing pages we will show
you how to use them. We will also explain the use of other time
and monev-saving devices such as the phorostat and silverpring,
and art processes such as Craftint and Zip-a-tone. ‘These mechan-
ical aids will often prove uscful, but they should never be used
as a substitute for good drawing.

The things we will teach you in this lesson are what you
would learn over a long period of time, working in studios and
art departments as an apprentice. We will demonstrate the pro-
fessivnal approach, but remember, every studio does its work in
a certain way. It is up to you to adapt yourself to your studio’s
methods cheerfully. The knowledge you gain by a thorough
study of this lesson will help you to progress more rapidly in any
studio and turn out studio art of the best professional quality.,
You will know the tools and procedures. 'The art materials and
processes will hecome old friends, and you will be ready 1o meet
new challenges with the understanding and versadility that are
always the mark of the good craltsman.



Tools of the trade

Fine mechanical drawing instrumenis are a joy o
wark with. They respond sensitively to the touch
of the artist and help him to meet the exacting
demands of his profession. It pays to buy a set of
good quality . . . with proper care they will last
a lifetime. By contrast, a cheap set of instruments
will often cost more in the lang run. They not
only turn out wark of inferior quality, but must
be replaced sooner or later. It is far better to start
with a good set. You don't have to buy the entire
set at once, either. You might srart with the pur-
chase of a good ruling pen, and follow that with
a combination pencil and ink compass, eventually
other instruments, till you have an enrire scl.

The ruling pen is commonly used for inking
straight lines. Tt is designed to be used against a
straightedge and rules lines of consistent thick-
ness. The thickness of line may be varied by tum:
ing the adjusting screw, which moves the nibs
together or apart. On these pages we will demon-
strate the basic handling and care of this and
other drawing instruments.

Small dividers

\orge dividers

Ruling pen

5il!l: wiew

| Right

Stralghtedge

Dan't Hlt pan
formard —ink will run
ynder straightedge.

Heold pen silted
slightly bock.

Front wiew

:ﬂfghl 'Wrong

il

———

Hold pen filted Den't tilt too much —

slightly.

With your T-squore held firmly ogainst @ tree-sdge, proc-
fice drowing horizontal lices with your ruling pen. Held
the pen In on elmest verlical position and drow it firmly
fram left to rig 1 egainst the Taguaore —er, if you ore
lefr-handed, de . from right to left,

For wertical lines, place o triangle above the T-square ond
draw your nling pen up (oway frem you) ogoinst this
edge. Proclice drawing lines of varlaus thickneysas.

point makes poar contach.

Dividers

Most sets of drawing instruments contain two dividers — large and small.
The small dividers open to about an inch and a half; the large dividers are
used for anvthing larger than that up to about eight inches. Dividers are used
for dividing lines, cither straight or curved, into ceual segments. They are
also often used for transferring measurements from one drawing to another.
A little practice will soon acquaint you with the usefulness and handling of
your dividers. In the demonstrations below we use a small pair of dividers,
but the handling is basically the same for both sizes.

Te adjust the small dividers, hold the lip batwesn
your thumb and index finger. Thls leoves your
center finger free to open or clowe the dividers
with the wheel. In this way, even o delicate adjust-

meat can be made with one hond.

This demonstrates the movement of ysur fingers o3 you
Sivide a line Inta pqual segments. Your index finger push.
e1 dawn lightly en the dividers oz you bwitl them between
thumb ond center fnger. It is pot necessary fo push the

points of the dividers far into your drawing poper,
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Tips on care and use

Reploce broken or bent points ot once.
Extro points are provided with mony sets
If not, they can be puorchowed frem your

art dealer.

ally os they wear. Use o mall, very fine
gilstone for Beart results

Peints oa dividers ond compass should be
sharp. But if you stick them into your draw-
ing boord, as shown here, they won't be

sharp for long.

For more occurate work, shorpen the pencil
points of your compowses often, wsing your
sandpaper block.

Keep your ruling pen and yaur ink composs
clean by wiping them with a lintfree clath
ofter each uie. If dried ink deposits Ferm,

wak the nibs in ommeric ond woter.

Your instruments will olways work better if
they are kept tight. A serew driver is viually

previded for this purpate with the set,

Do not dip ruling pers or Ink compaises
Imta the ink bottle — use the filler in the
bottle top or o brush filled with ink. “Fine-
line™ ink works best in thesws instruments

When your instruments are not in wse, keep
them in the cose. A thin coat of wox will
help preserve them ond kewp them ret-free,

N

Small ink compass

Small pencil composs

Large eambination
pen and ink compats
with extension har

Compasses

Most sets of drawing instrumenis contain a small pencil compass, a small ink
compass, and a large pencil compass with an ink-pen attachment. Also, there
15 usu:ali_v an extension har pravided, which, when attached to the ink or pen-
cil compass, will make circles of large diameter. The compasses are handled
much like the dividers. Don't push the points deep into your drawing paper.
It takes very little pressure to make the point hold while you draw a circle.
This point should be adjusted a trifle longer than the pen or pencil point.

Extengion bar

When ueed with the extension arm, the compass reguires two honds. One holds the paint of the
campais and the other holds the inking pen or pencil. With o Fitle proctice you con became gquile

adept ot this operation,
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Rubber cement-a tool of many uses

One of the most important tools for the commercial artist is rubber cement.
While there are manv adhesives used in the commercial art held, none has
the versatility, ease of handling, and downright friendliness of rubber ce-
ment. Certainly none is so easy to remove, If you go beyond the edge of an
arca in cementing, you simply allow the rubber cement to dry and rub it
off. It can be removed from almost any surface without leaving a mark.

Pieces mounted with rubber cement can be adjusted or removed by apply-
ing rubber-cement thinner along the edges. The thinner sceps under the
edges and loosens the cement. Many artists keep an oil can or s(uirt can
filled with thinner for this purpose. Equally handy is a small bottle with
an eve drapper. Rubber cement and thinner are highly Hammable. Never
smoke while using cither of them.

There are two basic wavs of mounting with rubber cement. One is wet
mounting, the ather is dry mounting. Both methods are demonstrated on

the following pages.

1

BEubber camant s sasier to handle whan
it it thinned to the cangivtercy of hanoy.
Te do this, All your rubber-cement jor
(dispentsr) obaul fwe-thirds full with
the cemant and Al the remaining
spoca with thianer, Thii prepartion may
vory with the arfist’s preferences.

2

The most commonly wied rubbercement
dispenser hos on odjuiteble hondle. By
lazsenimg the nut en the top of the fid,
you ton pwh this keadle ia ar out
Mow, with the brusth puihed deep ints
the jar, theroughly stir the thinner inta
the cement.

3

Adjuit the hondle by pulling it vp until
the bristles of the bruth ore olmon
cevered with rubber cement — then
tighten the nut to held it. If your Brush
is kept of this level, you'll find the ce-
mznt easier to contrel when you loke
out the brush,

admit 25 misch ligh
s eyes hae a g

A rubbarsamant pickup moy be purchosed in ony ort store,
or you con moke your own by pooring rebber cement iate @
small receptocle and letfing 0t dey. It Ty used ta pick vp excess
dried cament. To remave the cement, rub the pickaup gently over

the dried cemented orea. Lumps of dry rubber cement which
form on your pickup con be cut away with sdissers.
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Wet mounting

When mounting type proofs in position, many artists use the wet-
mount method. In this method rubber cement is applied only to
the underside of the proof and, while the cement is still wer, the
proof is placed in its approximate paosition on the layout or
mounting board. (Mounting board is usually an inexpensive
mediumweight white cardboard.) Then the proof is gently moved
into the exact position, using the T-sqquare as a guide. Use your
fingers or the eraser end of a pencil to move the proaf. The points
of dividers are often used, but these leave pin pricks, and only
experts can use this tool withont damaging the paper.

In handling type proofs, take great care not to smudge the
print, especially in rush jobs when the ink has not had time to
dry. A light spray of Acrylic ixative will pratect the proof — but
he cautious! Too heavy a spray may blur the print.

Use g sharp rotor blade or X-seto kaife fo frim the type proof, leoving ot leost o

3/8-inch margin oa oll sides. For this demonstrotien the prosf will be mounted on
maunting board.

Use the T-iquors fo fine vp the mounting boord, and tack it firmly to your drowing
board. Than fine up the proof and lightly mark the posltion of the top corners an the
mounting board.

“While the cement in sfill wat, position the proof betwean the carrer marks and square
it up with the old of your T-square,

3

Turn the proci faze dewn on o finee or frocng pod and coot the bodk with rubber
cament, With o little proctice, you will sasn know how much cement fo opply.

Plkice o lissve over the proot ord, with the edge of a triangle, press the proof fat.
This squesres out the excess rubber cement, which is rubbed eway with o pick-up.
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Dry mounting

This method is often used for mounting photographs, type
proofs, and art work. Although not completely permanent, dry
mounting holds well and is quite easv to do. To dry-mount, vou
apply cement to both mounting surfaces. When the cement is
thoroughly dry, the two surfaces stick instantly upon contact. To
keep the two cemented surfaces apart while positioning, a trans-
parent tissue (called a slip sheer) is placed between them. When
the pasition 1s correct, the slip sheet is gradually withdrawn and
the surfaces are pressed firmly topether.

Here we demonsuate dry mounting with a single slip sheet —
which is most olten used to attach small or medivm-sired work
to a backing such as mounting board or illustrarion hoard.

Mow lightly mark tha pasifions of the four corners on the mounting board so the photo
con ba relocated in this exoot positisn efter you coof both mounting surfoces with

rubber cement.

R e — e = et

S! the pheto aside to dry ond pot @ similar m; of r1..rbr cemert on the mousling
q board within the corner marks, You'l hove o guide line where the rubber cement ran

orer the phelo edges

3

J

Firat, tock or fope o p[e:e of mounting beard 1o your dmm’ng beard. Then, h}" By
or with your Taguere, line wp evenly the piece to be dry.mounted — in this cowe o
photograph — with egual marging on bath sides.

.EHF-_-.:—F-'—LG = = = == = 4]
Turn the photo foce down within the corner merks ond tharoughly coat ity back with
rubber cement, ruaning over the edges of the photo ond gnate the meunting Board.
Apply cament evenly — lymps of dry cemert under your pholo will show.

When the rubber cement on both swwrfoces is thoroughly dry, put & oip theet of cean
Wrocing paper obout onequarter inch below the top corner morks. This theat will

ptevent the enire photo from gicking to the mounting board while you are pasiioning 1.
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Held the phote olong the fop edge to keep it from slipping ond begin 1o withdraw the
slip sheet gently, thus eaposing onother cemented areno wnderneoth,

Fioce the phote over the slip sheet ond position it exoctly within your corner marks, 7
pressing it fremly on the quorer inch of exposed, cemanted mounting board at the top.

=" = Sl e - .—EPE' - ; .

Mew, within this newly exposed ores, wmesth the phota srio the dry rubber cement Centinue to withdrow the sfip shaet ond prems the pholo gently onto the dry rubber
with the tips of your fingers or @ wod of cleonsing tissue, Work geatly — from the center cement until the slip sheel is entirely withdrown ord the whole phate "tocked™ down.
toward the edges.

'I %o thal yow don't scratch the surfoce of the phate, ploce o clean fisve over it, and 'I 'I Remaove the tocks and, with o rubbercement pickup, clean owaoy every speck of dry
draw the edge of a triongle ooress the tissee, prenicg the photo down At excess cement. Your photo s now dry mounted.
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Double slip-sheet method

There may be times when you are asked 1o mount large pieces of
art, photographs or photostats, or perhaps large drawings made
on very flimsy paper — perhaps even tracing paper. This would
be very difficulr with the single slip-sheet method described pre-
viously, but using two slip sheets divides the work area and
makes it much casier to handle,

For this demonstration we used a pencil drawing on tracing
paper. First we sprayed fixative on the drawing and trimmed off
some ragged edpes. Notice that on larger surfaces we use a larger
rubber-cement brush, which makes the job [aster and easier.

After tacking the mounting Boord fo your drawing boord, position the hadng-paper
drawing by eye or with your Tsquare and rulern

Orn the mounting board, mark oll four eormers with light Turn the drowing foce down ond liberally opply rublber

pencl strakes o you con sosily repesifion the drowing offer cemert, Cover the entire back surfoce and let the coment run
you move it over the edges o little oate the mounting Beord.

i

HLTE AT

- — =k s ="

After the rubber cemen! is ﬂﬂE‘llTIE! dry, place twa slip The sip sheels should everlop dlightly in the center. After

el e by ode orer the mouning bourd Biing them ¥ maling sue that the rubber cement f completely doy e he
oiet ol feur commer morks, enfirely corering the robber-  drawing, posifion it foce up on top of the dip sheets, exoctly
A within yout corner morks.
ramatien 164,

4

7

Sel the drawing cide to dry, ond oot the mounting baard
gvenly ond thoroughly between the corcer morks. Use the
border formed by excess rubber cement for your guide lines.

Mow held half of the drewing firmly with ane hand and Begin
gently to withdrow the slip sheet under the cther half until

the two rubbercemented surbeces come together along o sirip
n the center ohout halt an inch wide.



notely pull ond smooth wntil this half of the drawing is en-
tirely cemented down, Special cars at this peint will preduce furmly cemanted.
a smooth fob with no wrinkles

Smooth this strip dewn with o triangle and continue to aler- 9 Repeot the some procedure on the other side of the drowing,
alternately pulling ond smoothing until the second helf is

' Uslng your pick-up, clean off oll exeess rubber cement. Be

careful net to reb too vigorously on the edges of thin popers
becouse you might wrinkle or tear them.

2

How to use the
dry-mounting press

The dryv-mounting press is employed by many art and most phatographic studios
for clean, fast mounting. The adhesive used is a thin sheet of translucent material
called dry-mounting tissue, which dissolves under heat and adheres to and binds
barh surfaces. The sheets come in several sizes.

Quite often you may need to use several sheets of dry-mounting tissuc for a
single job. When this is the ase, take care not 1o overlap your sheets. 'T'he pieces
should butt or even have a thin space hetween them — if you overlap them an

annoving scam may show.

This method of dry mounting is nsed on photographs, photostats, tear sheets,
and almost any paper light enough in weight [or heat to penetrate. It requires the
use of an electric "tacking iron" to fasten the work wmporarily in place, plus an
electric dry-mounting press to supply heat enough to dissolve the dry-mounting
tissue and [urnish suthcient pressure 1o bind the two surfaces twgether.

—= HHEsE % AlS

Mow, with o paper cutter, or 2 roror blode ogainst o stesl 3 Turn the phole cver und position it on your mounting beard,
edge, trim about 114 inch of the photo, cuttirg through Again tock on just the edges of all four corners. A small tip
bath photo and dry-mownting tiuswe. This insires o neot, exoct of poper is recommended under the iron to protect the surfoce
#dge. Mo dry-mounting tissve should extend over the edge of of your phote.

the phale or the tiswe will stick ta the drp-mounting press.

First, hest bath the tocking iron ond dry-mounfing press.
Then, lurn the photogreph foce down ond ploce o piece of
dry-mounting Hssue over the buck. Uie o tissue o little lorger
thon the photo. and press Just the tip of the het iron near
the four corners of the fissce, tocking it down,

4 Place the phota foce up in the dry-mounting press with o
profective fisswe over the fop of the photo. Apply heat ond
pressure for about 15 to 30 seconds, occording to the weight
of the paper ond heat of the press. IF bubbles occur, pres

them down with your tocking iron.
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How to cut a mat

One of the first things a beginner in a studio may be asked to do is to cur a mar —
a heavy paper [rame for a piece of art work. Any good job looks better when
matted, and most studios and agencies mat their work before presenting it to a
client. Therefore, it is very important for you to learn — and learn accurately —
how to cur a mat.

You need a metal straightedge, a long ruler or yandstick, a mat knife, a mat
board, scrap board to cut on, masking and gummed tape, and a strong steady arm,

The type of mat board most used is generally white on one side and gray on the
other. Either side may be used, depending upon the tone or value of the art
work to be matted. Generally you cut a mat to the same width at the top and
sides and slightly decper at the bottom. When we refer to a 3 x 4 mat we mean it is
three inches wide at the top and on cach side, and four inches deep at the bottom.

It takes experience belore vou can cut a professional-looking mat. Practice cut-
ting small mats from waste picces of mat board. There are mechanical devices
that make mat cutting easier, but you will be able 1o do the job better if you first
understand how to cut a mat with a straightedge and mat knile.

For the purposes of our demonstration, we are going 1o mat a water color,
using the white side of the mat board. The area which will show when the picrure
is matted is 20 x 16 inches.

Floce o lorge sheet of mat board foce down on o dean Floce your

The doHed lines show the 20 x 18-inch area to he fromed with the mal

To the 20 horiranial inches you odd & inches for the two sides, and to
the 1& wertical inches you add 7 inches for the top and bettom. The
aver-gll dimansions af your mat are now 26 inthes wide by 73 inches high.

straightedge ogainst the two pendl morks on 4

piece of scrop beard. Then meaure the cutiide sire, 76273 the Z&inch side. Mow hold the mar knife ogainst tha

imehas, from the edges of the large sheet and ploce pendil stroightedge ond cut the boord. Then repeatr this process
marks for eoch dimension, All your meosuring iz done on for the 23.inch side. This gives you o piece the required
the beack of the mat to keep the froat clean. overall size for your mat,

With the mat s%ll foce down, hald the matel paoint of the 6 The extended lines anable you ta check the sire of the mat 7

campans againg the edge of the met and draw o Bine alang

opgainst the woter celor before you ds any eutting. It is

the top ond fwa sides. Then resst the campois to four inches hetter to measure twice and cul once. Mothing 1 more
and draw the bottam lire. Extend all lines lo the edge. maddening than o mat micely cut . . . to the wiong ize.

A simple dimestore compous helps here, Oper it and set it
ot three inches. |f you don’t hove o compass, simply mess-
ure thres inches in from the fop and sides ond drow o line
with the help of your sfralghtedge.

With the sroightedge held fumly oleng the pencl fine,
push the paint of the knlfe ot on ongle into the mal beard
obout one-sighth inch beyond the starting Hre. This is nec
essary to moke cean, thorp corner.
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E e e e :
Hold the knife af an angle to cut o baveled edge. At the Cut through the board In ane firm stroke, ard go one-eighth l Like many other ortists, you may find it eosier lo drow the
start you may fnd it easer to moke o squore cut. To do inch beyond the corners. The eatro piece of boord under knife ocress the board rother than teward yourself o1 In
this, held the knife ot right anples to the poper, o8 Indi- the mat enobles your knife to cut throwgh deanly. Keep Ficture 3. The arm swings eouly for long cuts and the knife
cated by the brokea block hine. your mat kaffe tharp to oveld rogged edges and be core- kond slides olorg the straightedge, keeping it from slipping.
ful it deesn’t alip = your fingers ore voleable.

When you hove cut the Tour beveled edges. the center of l Mew, attach o fve- or sivinch piece of masking tope {about I Mext, ploca the mat over the picture. When it i in exoctly
the mat drops sut. To keep your stroightedpge from slipping. arw inch wide) under the top edge of the woler color. The the right position, press it ogainat the protruding strip of
you may find it helpful to rest one end ogeingt & nell (or tope is ploced in the center and half of it extends obove tope. This holds the plcture In pasition whils you turn over

push pin}. Smocth any rough edges with fne sondpoper. the poper — sticky side up. both mat and picturs.

To fasten the pointing to the mal, cut pirces of gummed
poper fope abaut half the length of the sides. Moisten eoch
piece with o domp sponge and ottech it. Aflter doing three
sides, reciove the piece of masking tape fram the fop
ard replace it with gummed tope.

The fnished job . . . ony good picture locks better when matted.
Anather method of motting o picture is ta mount it on a plecs of mat
board, leaving fhree inches ot the fop and sides and four inches ot the
bBottom. Then dryp.mount the mor over both the picture and the mat
board. When o picture is painted on illystrotion board with ancugh
space eround if, simply dry-maunt the mat on top,




14

Photostats

A photostat service offers a quick and inexpensive way to have
art work copied, enlarged, or reduced. The photostat machine
(right) is essentially a large camera. Your art work is placed on
the copy board and an “exposure” is made onto sensitized paper
— this is a negative which is then developed. Next, the negarive
is photostated to make a positive. If there are paste-up lines or
other marks on the art, vou can remove them from the negative
with Llack ink or opaque white before having the positive made.
When ordering a "star,” write instructions clearly below the art
or on a tissue taped over it. Indicate the size, whether you want
a negative or positive or both, and whether they should have a
matte or glossy finish. Glossies are sharper amd are uwsually or-
dered for work 1o be reproduced, like type or hand letrering.
Don't rely on the accuracy of a stat. Photostat paper is not
dimensionally stable — it is likely 1o change the proportions of
vour drawing. The degree of distortion, however, is slight and it

seldom matters unless you are working on an exacting joh.

Original Hegative Pasitive
From original art you ron get o regafive ond a pasitive photostal. You <an
enlarge ar reduce or Rop — thot is, turn o piecs of art werk from right o

latt, os shown ot the far right.

| UR MODERN STUDENT CHANC
r modern student chanced upo |
th of @ menostery he would o
furnished with forms arrang

“furnished with |
odical order to seat a large m .

adical order to scot o large ni.

Original Whirte on gray
From the criginal ort work shewn ot the left abeove, you ron gel @ white-
angray or o blockangroy copy. Thew ore often very helpful for vie in

o layoul.

The 1o moching is wseful for moking o quick reference picture of the

huon hond, A he Jef you tee  hond ploed on the copy boord, ord ol
e right st st copy rade of .

Enlarged

Black on gray

Reduced Flapped

Ta make stats of three-dimensional chiects, umply ploce the object on
the copy beard in the pesifizn you wanl. While rot ususlly good enevgh
te reproduce, the shol i eacellent to draw frem - aad is especially
helptul for showing type in perspeetive, o1 shown ot the right.

CAUTION:
Mever rely on
a photostaf
for accuracy.

LIALE TE Dmiw F
LIKE TO DRRAWT

You may need o record of your work befors sending it to @ chient, To sove meney, “gong vp”
the varigys pieces {lefi} and crder one reduced negotive shewing all of them. If mecesary,

you con later make o positive { right).



‘ Studio procedures

A simple woy to test the occurecy of your triangle
= place il frmly ogoinst your Tsquare ond drow
o sharp vertical line ogaingt the edge ar shown,

Rescaling

There may be times when you want to change the scale or size of a piece of
art work or a layout — to make it larger or smaller without the aid of a
photostat. Doing this job well means doing it accurately and neatly. The
tools you use are your T-square and triangle. Plastic triangles have a peculiar
way of losing their accuracy when least expected, so it is a good idea to
check them occasionally.

When rescaling, use a pencil which is solt enough to avoid making a
depression in the surface of the paper but hard enough to avoid smudging —
an H penal 1s abour right, The illustrations below demonstrate how to scale
art work up to a larger proportion. To scale it down, simply reverse the pro
cedure shown. Our illustrations also show you how to enlarge and relocate
any part of the art in its correct position and proportion in the rescaled size.

Without moving the Taguore, Rop the triongle 1o
the opposite side of your line, If the line is paorallel
to the adge of the triangle, your triangle i occu-
rate, If not, buy o new cne.

111 IR RS T L 11 i

Hare we will demonstrote haw to scole up
[enlarge) o piece of ort work — in this cose
the illustration port of o loyout. Begin by
lining up the loyout with your T-square and
then tope it to your drowing board.

Tope o lorge sheat of trocing poper over
the loyout, plocing it o the Hlustrotion
oppears in the upper left-hand corner of
the large sheet. Drow o diogonal line from
the wuvpper lett cormer of the [Mlustrotisn
through tha lower right corner, ond extend
it o few inches — like the hlork line ohove,

=
-

3 A horizentel ond vertical line meeting at

any point on the diogonal will give you o
carrectly praportioned size far your picture.
Fer a 1%%-fimes enlargement, extand the top
lime half the illustration width. Fram the end
of this Ene, drow o vertical fing o intersect
the diogonal. Complets the autline.

Mate: If you want to enlarge or reduee o
drawing of irregular shope, first rule o box
oround if, touching oll four sides. Then
scals it up or dawn os required.

L

Here we demanytrate how to relocate the
photegraph in the enlorged rectangle. First
extend the vertical and horizental fres of
this panel uatil they touch the original
rectangle at points E.

2

Frem A, drow light lines through points E
on the original rectangle ond extend them
until they intersest the large rectongle at
paints F,

Fram the four points F drow vertical and This shows the enlarged prapartions of the

horizantal lines uatil they crows 1o form
the new lecation for the photo.

ofiginal photo in ity correct position on the
rescoled size,
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Arm position lock

Prism leveling scrawsy

Prism and
Lens holder

The camera lucida

The camera lucida is an instrument the artist uses in transferring
onto his drawing surlace an image of wharever is placed belore
it — drawings. photographs, lettering, tear sheets, or even three-
dimensional abjects. It is used to enlarge or reduce, or duplicate
the subject. The camera lucida or “lucy” generally comes in a
box as shown above, with a st of lenses which sharpen the
image. A lens chart is also supplied and so are directions on
how o work with the lucy.

To use the lucy, you need a horizontal topped table about
thirty-two inches high and large enough to hold a layout pad
or illustration hoard. Clamp the lucy to the edge of your table
and tack on the wall directly in front of the lucy the picture
to be copied; then place your lavout pad on this table. The
exact distance from the picture to the lucy prism. and the dis-
tance from the prism to your lavout pad, will determine the
degree of enlargement or reduction. Changes in size are made
by moving the table, to which the lucy is clamped, forward or
back, and raising or lowering the lucy arm. When the desired
size is reached, vou consult your lens chart and place the correct
lens in the holder (in [ront of the prism). This will sharpen the
image and correct any distortion.

You look directly down into the lucy prism with one eye, and
you see an image of the picture on vour drawing surface. With
the other eye vou focus on the point of the pencil in your hand
and guide the point over the image. With a liule practice, both
the image and the pencil point can b seen together, The ohject
can then be outlined, shaded, or detailed.

Another use of the lucy is in fopping a drawing — that is,
turning it from left to right. To do this, tack your picture up-
side down in front of the lucy. Then simply turn the prism bar
forward and insert the correct lens, after raking your reading
from the lens chart. Your picture will appear reversed from left
to right on your drawing surface,

Sama size: I we ploce the luey os dase to the picture 1o be copied o3 the luey
i1 fo the drawing surfoce, the image will be the same sire o5 the original.

Reducing: To reduce & picture by one half, move the lucy twice os for frem the
swhiect ar the lucy is from the drawing surfoce. Censult your lens chart for the
earrect lens to wie ol thi distonce.

Enlarging: To enlarge o picture fo twice the size of the original, place the oy
half as for from the subject as the lucy is from the drawing surface. Consult your
lens chart for the correct bens to use.
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The opague projector

‘I'he apaque projector vperates on the principle of the magic
lantern, projecting a photograph or other copy Lo a vertical
drawing surface. The artist simply draws over the projected
image. The degree of enlargement is determined by the distance
from projector to drawing surface: the greater the distance, the
larger the image. With certain projectors, to reduce copy you
may need to devise some means of holding the lens the neces-
sary distance from the projector.

In the photo at the right, Faculty member Norman Rockwell
demanstrates the use of an opague projector, in this case a
Balopticon. The Baloptican will enlarge a sketch or photo-
graph which is not larger than 6 by 634 inches. However,
sketches or photographs of much larger size can be placed in the
machine and 6 by 634-inch sections enlarged.

The pantograph

Here Al Parker is shown using the pantograph to enlarge a
drawing. 'The pantograph can also be used to reduce. It is made
of four arms of wood or metal joined together at four paints —
B, C, D, E. Paint A is screwed to your drawing table. Point C
traces over the picture to be copied. Point F is a pencil point
which exactly repeats the motions of Point C and copies the
picture onto your drawing paper, but in either an enlarged or
reduced proportion. To change the degree of cnlargement or
reduction, the connecting points B and E are shitted along a
scale which is clearly marked on the arms. You watch Point C
following the lines of the original art as your hand guides the
pencil at point F to make the enlarged or reduced drawing.

Making and using a transfer sheet

A wansler sheet is like a sheet of carbon paper except that you
make it yoursell. All you have to do is caver one side of a sheet
of tracing paper with graphite. The sheet is very handy for
transferring drawings on tracing or visualizing paper to a picce
of illustration board, on which vou make your finished render-
ing. After tracing down a drawing, you can easily erase the
graphite lines. The sheet can be stored and used over and over
again. 1 you prefer, you can purchase transfer sheets already
treated with graphite.

Tope your drowing in position on the illustrotion board.
Then slip the transfer sheed, grophite side down, under
the tracing. Using o 4H or 5H pencil. troce the cutlines
of the drowing. The pressure tronsfers o deon grophile
line from the transfer sheet fo the illustrotian based

1

Blacken one side of o shest of troc
ing poper with a 4B or &B pendl,
Hext, moisten o piece of Klesosx
with rubber<ement thinner and rub
over this blockened oreo. This ferma

an even, smasth grophite swrfoce.

Aftar trocing o few lines, it is always wise to check. Lift
bath shests to see if the drowing Is coming throogh cor
rectly. Too much pressure will leave on indentafion in the
illestration beard, which is undesirable. Too hitle pressure
will nat ghve you o cleon graphite fine,

4

Here the drawing hos been completely troced on the illus-

tratian board. When you howe firisched rendering your
illustration, ary grophite lines thot ore left con quickly

be remaved with o knsoded eroser,



Photographs

Countless thousands of photographs are used every day in ad-
vertising and publishing. They are seldom sent out [or yepro-
duction without some work by the artst.

Always handle photos with care. The surface is extremely del-
icate — just the slightest pressure of a pencil point can leave a
mark which may show when the picture is reproduced. Before
any work is done, a photograph is usually dry-mounted onto
mounting board with rubber cement or the dry-mounting press.
If the photo is badly buckled, it can be soaked in water and
mounted with library paste while still wet and put between
blotters, under weight, until dry. When this method is used, a
picce of plain paper is mounted at the same time on the back
of the mounting board to prevent warping.

Many photographs must be retonched to bring ourt rheir im-
portant features or eliminate undesirable ones. Since the surface
af a glossy photograph is likely to have a light film of oil which
is resistant to water color, this film must be remaved before re-
touching. Some artists rub the surface with [uller’s garth (a fine
white powder), while others just rub it with saliva on a piece of
cotton, which has the same effect. You can also add a liquid
called Noncrawl to your pigments. This has the property of cut-
ting through the film of oil and allowing the paint o adhere.

If you compare several photographs you will find thut they are
aot all alike in tonal value. Some are warm and some are cool.
‘T'herefore, [or best results you need two palettes for retouching
— a warm one for warm-toned photos and a cool one for cool-
toned photos, Warm and cool retouching grays may Le purchased
already mixed in tubes. However, il you care to prepare your
own, the cool gray is made by mixing lampblack andd opague
white. To make warm gray add a touch of yellow ochre.

A large part of the value of a photograph is its helievahility.
When retouching is apparent, the photo has a “fixed-up™ look
and its believability is weakened. Do not over-retouch!

If vou use white in retouching, as in highlighting or silhouer-
ting, make sure the white is pure and does not contain any warm
or vellow tones — it will reproduce as a light gray and your pho-
tograph will lack sparkle.

On this and the following pages we demonstrate some of the
most common procedures in working with photographs in the
studio. We start below by showing you how to silhouette an ob-
ject in a photograph. This is done when you want the object to
be reproduced without its background.

Silhouetting

W ——

: £

=
l Mount the glossy phatn on o pisce of mounfing First, the straight Fres of the pencl sharpener cre Mow the brush is vied with opaque white on the curved edges. Mext, paint around
boord ond, wing cetten, gendly rub the wurfoce put In with opaque white in the ruling pen. The the edges of the ruled Lines, moking them o littla wider. [t is not necessary 1o white

nll fh! Flmbrlul wﬁh tu'lﬂlﬂr! Emt’n M.ﬂ hllu“ ““ “\'E unqlu white shadld teush or even very ;]‘Ha!ﬁlr out oll the rest of the phate — o line obout 174 inch wide arsund the ohiect is i

e i ot s 1o G0 his on o matte averiap the objed being chauetied. Retouch very  cient, Then mark the finished sihoveted ghato for site, tope o pretective flap of paper
regdug, 11 18 oA B

! | i it eduction, When pﬁl‘l'l!d, it will oppear 03 shawn af
i i o the white,  over 1t ond it s resdy for rept :

Baich print s s il t o t'ag'h'[-—mrnp\a'.:".*; remaved from its original bockgreund.

il .
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‘ Studio procedures

Cropping

Crop marks are your directions to the man who will make the printing plates of
the photo, telling him how much or how little of it he is to use. By carelully
cropping away uninteresting and meaningless details, you can show the picture
to best advantage. A good way to plan your cropping is to place a [rame of cut
pieces of paper around your photo and move them about until you arrive at a
gol composition. Te is always best 1o use crop marks, bur do not crop a pharo-

;. = W - ":_a._—.=-

graph at the very edge. This is because photographs are rarely perlectly square J From @ pisce of heavy white bond, cut two right angles
and the p]nttrma'ﬁ;{*r will have to trim off a little o stjuare up the picture. with ©ides o little lenger thon the longent dimensien of
On this page we show you how to crop a photograph, as well as some of the yeur photograph. These con bath be cut ot the same time.

. Use your T-square ond triengle to atsure troe right angles.
most commaon errors amd how to avoid them.

2 Ploce both of the right ongles over the meunted pholo- Hold the angles in ploce ond mark the corners of your 4 Remove the right angles and, wiing yowr Tagquore and
graph o1 shown, The angles con be moved orcund unril compaosition with grease pencl. This con be remeved easily triongle and o shorp block pencl, plage crop marks on
the desired compasition and proportion are reoched. by rubbing with Kleenex. If the morks are stubborn, mois- the mounting board arcund your photograph, following

an the fissee with rubbercement thinnar. the correr marks mode eordisr with your greoss pencil.

Do’s and don’ts

el — i -

== E F ?L & - B -
Do lesre reom in frent of o head in Den't erop too dowe in front = leove Do crop sharp angles that fust touch Don‘t crop 30 thot thorp ongles touch
o portrail. roam far the partrait to “breathe.’” the edges of a phategraph, the borders and lead the eye out.

Do wie your cropping to focus on the Don't leave irrelevant or distrocting de- Do pu! in cop morks on the mounting Don't crop o photograph by cutting it
suential alsmenty [n your phata. tails in the picture. baard araund your photogroph. with o rozer blode.
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Friskets

A frisket is a semi-transparent covering
which you place over part of a drawing
or a photograph to protect that part while
you work on the rest. Itis used principally
to shield art when vou retouch it with the
airbrush, but it has other uses as well.
Frisket paper can be purrhnscd from most
art stores and comes in two forms — plain
and prepared (adhesive hack). Here we
demonstrate the use of bath forms, as
well as other ways to protect art work.

Whichever poper you use, the next step i lo smooth the
friskel paper dawn tightly with a triangle, working from
the center taword the outside sdges. It is impartant fo
have frisket poper liz absmlutely fiot — if air bubbles ore
laft under it, paint from the oir brosh may seep vnderneath.

An clternative woy lo friskel on greg with steaight edges
—in this cose o phate of o book cover = is to cover the
area with trating gaper end uia masking tape 1o held the
paper ond gutline the whijsct.

4

7

Te prepare plain frisket poper, cut @ sheet large snough
to cover your phetegroph and cont one side of the paper
evenly with thin rubber cement. Ler it dry thoroughly and
then breth on o second eoat gently — pressure may couse
lumps. When theraughly dry, the Frisket Tt ready fo ve.

On this job you waont to mirbrush o dorker fone on the
busy wood-grein foreground se the forms will stond out
clearly, Toke o sharp rozor blede or fritket kaife ond
with gentle, even pressure vl oroond tha port to be
worked on. Cut only through the frisket paper
much pressare will cal inte the photogroph.

=]

Often the areo to be protected will have such on Irregu-
lar edge that cutting o frivket for it is difficell. Here you
ecan use ligoid Frisked, which iy water ssluble ond con be
pointed on with @ bruth s shown. It is ready 2 vse when
dry and afterword moy be peeled off ecully with the
pickup. In this eose liquid frisket will cover the Buildings

10 the background con be werked on.

5

Frapored fritket poper has en odhesive clready on it
whicth is prafected with o bocking sheat gmilor to wos
paper. When you ore ready to frisket o photo of drowing,
simply peel owoy the protective bocking os shown ond
ploce the poper odhesiveaide down on your work.

With your blade, plek wp one edge of the frisket poper
ond gently peel it owoy from the orea you wish fo expos.
Bafare mctually starting 1o wark on the oreo, rub over oll
cul edges with your fingers to make sure the frisket s
tight and there ore oo leaks,

When working rear o highly refouched area, it is offen
necepary te avoid touching it. A bridge can quickly be
mode from rwo small blacks of wood foped to either énd
of o wesden ruler, ond you ton rest your hond on this
o3 you work. Moke the bridge lsng erough ta span the
areo you with to profect.



The airbrush

The airbrush is a small spray gun which is operated from a tank ol com-
pressed air or a small compressor. It has many applications in commercial
art work and is commonly used in photo retouching. There are several
different types and sizes of airbrushes. Some spray a large arca, while others
send out a line jet for very delicate work. You can use transparent or apamue
water color, dyes, colored inks or any water-soluble pigments in the airbrush,

Don’t allow yourself to became a slave to the airbrush, Think of the joh
to be done, and consider which medivme might work best, Perhaps a graded
wash or even pencil would be beuer for your purpase. If you need an air-
brush, look at the models available at your art store and perhaps purchase a
book on airbrush technigue. Many art stores also have an airbrush rental
service. You might find it helpful to experiment with several types hefore
chomsing one to buy. Below we show vou examples of how a photo is 1e
touched with the airbrush for magazine and newspaper use, and drawings
in which the airbrush has been used for certain specific eflects,

N =
SR R e
Above i the original wnretouched phote- For mogarine repreduction, the retouching Hers the pholograph hos been retouched
graph which we ore geoing fs retsuch for is delicate ond the tonal changes are more for newspoper reproduction. Becouse of the

S

Other examples of airbrush work: On
these illustrotions the aitbrush was used o
crecte the frosted effect on the glowus and
baottle. the silverwars pattern, the sky and
smoke in the poster, and the metollic effect
In the culoway drowing. The illustretion al
the far right contalina airbrush stippling,
and this tool wos vsed ogain to ¢reate the
dork vaelves in the shodow arecs

magozine and newspoper use,

gradual. Motice that detgils hove been
carefully highlighted ond shorpened. Edges
which were not cear are new erisp and
sharp o thot the viewer con see the form
of the product beter.

Caurtery Marra-HaSman Bearings Corp.

coarser quality of aewspoper reproduction
the refouching it simpler — it has maore con-
frost ond less detoil. Bosicolly, the photo
contains a few simple tones — bleck, white,
ond teo intermediote fones,
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Three common
retouching problems

Removing spots

Many photographs that are to be repro-
duced have spots or scratches that must be
opaqued or painted our. You do this with
a watercolor brush and opaque retouch
grays. ‘The photographic tones must be
matched so perfectly that the retouching
will not show.

N s - e s Tt - == -

Here it o phats with an wnuswally lorge number of spats and 2 After wiging the surface of the photo with fuller's eorth,
seraiches. It wos chosen 1o dromatize the preblems and show carchully mix the fones of retouch groy and paint over the
clearly how they can be solved. In octual proctics you would flaws in the light oreas. Eoch volue should be matched exactly
raraly uis a photo in this cendition. or the retguching will thow.

Removing an object
It is sometimes necessary Lo TEMOVE a conl-
plete object such as a sign post, fire hydrant,
or a hgure. You can do this with an air-
brush when the background area is a
simple, flat tone, but when derail and tex-
ture must be matched you will do hetter
with a2 watercolor brush. Rewuch grays

are used in cither case. =

I This phote of a store freal is mered by the presence of In this deie-up of the preblem section the top of the hydrant

the fire hydront. To paint it out, you must exactly match the kes besn pointed over in a light fone fo match the clop.
values and fextures of waad, brick, leoves, ond povement boards, Mext, you epply the middle tonei, viing os many
with cpogue retouch grays. different walues o1 you need 1o match the voriows oreas.

The problem background

It is often important to “soften” a back-
ground if it detracts from the subject of a
photo. Sometimes a confusing background
object must be removed and the rest of the
background toned down. In some cases it
is desirable to replace the entire back-
ground with a gray tone which will em-
phasize the figure. Shown here are four pos-
sible approaches.

1 In taiz picture the tener of the figure and thowe of the bock- You eon get rid of @ problem background by subitituting on =
greund are too similar, end the leoves in back of the head cverall groy tane. A good way to do this iz fo slhouette 3
couse confusion, The problom is fo moke the figure sfand out the entire figure with opaque while end instruct the plate
sharply, The smaller the picture i3 to be reproduced, the moker to il in o gray tone over the entire bockground and

simpler the background fones must be. up to the edges af the figure.



You can eliminate small spats quickly with o Stabila or other
pencl made for this purpose. Use a fine, drevlor moton to
Al in the spol. Press hghtly — den®t dig into the sarfoce.
Match very dork spots with retouch groys.

Maw you apply the daorker tones, viing os many different
velues o3 needed 120 motch the tones of the photo, Be sure
nat fo gel fingerprints on the picture — this will prevent the
paint from odhering.

The dark tones are now pointed in. Don't work over any area
foo lang or the brush will begin to pick vp the painl If you
hove difficulty matching a tone, allow the paint te dry before
going bock into il

Detoils and textyres must now be moiched. You must be very
toreful or the retcuched oreas will be noticeabls. Yory the
paint opplication when aedesiory — jome ploces may require
stippling. some dry brush, etc

Here o friskat wos vied fto protect the fgure while the bock-
ground way oirbrushed. After the frisket 1 removed, the edges
of the fgure moy weem shorp and vanoturel, porticularly
oround sofftextured oreos such os kair. You can wsfen the
outlines with o meistened brosh and thin retouch grays.

lhe entire background can be softened with on even sproy of
airbrush — either light or dork fo suil your requirements. In

= the obeve photo, o fritket wos ne! vied on the fgure. Excens
pain! iy wiped off with small wods of maist cotton, twisted
onto the sharpened end of o hrush haadls,

Here Ty the retouched phate with the blemishes removed.
Abwoys check the retouching tharsughly to see thot the paint
matches the photo tones. When o properly retouched phote-
groph s reproduced, the brush work should be inviible.

area behind it completely restored, Compare the phota” with
the sriginal ond notice how carefully the volues ond textures

have been matched,

Ye! another way you con soften the bockground is by uiing
o gray Bourges sheet, These sheets come in various values,
fram light to dark. Cover the eatire photagraph with the sheet
and fosten it with tope; then scrope away the tone over the
figure with o bone stylus. The Bourges process is exploined
in the mext lessan.
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Composite photos

Occasionally, you may have to combine one photograph with
anather to make a composite picture. You can often instruct the
platemaker to do this, but sometimes the artist has to make the
combination — especially when a client wanis 1o see in advance
what the finished job will look like. On the right we show you a
rypical problem: The young couple in the small photograph are
to be put into the big one. Both picuures have been enlarged to
the same scale so the people will “fit” in the big photo.

Sometimes rubbar cement doesn’t hold 3 When the rubber cement is thoroughly dry, Hare the compasite is olmost Aaished, ‘With

I Cut out the figures with o very shorp X-octa

krife or rozor blade. Tilt the knife ot obout
45 dagresy to undercut the figures o1 @
sharp engle. Then, lay the culout figures
fore dewn and, with very fine sondpaper,
gently sand the edgei thin, untl you cannat
fee! the thickress of the paper.

firmly oa o glessy photo. To correct this,
point the orea where the figures ore to be
ploced with a thin wesh of cpogue white.
Then, spread rubber cement over this area.
The exceis white can be remaved with maist
eattan after the job s fnished.

diy-smount the figures in position on the
bockground phote and rub the edges with
your finger 3o they ore down tight. Then,
with @ pick-up, cleon owoy excess rubber
tament and remove the exesss white with
o picse of roton moistened with clean water.

cpague retouch grays you can cleon up the
cdges of the figures, ramove spoh, and
put in shodows,

Masking and flapping

Photographs are usually mounted on mounting board hefore
they are retouched or marked for cropping. Very often studios
will cut a mask — a sheet of white bond with the center removed
— to [rame the photo or the part of it to be reproduced. This
mask is usually taped along the top edge of the mounting hoard.
Also, a piece of heavy paper, called a flap, is taped over the job
to protect the surface of the photo. The mask and flap give the
job a neater appearance and thus are especially advisable when
showing a photo to a client.

Here the photo has been
rubberremented on mount
ing board and retouched.
Mow crop maorks are belng
drown in pencl with the aid
af o Taguare and trianghe.

Ill;u'; q mask of 'hwp[ bond paper with inside dimensions ex- 3Nw &ut a protective flop of heavy poper — about tea inches 4 Lift bath the pretective flap ond the maik, ond mork all

d‘l} biin e ore induded h»‘ the uop mofks., The ¥ deeger than the mounfing board, Turn the board foce down instructions on the meunting boord, beneath the photo.
acty g

I inches on the batk.
the  onhis fop and drymount he extro two b
1o Emandon of he mork ore the s0R 08 those o
mﬂ“&e &um“m‘ (PRI N e R P ﬁ* '[IhE b:':l!d-



Do's and don'ts

Do drow crap marks en the mounting board
outiide the phato orea in pencl or iak.

o=

Do retouch corners fo molch the volues in
the rast of your phate.

At

Do plece o Huwe over o photogreph for
protection before preming with your tri-
angle when eementing it deawn.

Do write instructions on the marging of the
mounting boord.

Don't crop o phote by ruling Fnes directly
on it. This method is not occurate.

Don't leave very ebvisus light or dork cor-
ners which don't belong in the photegraph.

Don't draw o triongle directly over the
surfoes of o photegraph when cementing il

|

e L T R

Doa‘t write on the bock of a photegreph
ar an o toue over the froat. 1 will moks
an indeatatian in the plcture,

Do rule o red holding line on an overlay,
to indicote o mortise (@ clear spoce in
which a toption is often ploced). Use reg-
iter marks, and tape the overloy on top
of your pholo.

'ﬁ*f’“‘ﬁ S

Do hove a phote reprinted on larger poper
if it needs to be retouched outside the bor-
ders. Herp retouching was dene in the space
cdded at the top,

s ot e A i AL ey R
o Bt 35 Yoo eging T e e
el SR Ve Sy et Y T IR

Do attach coptions or ather slips of poper
to the bock of an vamounted photegraph
with tope or rubber cemenl.

Don't painl opague white on o phetegraph
1o shaw where o mortise is fo be mode,

Don't carry reteuching over the sdge of o
photogroph and ente the meunting board
ay we hove done hare. This leaves o haord
line when the photogroph is reproduced.

Den't v o poper clip to ottoch o woption
to on unmounted plm:a-gruph. The dip will
damage the picture.

Do vignette a phote — that is, shode it off
gradually — about o quarter to helf an inch
beyond the orea that is to be reproduced.
The platemoker will then be chls 1o maks
the soft edge required.

Den't vignette o photo to the exoct edge
that you want the finished vignette to have
when reproduced or the edge will be hord.
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Mechanical aids in illustration

Here are several merhads you ean use that will save you time, occasionally cut
down plate costs for your client amd insure accurate, foolproof reproduction of
black and white drawings.

The examples at the right show three practical methods for making line draw-
ings. The Craltint and Zip-a-tone processes permit you to add tonal effects to a
line drawing and still have it repretluced as an inexpensive line cut.

The Kemart process (described below) is one of several similar processes which
have many applications in commercial art.

Kemart and similar processes

The Kemart process is widely used in preparing tonal art for reproduction. The
artist works in wash, opagque, pencil, or crayon in combination with the Huorescent
Kemurt materials shown immediately helow. This process allows him to have
his work reproduced the way he paints it with [ull brilliant whites. In the standard
method of platemaking these whites are normally not obtained without a great
deal of hand work by the platemaker. The results you can get with this process
are illustrated in the four tonal pictures below. Fluorographic and Kromolite are
two similar processes. All are often used [or art to be reproduced in newspapers.
Their commonest use is in making fashion drawings and retouching photos.

Each methoed is handled a litde differently, so belore attempting to use them in
vour art, you must first check your platemaker to see which process he is equipped
to handle, 1le can prohably supply you with materials and directions on how to
proceed. 1 not, both materials and directions can be obtained from vour art dealer.

Important: Art work containing Huorescent materials should be clearly labeled
to that elfect, so it will be handled correctly.

Srrathmere-Kamart illustrotion Kemart highlight white Kemart artist’s light
board or drowing poper

Waih

Silverprint

This is a [ast and accurate method of
making line drawings from photographs,
in which the artist draws directly on the
photo. It is particularly useful for mak-
ing product drawings where accuracy is
necessary. The artist uwsvally works in
cooperation with a photographer who
makes a very light print (called a silver-
print) on matte paper and later bleaches
out the photographic image, leaving only
the ink drawing. The photographic
image is kepr light, so that its darkest
tones won't conflict with the ink lincs
as the artist draws them in.

If vou find it necessary to bleach the
print yourself, the bleaching solution
catt be ohrained from a photo supply
store, Great caution should he exercised
when using this solution because it
usually contains ferricvanide.

Craftint

This is a convenicnt method that enables
you to add flat tones to a line drawing
and still have it reproduce as a line plate.
Craftint papers, on which the drawing
must be made, come in single ine or
double tone in a variety ol screen pat-
terns. This demonstration shows how to
use the double tone, which contains rwo
invisible screens, one light and one dark.
By applying Craftint developers with
brush or pen, you make the screens be-
come visible as tones wherever you wish
them. You may choose [rom a number
of screen patterns, depending upon the
cffect you want.

Zip-a-tone

This is another quick and easy way
add areas of tone to a line drawing. The
drawing will reproduce as a simple line
engraving. The Zip-astone sheer is a
transparent sheet covered with minute
dots or lines, It is applicd over the draw-
ing, and rhen Fmrtinm of the sheet are
removed where you do not want the
ronal effeci. There are many patlerns
and screens to chooze from, depending
on the elfect you want and the amount
of reduction.

Tones achieved by the Zip-a-tone and
Craftint processes are more severe and
less suhtle than those ereated by dry
brush, wash, or crayon, but they are
both Practical and apprﬂpriam in many

cases. They ave particularly good for
newspaper reproduction.
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All four wdges of the sibverprint are corefully toped 1o o
mounting boord fo keep the slverprint from bueckling or
curling. The line drowing is begun directly on the silverprint
with pen or brush ond woterproof black India ink.

=

A Brush is vsed to point in large block areos = it con olic be When the ink is dry, the print is ploced in o tray of bleoch-

wied fo vary the quolity of the outlines, keeping them from

looking too mechonicol except where thot is desired,

ing solution and rocked budck and foith wnlil the photegraphic
imoge completely disoppears, leaving osly the line drowing.
The print is then wathed in water for half an bovr ond dried
between blotters under o weight to keep it flat. It can now
be mounted ond touched up with block or white if necessary.

Working on Craftint poper, you first pencl in the drawing,
then ink it with pen or brush ond woterprool Iadio ink. Here
virtually all the black Tnk tones hove been put in, To keep
the swrfcce cleon, it is best 10 use a slip sheet under your
hand — fingerprints will repe! the developing solutions.

With o cdean brush or pen, opply the dark tone developer
first on the arecs whers you wont o dork halftone efect.
Apply enzugh develsper to bring uvp shorp, even fones, but
blat up exeess develapsr Immadiately. Develop all dark somes
belfore starting the Tight ones.

Aber oll dark tones are developed, use ancther deon bruth
of pen and apply Hght tone developer fa bring cut light
grays where you want them. Agoin, blot immediately with o
dean blotter. After the surfoce is dry, erowe ony pencil lines
with Artgum ord add black or white occents if you wish.

First moke o line rendering with brush or pen and ink, keep
ing In mind whers you will vis the screen fone. Bs yure to
orese all pandil lines and moke cny necessory carrectians with
thin apaque white before applying the Zip-otene shest.

Cover your line drowing with o sheet of Zip-o-tone ond rub
it down lightly with @ Bursisher or the bowl of o spoar to
make the sheet odhere to the drewing. Protect the Tip-c-tzoe
with o sheet of poper while buraishing, With o rozor blede
ar frisket knife, cut lightly through the Zipotfoms shaet
arourd the oreas you plan fo strip away.

Feel off areas where the screen is not wanted, heing careful
net to tecr the portion thol will remaln, Mow, cover the
diewing with o protestive sheet of poper ond burnish the
sereened oreas thoroughly. Il an air bubble sppeors wnder
the Zip-a-tone sheal, cut @ small slit 1o let the oir exope and
rub down egain.
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Type composition

Virtually every piece of printed matter you design will contain
some written material called “copv.” You will have it set in
type by a typesetter or typographer, so you must be able to
specify to him what type he is to use and how he is to set it
Whether this copy is a small caption under a picture —or a
large headline — you must design it with great care. To do
this well, it is necessary for you to know the fundamental
principles of typesetting and the terms used in specilying type.
Here and on the following pages we will give you this essential
information. You will find it even more meaninglul il you can
visit a type shop and discuss these principles and terms with the
typographer. Some typographers supply their clients with a book
showing samples of the faces they stock — athers supply a list,
and the designer must buy or barrow a book from which to work.

The design of typography is important — it is essential to
good layouts — and it can be a fascinating and rewarding craft.
Develop your skill in designing and specifying type by noting
effective examples of typography, and check them against a
type book to see what faces and sizes were used. Review Lesson
17 on lettering, which contains valuable demonstrations of fun-
damenrals that apply as much to type as to hand-lettering.

Paints. The size (height) of type is measured in points. There
are 72 points to an inch —one point equals 1,72 of an inch.
This line you are now reading is set in 10-point type, which
means that from the top of the highest capital or lower-case
ascender to the bottom of the lowest descender, plus the shoulders
top and botwom, is 10 points, or 10/72 of an inch.

Picas. The length of a line of type is measured in picas.
There are fi picas to an inch, so cach pica equals 12 points. This
column is set 23 1/2 picas wide.

Linotype and Intertype. These are two machines that set
type in such a way that all the characters in a line are cast or
molded in one pivce of lead, called a “slug.” These slugs are
economical to handle, hut if there is a typographical error
{called a “typo”) in the line, the entire line must be reset. Lino-
type and Intertype machines are generally used to set large
hlacks of copy, as in hooks, newspapers and booklets.

Monotype. This machine casts or molds one character at a
time. These characters are brought together to form lines of
tvpe. Typos can be corrected by changing one letter at a time.
Monotype composition is therelore more flexible than Linotype
or Intertype and is particularly useful where special spacing is
called [or, as in tabulated material or where there are apt to be
numeraus 1ypagraphical changes. Monotype composition is gen-
crally more expensive than Linotype or Intertype.

Ludlow. This combines hand setting and machine casting.
"The molds, or matrices, for the type are set by hand and put
in a machine which casts a solid slug. Ludlow is used mostly for
serting display type, which is explained below.

Hand-set type. Hand-sct or foundry type is set by hand,
which permits the most subtle adjustments of spacing. It is the
most expensive kind of composition and is generally used where
the highest quality of typography is demanded, where the copy
is short, or speaal display arrangements are required.

Type on film,. Varivus new machines now set type by phorog-
raphy. The principles of specilying phototype are basically the
same as for metal types

Doscender

This is @ drowing of three plsces of type greatly
enlarged. The letters (righ! to left) are R, d and B
The voricus parts of the typs ore lobeled in the
lengwags of the typographer. Type high I3 the
distonce from the fool to the foze — 0918 iach.

The size of type is mecivred in &nf: One inch equals 72 pointy. The plecs of type
thown in this enlorged illustrolion is 72-peinl. There ore 12 points In a plea. The
type ruler (right) shows thot this fype measures & picos — or 72 points — or one inch.
Below are letters ronging frem & points to 72 points

.””RRRRRRRR

&Ft 8Pt IOPE12Pr 14Pr IBFr 24P, 30Pr 3Py 42Pr  43Pr T2Pt

K ——— 24 Feas .

While the height of type s meosred In points, the length of o line of type is always
meawred in picat. The lirw of type shown chove measures 24 picas

R R R R R

Fetwra Light Futara Mediem Fetara Demi-Rald Feturg Bald Fetera Blak

An importon! consideration in ordering type It weight — that Iy, the thickness or thin-
ress of the type. Mos! types hove o regulor weight ond o boldface, The exomples
above ore Futurs, which kas several weights, ranging from light to Block.

high




Charagiers in & Fent
CAPS

ABCDEFGHIJKLM
NOPQRSTUVWXYZ
S smtid s " S NG

LOWER CAZE

abecdefghijklmnop
qrstuvwxyzfffiflfifl

FIGURES

$£ 12 34 56 7 89 0

Fents. A font is a complete assortment of type of the
same lace and size. It includes lowercase letters, capi-
tals, numbers and puncruation marks.

Varieties of type. The designer has a wide varicty
of styles or [aces of Lype 1o choose [rom. A [ew examples
are shown at the upper right. Within any one style there
is a great choice of sizes and weights. For example,
Futura comes in all sizes of the following weighes: light,
medium, demibold, bold, and black. Most of these are
available in i1alics as well as roman, or vertical letiers,
and somwe in condensed and extended [aces. Don't use
a variety of type faces on a single job just because they
arc available. The best typographic designers seldom
use more than three different faces on one joh.

Rules. A rule is a metal strip that prints as a line or
lines. Rules can be used to make decorative boxes ar
barders. They come in various designs, point sizes, amd
lengths, Several sizes, [rom a hairline to 6 point, are
shown at the right

Leading. This is the printer's term for spacing be-
tween lines. Lines of type can be leaded as many points
as desired. Machine-set type can be leaded the desired
amount by having the type cast on a largersize slug.
The 10-point type in which this texrhook is printed was
set on a 12-point slug, which is the same as adding 2
points of leading. At the right are examples of 10-point
tvpe set salid and with two and four points of leading.

The table below will give you some guidance in de-
termining how much lead to use with type of ditterent
sizes, It is intended to be used as a rule of thumb and
should not be followed o the letter.

Type size Minimum leading Maximum leading
& point walid 1 paint
 paint wihid 2 point

10 point salid 4 point

11 pwint 1 point 4 point

12 point 2 paint & poing

14 paint 3 paint & paoint

Ems. The unit for measuring spacing in any siz¢ type
is the “em quad,” which is a space as wide as the height
ol the type. For example, a 24-point em guad is 24
paints high and 24 points wide. An en quad is the same
height as an em quad but only hall as wide, Indentions
are often expressed in ems— for example, indented
paragraph openings in this text begin one em, or 10
points, from the type margin,

Madium 2 Extareded * Candensed

Yariaties of tyoe

Halelirva

1Pt

3Pt

T e e ————
e e R e et e ]
Fules

As an artist vou have plenty of stimulating chal-
lenge for vour talent right where vou live or close
by. Art of high quality and national significance
10 Pr Celedania Solid = 18 Picas

As an artist you have plenty of stimulating chal-
lenge for your talent right where you live or close
by. Art of high quality and national significance
10 Pt Caledoria 2 P1 Lead x 18 Picas

As an artist you have plenty of stimulating chal-
lenge for your talent right where you live or close

hy. Art of high quality and national significance
10 Ft Caledonis 4 P Leed 2 13 Picas

en o 2-em 3-em

L

e

S———

Groads for 24 P

Seandard : WVerus Bold : Mews Gothic  © Lydisn Ialic
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Studio procedures

Body and display. The type in which the principal
text is set is often referred to as “body type,” to dis-
tinguish it from the larger type used to set headlines
and display material. The larger sizes of type, used
decoratively or to attract attention, as in headlines,
posters, and billboards, are called display type.

Letterspacing. Words in capital letters are not as cas-
ily read when set solid, like this: LETTERSPACING.
They are more easily read when letterspaced like this:
LETTERSPACING. A rtwo-point space was added
between every two letters. Too much letterspacing can
alsn make the copy hard to read. Generally, for legihil-
ity and appearance, words set in lowercase letters
should not be letterspaced.

LETTERSPACING

Salld

LETTERSPACING

1Py

LETTERSPACING

2 Pt

LETTERSPACING

4 Pt

Galley proofs. After type has been set, it is placed in
a long, shallow trav or drawer called a galley, and a
proof is pulled for proofreading. This is called a galley
proof, or rough proaf, and it is wsually pulled on a
long narrow sheet. Corrections are marked in the mar
gins. When many corrections are made, it is often wise
to reguest a revised galley proaf. After the Lype has
been arranged in its final position, a “page” proof
is sumetimes pulled for further proofreading.

Repro proof. Reproduction (repro) prools are print-
ed with exacting care on smooth-surfaced stock so that
they can be photographed for reproduction by offset
printing or for engravings.

Proofreading. The person who reads the printer's
proofs is called a proofreader. It is his job to indicate
all errors on the prool, and be sure that the words set
in type correspond with those in the original manu-
seript — provided, of course, that the original was
correct. He should indicate his corrections by using
standard proofreader’s marks. Some of the marks most
commonly used are shown in the box at the right. Tf
you have anything at all to do with type, you should
know how to use proolreader’s marks.

When all changes and corrections are indicated on
the galley prool, a repro proot is ordered if the job
is to be printed in offset or if an engraving is to be
made. The artist should carefully examine the repro
for specks, broken letters, unevenness of inking, and
faithiul adherence to specifications.

PROOFREADERS’ MARKS

Correction Required

Remove letter ond close up
Remove word

Insert space

Turn inverted letter

Set in lower caswe

Reset in italics

Reset in roman (not italics)
Reset in boldfoce

Insart period

Transpose letters ar words
Let stand as is

Insart hyphen

Equalize spacing

Wraong font

Broken letter

Move left {or right ) to peint indicated
Insert commo

Insert opostrophe

Enclose in quotalion marks
Reploce with o copital

Use small copitals

Drow the word together
Spall out word morked
Add word left out

Start new paragroph

Run in

Query te author

Out of alignment. Stroighten

Indent 1 em

Hew to Indicate Correction

He marked the praoB.

Z
\-y He marked thacpreof.

# He marked Ihﬂ:rmf.
g

He rnu’tuad' the proaf.

Lo He ;a(ur'ned the preaf.

/77 He marked the proof,

i2erd. He marked the proof.
BF He %fhl proof.

@ He morked tha pr:l-nfﬁ

TR HBM

S7E7 He marked the proof.
/_—/ He made the pmuﬁnurh.

£ #~ He marked ﬂih‘ procf.

F  He mapked the proof.

X

He y(nrked the proof.

C (:-l) [C.He marked the precf.

{;‘ Yes he marked the proof.
L

\31 He marked the boys proof.

Fat

[

‘\H_ He maorkad i:ﬁprﬂa‘l".

carP he maorked the proof.

&S¢C He morked the proaf.

—_—"

=g He m arked the proaf.

@ He marked 1haé§}praﬂf.
ﬁyé‘l// He mnrked}\proni.

ﬁ reading HThe w
E=D>

#ﬂsf.? The pl'adﬂ/{lﬂd by

- Ema rked the proof.

1 AHe marked the proef.
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Copy fitting

As a commercial artist working with layouts, you must
know how to handle capy fitting. Usually, you will be
given one or more typewritten shects of copy (manu-
script) which must be sct in type within a certain area
in your layout. You must specily what type face to
use —its size — how wide to set it, and other details.
This is called “copy fitting” or “copy casting.”

There are many methads of copy fiting, but all
amount to about the same thing. Here we ure guing
to demonstrate a basic charactercount method. Once
you understand this procedure, ather methods will be
quickly and easily learned.

In copy casting you will put to use the principles
vou have learned in the previous pages on type com-
position. You must not only understand what you want,
but you must be able to speak the typographer's lan-
guage and interpret your thinking to him clearly and
exactly so that he can [ollow your dirertions.

2

Loy your pico ruler over o sample of your
chosen type foce in your printer’s somple
book and count the number of chorostery
within your 1&-plea meowre. Don't forget
to count s one chorocter each spoce be-
tween words, ond eoch puncluation mark,
Ten-point Coledonla will contoln obout 42
charocters in o 16-pico meoiure.

Tou have been given o typewritten sheat of cepy
which you muit fit inte your loyoul ond specfy
type for. Firgt, with o pico ruler, mecsure the width
of the copy areo in your leyaut. Thin is the area
that yaur type must 6t inte, Here 11 mecivres 16
picaos in widrh ond 8 picos deep. Meat, you select
the Iype face that you worl fa hove your eopy
st in In this example, we hove selected 10-point
Coledorin, shown below.

3
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3

How toke your sheet of typewritten copy ond
count the sams number of chorocters in this copy
o5 you found within 16 picas of Coledonla, We
demsnstrate this methad here by moking o guick
count over a ruler. You don't hove to coont each
individual letter and spoce if you remember thot
in on alite typewriter fore there ore 12 letters per
inch. ond 10 letters per inch In o plea typawriter.
Alss, we have put o choroctercounting gouge far
pica and elite typewriters af the battam of this and

the next poge.

4

Flace your pencl cgoinst your ruler ond drow a
vertical line fightly down your monuscript (ot the
42character width), Mow count the numbar of
lines that contain 42 charocters and then corefully
eitimate the tefal rumbar of choroclers fo the right
of the vartical line, There are abaut 53 charocters
on the right, or oae and o holf lines. These must
bs odded o the number of lines thal you hove
already counted, which would give you o fotal of
wight lines. The chart below will help you to dater-
mine the depth your copy will run by showing you
the number of lines per inch in &-point to 18-poing
type. When uiing the charl, remember to include
leading — for exomple, S-paint type with 2-paint
lead would be read o1 10 points.

LINES PER INCH

Point size MHumber of lines

& 12

B g

g B

10 7+

11 e+

12 &

14 5+

18 4

PICA '+ Use This Guide o Count Charadters in Pica Typewriter Copy

80
re." au ﬁ_ﬂ ?'In__.-..—Ar-nnll.
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5

Hew mark instruetions to the typegropher on
the typewritten monuscnpt, prefercbly ot the
top of the sheet, where they con be eosly
seen. Tell him the type foce, where fo use upper
end lower cote (U/LC), the size end leading,
how wide the copy is to be set, ond whether
you want it se! Aush right and left or whether
you won! rogged or irregulor morgins. Also,
wlect the type Foce for your heading or heod-
lire ond mork thot in the some woy. Below it
o sample of the type set o3 morked. Alwo there
is o sample sat o little smaller and thers Ts
ancther wil o litthe larger. These show you that
if you have not cost your type correctly it will
come out wither too short or too long,

Art School for Everyone
... Everywhere

As an artist you have plenty of stimulating
challenge for your talent right where you
live or close by. Art of high quality and na-
tional significance is being produced every-
where. There is a job to do, as well as plenty
to learn us an artist, close to where you live
—and vou can be proud of the company
v are keeping,

10 en 12 Pt Caledonia

Art School for Everyone
... Everywhere

As an artist you have plenty of stimulating chal-
lenge for your talent right where you live or close
by. Art of high quality and national significance
is being produced everywhere. ‘There is a job to do,
as well us plenty to leam ac an artist, close to
where you live —and you can be proud of the
company you are keeping.

B en 10 Pt Caledonia

Use the guide below ond on the previcus poge for o quick methed of
character counting from typewritten copy. Simply loy it over your mano-

seript ond read the number of choracters on the sale,

ELITE « Use This Guide to Count Characters in Elite Typewriter Copy

10 20 an

40 50 &0

70

Art School for Everyone
... Everywhere

As an artist vou have plenty of stimu-
lating challenge for your talent right
where vou live or close by. Art of high
quality and national significance is
being produced everywhere. There is
a job to do, as well as plenty to learn
as an artist, close to where you live —
and vou can be proud of the company
vou are keeping.

12 sa 14 Pr Caledania

80 90 100

123456789 | 123456789 | 123456789 | 123456789 | 123456789 | 1254567589 | 123456789 | 123458789 | 1234568789 | 123456739 |
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Do’s, don’ts, and suggestions

Ragged morging When designed with care end good
toste, rogged left and right morging ¢an be very beouti-
ful. But when the design is hophozard, os shown here,
tha copy is olmost impossible 1o read,

Too short @ meosure: The ssiting below is colled o
run-ground and iy commanly used to fit type oroynd o
photogroph or piece of art work, The danger is thot the
short lines moy be too short for aftroctive typeseiting.
Hotice the amoun! of letterspecing necessary ta Al out
thess [ines. Aveid rus-srounds like these whenever posiible.

As an artist you have plenty of stimulating challenge

for your lalent right where you As an artist you

live or close by. Art of high quality and national have plenty of

significance is being produced every-

where. There is a job to do, as well as

plenty to learn as an artist, close to where you live —and

you can be proud of the

stimulating
challenge for
vour talent right
where von live
or close by. Art
of high quality

.
. e K and national significance is being produced everywhere.
° Y i r L =l rl ] - i e o -
company you are keeping. The big stull” is There is a job to do, as well as plenty to learn as an artist,
10 Pt Caledonis & Pt lesd—ragged lnfe & right close to where vou live —and you can be proud of the
company yvou arc keeping. The “big stull” is only as big
10 Pt Caledonia with ron sreusd
Study the lerters: To determing the amount of leading Compatible ond incempatible boldfoce: Many times
to uwe between lines, study the sicenders and descenders you will find o need to emphosize words in o parograph.
oF the type foce you ore viing, The poragrophs below are The porograph below demonstrates the use of compatible
Both sel in 10-point type. with ao leading, Matice that boldfuce—that is, this beldioce can be sat on the linatyps
the long descenders ond osenderns of Goramond give this maching without dificulty. The boldfore werds in the
type o leaded lock, while In Century the escesders and bottom paragroph demonstrate an incompotible trest-
descenders are short, moking the copy block look 120 tight menl. There the boldfoce woi sl in o completely different
o

for easy reading.

As an artist you have plenty of stimulating challenge for your
ralenr right where you live or close by. Arc of high quality and
narional significance is being produced everywhere. There is a
job ta do, as well as plenty to learn 25 an artist, close to where
you live—and you can be proud of the company you are keep-
ing. The “hig sruff” is only as big as the artist who does it—a
fact thar is being proved daily all over America where art is
10 Ft Garamond el wolid

As an artist vou have plenty of stimulating challenge
for yvour talent right where you live or close by. Art
of high quality and national significance is being pro-
duced everywhere. There is a job to do, as well as
plenty to learn as an artist, close to where vou live—
and you can be proud of the company you are keep-
ing. The “big stuff” is only as big as the artist who
10 Pr Cestury et solid

fore arnd had te be “ewt’ inte the lines by hand or
“rmixed"” on the mochine. This often looks very good but
wivally couts about 40 per cen! more.

As an artist you have plenty of stimulating challenge for
your talent right where you live or close by. Art of high
quality and national significance is being produced every-
where. There is a job to do, as well as plenty to learn as
an artist, close to where von live — and you can be proud
of the company you are keeping. The "big stuff” is only
as big as the artist who does it — a fact that is being proved
10 Pt Caledoria with Bokd

As an artist you have plenty of stimulating challenge for
your lalent right where vou live or close by. Art of high
quality and national significance is being produced every-
where. There is o job te de, as well as plenty to learn as
an artist, ¢lose to where vou live — and von ean be proud
of the company vou are keeping. The “big stufl” is only
as hig as the artist who does it — a fact that is being proved
10 Fr Caledonis wilth Sparten Heawy

—
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Studio procedures

Using decorative initialss A decorotive capital initial
is arresting and sften beoutiful. But it hos 1o be et inte
the linslype by hond, and is therefore baund to make
your job cost more. This is not on odmonishment ogaing
its vss — it is simply o warning nal To uee it on Bodget joba.

I I I‘nnm 15 A Jom T0 o, s well as plenty to learn as

an artist, close to where vou live —and you can
be proud of the company you are keeping. The “big stulf”
is only as big as the artist who does it —a fact that is
being proved daily all over America where art is bought.
Todav the National Society of Art Directors has more
than twenty-five member clubs in various sections of the
United States, and there are many related and similar art
organizations from couast to coast, All are focal points for
vigorous and competitive regional advertising and editor-
ial art. New York no longer has a monopoly of the creative

10 Pi Celwdonia with' large Cap lritial

Halics — and too small: It i3 urwl= to s=t o lorge
block of copy oll in italic. Italics have their wiwes — for
gmphetit or & change of puce — but they become hard
to read whan the copy T lang, The second perogroph
dearly demeastrates what hoppens when type is too small.
If you hove on imparian! messoge, maoke sure thot it is
st lorge enough for eowy reading.

As an artist you have plenty of stimulating challenge for
your talent risht where you live or close Ey. Art of hugh
quality and national significance is being produced every-
where. There is a job to do, as well as p{enty to learn as
an artist, close to where you live — and you can be proud
of the company you are keeping. The “big stuff” is only
10 Pt Caledonia italic sa1 salld

Ay an aris you have pleary of simalaticg chal for your ralent right where
you live o elose by Art of high quality and paticnal signifcance is being pronduced
everywhere. There i3 4 job o da, = well as pleaty (o learn 23 an ardw, close @
where pou live— 3ad vou caa be prood of the company poa ase keeping. The
“hie sreH' i only as big as the ares who dees ir-—a bar chat i being poowed
aitr all ever Amesicn where art is bought Todsy the Mutonal Socery of Art
Diteciors has mose than rwerry-Eve member clubs in various sections of the Uniced
Srares, and theee ase many relieed and similar art eigaagsticos from coaw
coxse All are !r.ml{um:s for wigoroat and comperirive regomal advertisiag and
edizosial e Mew York no Jonger bis 3 mooopoly of the creane and qualicy
comoergial art markes

& P Geremond st salid

Minimum ond moximum werd spocing: Stedy the
two top paregraphs belew end you will wee thot Both
tight werd spocing end keeis word spacing make copy
hard to read, Don't try to force leo much copy inte fea
little spoce, wr vice versa. The third example is just right.

Today the National Society of Art Dircctors has more than
twenty-five member clubs in various sections of the United
States, and there are many related and similar art organiza-
tions from coust to coast. All are focal points for vigorous
and competitive regional advertising and editorial art. New
York no ﬂnngrr has a monopoly of the creative and quality
10 Pt Caledarmin—tight word spadrry

Today the National Society of Art Directors has
more  than Utwenty-five member clubs in various
sections of the United States, and there are many
related and similar art organizations from coast
to coast. All are foeal points for vigorous and
competitive regional advertising and editorial art.

10 Pt Caledania - loose word 4235

Taday the National Society of Art Dircctors has more
than twenty-five member clubs in various sections of the
United States, and there are many related and similar art
organizations from coast to coast. All are focal points for
vigoroms and competilive regional advertising and editor-
ial art. New York no longer has a monopoly of the creative
10 Ft Caledania—normal werd specing

Mot encugh lead —and too much lead: The first
poragraph Is se! solid — there is ne leading between the
lies — and 3o it Ty dificult to rewd. By contrast, the bal-
tom parograph hes fourtesn poinh of leeding, which is
too much for most uies; the lines have 3o much spoce
between them that they seem to foll epart.

As an artist you have plenty of stimulating challenge for
your talent right where yon live or close by. Art o high
quality and national significance is being lpmducr.d every-
where. There is a job to do, as well as plenty to learn as
an artist, close to where yon live —and you can be proud
of the company you are keeping. The “big stuff” is only
as hig as the artist who does it — a fact that is being proved
daily all over America where art is bought. Teday the

10 Ft Ca'edoris st solid

As an artist you have plenty of stimulating challenge for
your talent right where you live or close by. Art of high
quality and national significance is being produced every-
where. There is a job to do, as well as plenty to learn as
an artist, close to where vou live — and you can be prowd

of the company vou are keeping. The “big stuff” is only

10 Pr Caledanls 14 Pt lead
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Foamillar ond unfomilior foces: The two porogrophs
below are st in foces seldom wsed for long copy. For
this reasan they are like strangers, ond the overoge read-
er will find them difficult or tiring to read. For mosl jobs
that demond good readobility you will be sofer i you
ttick with fomilior foces

As an artist you have plenty of stimulating challenge for your
talent right where you live or close by. Art of high quality and
national significance is being produced everywhere. There is 3 job
to do, as well as plenty to learn as an artist, close to where you
live— and you can be proud of the company you are keeping. The
10 Pr Mews Gorhiz Condensed salid

As an artist you have plenty of stimulating challenge
for your talent right where you live or close by, Art
of high quality and national significance is being pro-
dured everywhere, There is a job 1o do, as well as
plenty to learn as an artist, close to where you live —
10 pr, Bedani Bald solid

Latterspaced lower cose: Ansther tool of the designer
of typographer s lelterspocing, but the parograph below
cleorly demanstrotes that it should never ba vied with
kower<ose letters or in o whole block of copy. The letters
don'l relate to eoch other to form deor, eopy-lorecd
words. Eoch character stands alone, moking the copy look
mare like on eye chort thon o black of fexi.

Asanartist vou have plenty of stimulat
ing challenge for your talent right where
youliveorcloseby. Artofhigh quality
and national significanceis beingpro-
duced everywhere. Thereisajobtodo,
as well as plenty to learn as an artist,
close to where you live—and you can be
proud of the company vou are keeping.
The “*big stuff’ is only as big as the
artist who does it—a fact that is being
12 Pt Caledonis - [etterspaced

All caps: The block of copy below, s=t in all cops, is
quite hord to recd. The wie of oll cops hay o dafinite
place in the designer's reperiolre, but under most condi-
tisns does not make for easy recding.

AS AN ARTIST YOU HAVE PLENTY OF STIMULAT-
ING CHALLENGE FOR YOUR TALENT RIGHT
WHERE YOU LIVE OR CLOSE BY. ART OF HICH
QUALITY AND NATIONAL SIGNIFICANCE IS BE-
ING PRODUCED EVERYWHERE. THERE IS A JOB
TO DO, AS WELL AS PLENTY TO LEARN AS AN
ARTIST, CLOSE TO WHERE YOU LIVE — AND YOU
CAN BE PFROUD OF THE COMPANY YOU ARE
KEEPING. THE “BIG STUFF” IS ONLY AS BIC AS
THE ARTIST WHO DOES IT —A FACT THAT IS

10 Pt Caledanis—ell caps

The maximum length of line: The first porogroph de-
mongtrates @ senuble length of line for gesd readability.
Easy reading depends upon several factors — the size of
the type, the amoun! of leod between lines, and the
fomiliarity of the foce. All must be token Ints esngider-
ation. The lower parograph, set 20 picos wide, it difficult
to read — the eye hay to travel too far from left to right
and back to pick up the next line. The maximum length a
line can be machine-wl in most thops Iy 30 picos. Any-
thing beyond that usvally requires o cerfain omount of
hond work and is much more costly.

As an artist you have plenty of stimulating
challenge for vour talent right where you
live or close by, Art of high quality and na-
tional significance is being produced every-
where. There is a job to do, as well as plenty
to learn as an artist, close to where vou live
10 Pt Caleciznls 1 Pt lead x 14 pleay

As an artist you have plenty of stimulating challenge for vour talent right where vou live or
close by. Art of high quality and national significance iz being produced everywhere. There is
a job to do, as well as plenty o learn as an artist, close o where you live — and you can be
proud of the company you are keeping. The “hig stull” is only as big as the artig who does it
— a fact that is being proved daily all over America where art is bought. Today the National
Society of Art Directors has more than twenty-fve member clube in varioos sections of the United

B Fi Caledonia set sclid = 30 pitn
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Plate 2

Lesson -‘ Famous Artiats LOUISE
Type specimens

Type Specimens — Times Roman

Had our modern student chanced upon the bench of a monastery he would discov
er it furnished with forms arranged in methodical order 1o seat a large number of

8 scribes. The size of the edition i those davs depended solely upon the number of
FOINT copyists emploved upon the work and these were limited to the number of desks w
St Salid  hich the scnptonium could accommodate. With the scnibes once scated their writin
ABCDEFGHIUJKLMMNOPOQRSTUYWXYZ 12335678205
abcdefghijklmnopgrstuvwayvz ABCDEFGHLIEL MNOPORSTUVWXY T

Had our modern student chanced upon the bench of a monastery he wo

10 uld discover it furnished with forms arranged in methodical order Lo seat
poinr @ large number of seribes. The size of the edition in those days depended
Set salid  solely upon the number of copyists employed upon the work and these w
ere hmited to the number of desks which the scriptorium could accomm
ABCDEFGHIJKLMENOPORSTUVWXYZ 12345678903
abcdefghijklmnopgrstuvwxyz ABCDEFGHIJKLMNOPQRSTUVWXYZ

Had our modern student chanced upon the bench of a monaste

12 1y he would discover it furnished with forms arranged in meth
<20t odical order to seat a large number of scribes. The size of the
edition in those days depended solely upon the number of copy

ists employed upon the work and these were limited to the nu
ABCDEFGHIUKLMNOPQRSTUVWXYZ 1234567890%
abedefghijklmnopgrstuvwxyz ABCDEFGHIJELMNOPQRSTUVW

Had our modern student chanced upon the bench of a m

a4 onastery he would discover it furnished with forms arran
st said 2ed in methodical order to scat a large number of scribes.

The size of the edition in those days depended solely upo
n the number of copyists employed upon the work and th
ABCDEFGHITKLMNOPQRSTUVWX 12345678908
abedelghijklmnopgrstuvwxyz ABCDEFGHIJKLMNOPQRST

25 HAD OUR MODERN STUDENT CHANCED UPON TH
= Had our modern student chanced upon the bench of a monaste
% HAD OUR MODERN STUDENT CHANC

"Foundry type is 3¢t by hand

" Had our modern student chanced upon the ben



FAMOUS ARTISTS COURSE
Student work
Lesson 21
Studio procedures

HOW TO PRACTICE AND PREPARE FOR THIS LESSON

This lesson was planned to shorten your studio

apprenticeship and help you start your art car-
eer more easily. If you were working in a stu-
dio, you would learn these procedures by doing

them over and over agein many times -- and the

same holds true for lesrning them at home. It

isn't enough simply to read this lesson -- you

must practice doing these things until you feel
comfortable doing them. Also, now is the time

to develop habits of neatness and accuracy.

A large part of the work in this lesson deals
with photographs. It's easy to find photos to
practice on -- you probably have some dupli-
cates in your own collection, or can obtain
some from your locel photographer or photoen-
graver.

In addition to materials you have used in other
lessons, and what you will need for practice,
you need the following for your assigmment
work for lesson 21:

Mounting board or inexpensive illustra-
tion board -- 1 sheet, 10 x 12 inches;
2 sheets, 8 x 10 inches.

Mat board or illustration board -- 1
sheet, 10-1/2 x 9-1/2 inches.

Mat knife.

Zip-a-tone shading sheet or Craftint
gper -- 1 piece gbout 8 x 11 inches
this ellows room for practice). Study

the demonstrations on pages 26 and 27

before you decide which method you wish

to use. (See your catalog for a list-
ing of materials,)

Fubber cement -- You can get this at m
stationery, hardware, or art store. If
you don't have a dispenser with a brush,
get an inexpensive, l-inch flat house-
painter's brush. A rubber cement pick-
up is convenient, but you can meke one
as described on page 6, Lesson 21.

Drawing instruments -- A ruling pen is
all you actually need for your assign-
ment work. However, to become profi-
clent in the use of other instruments,
you should get a set (see your catalog).

T-sgquare and triangles -- For profes-
sional work, steel ones are best, but
for your assignment work you can use

the ones you have.

Pica rule -- It is desirable to have one,
but not a must, since the memsurements
called for are simple. Remember, there
are 6 picas to the inch.

Follow these suggestions for study and prac-
tice before doing your assignments:

1. Practice using your ruling pen as des-
cribed on page 4 until you feel thoroughly fa-
miliar with it,

2. Work with rubber cement -- particularly in
dry mounting, following the procedure demon-
strated on pages 8 and 9.

3. Study the section on cutting mats on pages
12 and 13. Use scrap pieces of mat or illus-
tretion board and your mat knife for practice
cutting. Be careful of your fingers -- mat
knives are sharp. I1f you don't have a steel
straight-edge you may use your brass-edged
ruler. It isn't necessary to buy gummed tape
-- masking tepe will do =-- or you may prefer
to use the dry-mount method described in step
15 on page 13.

L. Restudy page 15 on rescaling. You'll find
it helpful to cut out some ads from a magazine
and practice enlarging (and reducing) them by
the diagonel-line method.

2. BReview cropping as described on page 19.

Make & peir of right angles from bond paper or
white drawing paper and practice with them un-
til you are thoroughly familiar with their use.

6. Using your opaque retouch grays as shown
on pages 22 and 23, practice retouching photos.

T. BStudy masking and flapping as described on
page 2. Then mask and flap some of the pho-
tos on which you practiced retouching. Also,
study the do's and don'ts on page 25.

8. Reread the section on typography beginning
on page 28 -- study particularly the step-by-
step procedure on pages 31 through 33 on copy
fitting.

9. Look through varicus magazines and note
how type has been used successfully through
proper choice of face, spacing, line length,
ete. You'll see that some examples work bet-
ter than others. Study them objectively and
try to mnalyze why they are better.

(over, please)




Student work -- ILesson 21

THE ASSIGNMENTS YOU ARE TO SEND IN FOR CRITICISM

ASSTGRMENT 1. This is an exercise in prepar-
ing photographs for reproduction. Cut out the
two smaller photographs from Plate 1. Dry-
mount each one separately with rubber cement
on en individual 8 x 10-inch piece of mounting
or illustration board. Then cut out the large
photo and mount it on & 10 x 12-inch board in
the zame mannsr.

Fhoto A. In this picture of a man taking a
photogreph you are to remove the background,
leaving the man and camera. Remove any light
or dark spots from the photo, following the
procedure on pages 22 and 23. Then carefully
silhouette the camera as demonstrated on page
18. To silhouette the man's head and hands,
you might wish te refer to page 22, step 2.
Don't forget the inside areas between his face
and the camera and within the camers itself.
Last, decide where you want the picture to be
cropped -- it should be somewhere behind the
man's head et the left and about at the third
Tinger on his hand at the bottom. Indicate
this as shown on page 19. Because it is sil-
houetted you won't need crop marks for the
right side of your photo. The silhouetted
picture will be printed 2-1/2 inches high --
from the top of the head to where you crop it
at the bottom.

Fhoto B. This photo should chow how to mea-
sure and mark a board to & ten-inch length be-
Tore cutting it. The photo will be reproduced
b x 3 inches so your cropping must be in that
proportion. Also crop the picture so it tells
the story -- don't crop away important infor-
mation. You can make the story clearer with
careful retouching to bring out the ruler --
the edge of the board -- the pencil and per-
haps the saw. Don't forget to remove any un-
desirable spots.

Fhoto C. TIn this picture you are to remove
the parking sign and post from in front of the
entrance to a fashionable suburban men's shop.
To do this, follow the procedure on pages 22
and 23, taking great care to match the differ-
ent values and textures of the wood, bricks,
stone, and foliage. HRemove any spots -- then
crop your photo for reduction to a L-1/4 x 6-
inch vertical proportion.

After your work is completed on the three pho-
tos, mask end flap them in the manner demon-
strated on page 2k, and mark them for size.

Mark the becks of these pieces -- ASSIGHMENTS
14, 1B, &nd 1C.

ASSIGHMENT 2. Make a simple pen or brush and
ink drewing using Craftint or Zip-a-tone
screens, as shown on pages 26 and 27. Use
photo A as the basis for your drawing. If you
wish, you may place tracing paper over the pho-
Lo and trace the essential shapes of the cam-
era and man. Use your pencil very lightly --
don't press intc the soft emulsion of the pho-
to. You will probably wish to make refine-

Page 2

ments and proportional changes in the man's
head due to photographic perspective, which
makes the beck of the head and the esr look
too small.

Remember -- keep your drawing simple -- black,
white and cne or two middle tomes -- and don't
use a screen on flesh areas. Make this a hor-
izontal drawing 5-1/2 x 4 inches. With your
ruling pen, draw e line around it about the
width of a l-point rule (see page 29).

When your drawing is finished, mat it with mat
or illustration boerd in the manner shown on
pages 12 and 13. Make this a "2 x 2-1/2 mat"
as explained on page 120 Allow 1/2 inch of
white space around youf drawing; the opening
in your mat should measure 6-1/2 x 5 inches.
The outside should measure 10-1/2 x 9-1/2
inches.

Mark the back of this drawing -- ASSIGRMENT 2.

ASSIGNMENT 3. This is an assigmment in copy
Titting. Use the type specimens of Times Ro-
man on Plate 2 and the typewritten manuseript
on the yellow sheet, page 4.

On an 11 x 1lh-inch sheet of bond or visualiz-
ing paper, using a T-square and triangle, div-
ide your sheet of paper into quarters with
bold pencil lines. In the center of each
querter-section, draw two light vertical lines
18 picas apart. These will establish the width
of your type columns. Label them A, B, C, and
D a5 shown on the small diagram below.

ic:.n]

Now, using the character-count method of copy
fitting demonstrated on pages 31 through 53,
cast the body text only of the typewritten man-
useript on the yellow sheet, page ! (Be sure
to take an averege ccunt of several lines from
the type specimen on Plate 2. In all type the
count per line may vary slightly and an average
is essentiel for a correct count.) Indicate
the first four type sizes on Plate 2 as follows:

In Column A, rule the correct number of lines
{as shown on page 30 of Lesson 17) that this
manuseript copy would meke if it were set sol-
id (that is, with no leeding) in B-point Times
Roman, u/lc (upper and lower case). lse pen-
cil lines appropriate in weight for type of
this size,

In Column B, indicate the number of lines and
weight for 10-point u/lc with 2-point lead.

(Continued)



Student work -- Lesson 21

In Column C, use 12-point u/flc with 3-point
TERd. -

In Column D, use lk-point u/lec with 4-point
Iead.

Under each column write the mmber of lines,
type size and leading. (Remember that the
leading will effect the depth of your copy
block. For example, 10-point type with 2-
point leading has the same number of lines per
inch as 12-point type set solid. It would be
marked 10/12.)

Mark this sheet -- ASSIGNMENT 3.

ASSIGNMENT 4. This is en assignment on how to
mark instructions to the typographer or type-
setter, similar to the example on page 33.
Specimens of the type faces you will use are
shown on Plate 2. Use the same yellow assign-
ment sheet (page 4) that you used for Assign-
ment 3, and in red pencil mark the manuscript
as follows:

Headline: First two words in eighteen point
Times Roman, upper and lower case;
third word in twenty-four point
Times Roman capitels with one
point letterspacing.

Page 3

Subhesd ; Fourteen point Times Roman, upper
and lower case, on two lines, flush
left, with four point lead between

the lines.

EBody text; Twelve point Times Roman, upper and
lower case with a one em paragraph
indentation on the first line. In-
dicate this copy to be set 26 picas
wide, flush left and right.

When you have finished marking this sheet re-
move it from your textbook and send it in for
correction,

Mark this sheet -- ASSIGNMENT L.

In criticizing these assignments, your instruc-
tor will consider:

--The accuracy of your scaling.

--How well you haeve composed or cropped
and silhouetted and retouched your
photographs.

--The neatness of your presentation.

--How well you have handled your Craf-
tint or EZip-a-tone.

--The accuracy of your copy fitting and
the clarity of your marking.

--The over-all knowledge you show of
the subjects.

IMPORTANT: Be sure to letter your name, address,

end student number neatly at the lower left-hand
corner of each assignment.
corner, place the lesson number and assignment

In the lower right

number. For Assignments 1 and 2 do this letter-
ing on the back of the boards.

Your lesson carton should contain:

Check
before mailing

Assignment 2
Assipnment 3
Assignment L

Assignment 1 (A, B, and C)

1 Return shipping label filled out completely

Mail this carton to:
FAMOUS ARTISTS COURSE, WESTFPORT, CONN.

c-h21-¢
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