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I N T R O D U C T I O N  

RECZNTdiscoveries in the art  of photography as applied to 

engraving have revolutionized the method of illustration, greatly 

reducing the cost over old wood-engraving me th~ds ,  and placing 

the use of pictures within the reach of the most provincial journal. 

This, naturally, has opened a new and constantly increasing field 

for the illustrator. In consequence of this many young men and 

women who have not the opportunity to obtain personal instruc- 

tion seek suggestions from men, like the author, engaged practi- 

cally in the work. Having received hundreds of such cornmuni- 

cations from all parts of the country, i t  has suggested the idea 

that a publication would he welcomed that set forth in a simple, 

practical way the basic principles of illustration. Trusting that 

this endeavor may he found helpful, and hear abundant fruit, he 

respectfully subscribes himself, 

THEAUTHOR. 



P E N - A N D - I N K  D R A W I N G  

THE most popular and widely used method of illustration a t  
the present time is that produced by pen and ink. These draw- 

ings to be commercially valuable must be made on white paper 
with black (India) ink. The reason for this is that the drawing 
being reproduced by photography must present a perfectly 
clean, sharp, black line, which for photographic purposes is best 
set forth on a pure white paper. The black lines of the drawing 
show white in the negative. If the line is drawn with a thin, 
gray ink i t  will photograph raggedly and present a weak, un- 
certain line in the negative: consequently thin, scratchy, weak 
lines must be avoided, or the reproduction will be unsatisfactory. 
Bear in mind that however delicate your line may be it must 
be black. The negative shows the drawing in reverse, that 
is, as before stated, the black lines will be white and all that 
is white will be black. This negative is then placed over a 
sheet of zinc, the surface of which is perfectly smooth, and which 
has been sensitized by photographic chemicals much the same 
as  a sheet of paper is prepared to retain the image on a negative 
in ordinary photography. This is exposed to the action of sun- 
light or electric light, and the drawing is reproduced in black 
lines with a white background exactly as in the original. This 
zinc plate is then submitted to a bath of nitric acid, which eats 
away the white part and leaves the black line standing. The 
plate prior to the etching is prepared to resist the action of the 
acid in the parts desired in a way that is not necessary of de- 
tailed explanation here. The above facts are set forth to show 
the necessity for using white paper and black ink. 



-- 

M A T E R I A L  

Plain white card-board, from one to three ply 7very quickly i t  should be mixed only as required, 

in thickness, is most commonly used. Of course. WHITE INK )and  as it never flows very freely care will have 
I to be used in its preparation. 

I 

may 1 ~ e  made if found necessary. In making an erasure use a I I Gillote's Nos. 170,303, 404, and 290 are most 
I 

sharp knife, and then go over i t  with a rubber eraser, this re- j -
' $ENS / used.I 

moves the fuzz, and burnish down with an ivory paper-cutter. I I Faber's, Dixon's, and the Eagle are most popu- 


The surface of the card-board once broken by an erasure never I ' PENCILS ' lar among artists, although there are many other 


can be restored to its original finish, so in drawing over such a I --1grades for which there is individual preference. 


place great care will have to be taken to prevent the ink flom The sponge rubber, together with two or three 


Llounted Steinbach's and Whatman's hot pressed papers arc your purpose. 

also commonly used for pen drawing. Red or black sable brushes of two or three 


c? 	 heax y body of color. 
A double concave spectacle lens (rough edge), 

serve, and enable the student to see the effect of 

of a little water. Care should be taken not to add too much 
water or the ink will become gray in color. These inks arc to the lens chosen. 

macle from India ink, and where the fluid ink is not obtainable 
n most excellent ink can be made by " grinding," as i t  is termed, I\2TSCEIAI,.\?;J?OVS SECESSITIES 
the stick ink in a little earthen dish with water, adding the 
water and grinding the stick around in i t  until you obtain the Two drawing-boarcls of smooth, well-se:lsone(l pine or other 

desired color and quantity. Do not let the stick of ink sta~ltl in light wootl, one 24 by 36 inches, and m e  18 by 24 inches; a 

the water, as it will crack all to pieces. Should you tlesire to couple dozen thumb tacks; one ruling pen; * one pair dividers 

make a quantity of ink, break the stick up int? small pieces ~ t i t h  ruling-pen ant1 pencil attachment. 

and let it stand in a shallow sauce'r with just sufficient water .IT-square ; one :,6-inch straight-edge ; onc 2 4-inch straight- 

to cover the particles, allowing i t  to stlint1 for a fen- hours; cdge; one 24-inch ruler; t~vo  triangles, one with 14-inch angle 

then grind with a glass stopper, bottle, and keep corked when and the other with n 6-inch angle, also one curve rule. 

not in use. Should i t  thicken, add a little watcr ant1 stir * The ink is put in a ruling-pen by first taking up the ink with an 

thoroughly . ordinary pen,(;and drawlng it between the blades of the ruhng-pep, care 
being taken not to allow the ink to get on the outer sides of the blades, 

Jvhite ink is made from ' Or other as i t  is then apt to cause a blot, as you draw the the edge 
moist water-color, by mixing a little water with it. As i t  dries of the ruler. 

I 




i 
~ r a c t i s e  drawing lines so as to form tints, beginning with the in this work Care should be taken to make the lines clean and 

P a  h  1 a t  an angle of fifty degrees, as in writing. strong from start to finish of the stroke. (See F ig  5.1 Not weak 
I(See Fig. I.) and broken, as in Fig. 6. 

F I G  1 
FIC. 5. FIG.6.Then make them perpendicular. (See Fig. 2.)  

Always keep your work before you; work from the top do~vn. 
(Fig. I . )  -

F I G2 


Then reverse the first angle. (See Fig. 3.) 


Not from the bottom up. (Pig. 2.) 

Then combine the lines. (See Fig. 4.) 

FIG2 

Work from left to right. (Fig. 3.) 

> 

FIc.4. 

Change these combinations as you will, gradually lengthen. 
ing the lines so as to obtain greater facility and freedom of stroke. 
Too great stress cannot be placed on the necessity for practise 

2 

I 



I 

P R I M A R Y  I N S T R U C T I O N  

Not from right to left. (Fig. 4.) 	 ful. Success can crown your effort in no other way. A man 
may be born with great natural aptitude for art, but destroy his 
opportunities for success by not submitting himself to proper 
training. So we would caution the beginner to apply himself to 
the mastery of little things, and he will then find himself better 
equipped for the battle with the greater problems. 

No rule can be given by which a man may clevelop the power 
to create a picture unless i t  be hard work, close, intelligent ob- 

result by a bold line in the darltest shadows rather than to "nig- he acquires. The essential basis of creative art is a lively imagina- 
gle" over and over your picture to get the desired effect. tion. Rut there is a, genius that is born, not made. I t  may, how- 

numerous examples for reference, but do not become a copyist; 

but not for the amateur. MThatever you undertake, do it 
just as well as you know how. Be patient, painstaking, care- PERSPECTIVE STUDY OF A TUMBLER 



I 

I 

P R I M A R Y  I N S T R U C T I O N  


practise drawing lines so as to form tints, beginning with the in this o r .  Care should be taken to make the lines clean and 
simple straight line a t  an angle of fifty degrees, as in writing. strong from start to finish of the stroke. (See Fig 5.) Not 
(See Fig. I .) and broken, as in Fig. 6.  

FIG 1 

Then make them perpendicular. (See Fig. 2.)  

Always keep ~7our work before you; work from the top down. 
(Pig. I . )  

Then reverse the first angle. (See Fig. 3.) 

Not from the bottom up. (Fig. 2.) 

FIG.3 

Then combine the lines. (See Fig. 4.) 

F16.2 

Work from left to right. (Fig. 3.) 

> 

Fi c.4. 

Change these combinations as you will, gradually lengthen- 
ing the lines so as to obtain greater facility and freedom of stroke. 
Too great stress cannot be placed on the necessity for 

2 

1 



------ 

I P R I M A R Y  

Not from right to left. (Fig. 4.) 

Avoid cross hatching of lines as much as possible. Get your 
result by a bold line in the darkest shadows rather than to "nig-
gle" over and over your picture to get the desired effect. 

Study the work of our best illustrators, of which we present 
numerous examples for reference, but do not become a copyist; 
success cannot possibly be obtained in that way; but study from 

I N S T R U C T I O N  

ful. Success can crown your effort in no other way. A man 
may be born with great natural aptitude for art ,  but destroy his 
opportunities for success by not submitting himself to proper 
training. So we would caution the beginner to apply himself to  
the mastery of little things, and he will then find himself better 
equipped for the battle with the greater problems. 

No rule can be given by which a man may develop the power 
to create a picture unless i t  be hard work, close, intelligent ob-
servation, and 5 memory capable of retaining and applying what 
he acquires. The essential basis of creative art  is a lively imagina-
tion. Rut there is a genius that is born, not made. It may, how-

ever, like imagination, be latent, and therefore developed. 

er, an orange or apple; then try to show by smooth, even tints [ 
the polished surfaces of the cube, and then the rough surfaces 1 

i 

of the hewn stone. A tree stump with its rough bark sides is 1 
always a picturesque study; then try the tree wit11 its spreading 
branches, and lastly the foliage. Imitate nature, acquire a style 

of your own. Do not pile up a mass of indifferent, unfinished 
sketches; that sort of thing will do for the practised artist,

' 
but not for the amateur. TTThatever you undertake, do it 
just as well as you know how. Be patient, painstaking, care-

------ ---. 

I II !  I I 

f
I 

I 	 I 

I II 

I I1 t 

r I I I 

i I 
I, 
I I ! 
I 
I I

! 8 
I I 

I i
I I 
I I 

I 	 1 I 

PERSPECTIVE STUDY OF A TUMBLER 



I 

FlRST 

How can I learn to draw? That is a question often asked, 
and the answer is that if you have learned to write you can 
learn to draw. I t  does not follow, however, that  because you 
have learner1 to write you have become a great writer. The 
same is true of drawing. You may master the pri~zciplcs of art, 
but their successful application depends upon the student. 

The first step in art  is to train the eye to proportions-as 
in the human f ipre  we find i t  is eight liea~ls high; or the head 
itself is four noses high; the space betmcen the eyes is the wirlth 

of an eye. Or, as we look a t  the sky-line of the city, or the hori- 

the height of some building near by, or, perchance, three times 
the height of some rnquntain on the distant Imdscapc. The 
artist keelis these relative proportions of one object to another 
always in mind, and by constant practise, as in writing, they 
come as naturally and unconsciousl~ti, ?rim as penm.xnship 
comes to the ~vriter. 

One of the siniplest anit bent knolili methods for training 
the eye to  proportions is the square. of which we give two e r -
anlples-a block letter alphabet, and a series of simple objccts- 
for the student to copy. 

In laying out the scale of squares. measure off the four sides 

of your picturc by rule, placing a dot a t  the scale of measure 

LESSON 

you desire-quarter, half, inch or othqrwise; then, using a hard 
pencil, rule off the squares. In drawing over the scrrle use a 
medium soft pencil. so that you can distinguish your picture 
lines fronl the penal rulinq of the squares. 

In copying the a1ph:lbct the studcllt will note that while all 
the letters are of the same height they are not all of the same 
width-the ",I," " 11," and "n'" are wider. 

In the seconcl pmportion scale of squares me have a serics 
of objects. Note c;~rcfullg the number of squares each occupies 
in ~vklth nnil height anrl tile ilircction of the line thr.iu~h the 

squares. Practise cop~7ing tlrcsc cxamplcs until you feel that 

drawing them without tlrc squares. This is the very best pos-

sible training for the cye, and :Lbasis for future freehand draw-
ing. These inx~gin:~ry liries or squares will be found to suggest 

tl~emselres in everything you ilralv. 

The scale of squares offers an infallible 1;iw for the dralving 
of two sides of an cibject alike, and for enlarging picture. In  
enlarging a picture which, for illustrati(in, u-e will presume you 
wish enlarged four times, lay out your original in quarter-inch 
squsrcs, and your copy i.i h-1f-inch squares, having, of course, 
as many squares in your copy as there are squares in the origi- 

1 .  Then make your copy lines follotv exactly the same course 
tlirough each square of tile enlargement as are shoivn in the 

original. 

T3LOCK LETTER STCDY 

4 






THE CUBE 
THE ROUGH STONE 

I I ' " 
ROUGH BARK O F  TREE SMOOTH ROUND COLUMN SMOOTH BARK OF T R E E  

STUDIES I N  LINE EFFECTS-See p. 3 

The cube and the cO1umn are drawn with a ruling Pen, the lines being made closer to'yether, or thicker, to deepen the color where desired 

6 




RULES FOR DRAWIXG THE HAND 
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FEET 


I ,  


RULES FOR DRAWING THE FOOT 

I 0  




THE FIGURE IS EIGHT HEADS HIGH THE SKELETON THE ARMS FULLY EXTENDED EQUAL THE HEIGHT 

(For other measurements see page 1 7 )  

It is not essential in a work of this primary character to go 
exhaustively into the subject of anatomy, yet a fair knowledge 
of the frame we build upon will not be found amiss. So we have 
introduced the skeleton complete and in part, in such a manner 

as will be most helpful to the student. By comparing the skele- 
ton with the flesh-clothed examples, the reason why certain fixed 
laws govern the action of the human figure will be apparent. 

Copy these examples, and bear carefully in mind the measure- 
merits given, for their application corlstantly arises in figure draw- 

ing. The relation of the head to the rest of the figure is most 
important, as it is the key, nine times out of ten, upon which the 
proportions of the rest of the figure are based. 

If the student could obtain a human skeleton, or parts of it, 

particularly the head, hands, and feet, from some physician 
friend, to make studies of, i t  would be of inestimable value a t  this 
time. Draw the head, hands, and feet in every conceivable posi- 

tion, and then the skeleton as a whole, and when you commence 
drawing from life your knowledge of anatomy will be a great aid. 

II 




T H E  H U M A N  F I G U R E  


FIGURE STUDIES 

I2 




M E A S U R I N G  BY T H E  E Y E  


HOW TO lIEhSL7RE A N  OBJECT B Y  TIIE E Y E  

r .

Ihe :~rtist holds his body rigitl and extends his right arm, est:~blishetl, he applies the same head measure to t l ~ e  height, 
pencil in hand, to its full length, ~ ~ n t l  which is approximately t l~ree heads. These relative propor-p1;ices his thunit) against 
the 11encil as a guage---see engraving he brings the pe~~c i l  tions being established, he ~)rocecds to put in the details, still on 
;L line with his cxyc ant1 the ol)ject, ancl seeks to fintl some one using the same scale of measurement. The artist, after long 
part by which he can measure the rest. S I . I )  In this training in tliis method, :~bantlons it, and depends largely upon 
example he finds the tiger's heat1 just six timcs the length of the his eye, but when in tloubt as to tlie accuracy o f  his eye, he 
l~otly, that is from the entl o f  thc nose to the tail. This once ])roves his drawing 11y tl1e oltl pencil measurement. 

' 3  



D R A W I N G  FROM L I F E  


HEAD STUDIES 

In drawing from life the artist finds one of his greatest pleas- 
ures. I t  is very fascinating work, and there is always some-
thing new to learn. Nature has not imparted all her secrets 
to man, and never will. 

I t  is advisable for the beginner to select as his first model 
an elderly person, as they are more amenable to the exactions 
of posing than children, and their features being more strongly 
marked than a round, smooth-faced young person, the likeness 
can be more easily caught. 

Pose the model in an easy sitting position, as you will then 
be enabled to work more leisurely, and without discomfort to 
the subject. However, should 'you pose the model standing, 
mark the outline of the feet in chalk on the floor, so that when 
they stop to rest, the position can be resumed with reasonable 
exactness, as hefore. 

Pose the subject so that the light comes over your left shoul- 
der, otherwise you will be working in your own light. 

Use a medium soft pencil, and a good, smooth, white card- 
board, or mounted Steinbach paper. 

To more fully illustrate the method, and understandingly so 

for the student, the drawings on page 15 have been prepared. 
ITe have now a practical demonstration of the "pencil measure- 
ment" to obtain proportions. The artist finds by his pencil 
measurements that the hat of the model is, in this instance, the 
best key to the rest of the figure. Having roughly blocked in 
the figure as there shown (Fig. I ) ,  he proceeds to put in with 
pencil (Fig. 2 )  so much of the detail as he wishes. He then 
draws with pen and ink over the pencil-lines, and when finished, 
removes tlie pencil-marks with a soft eraser, and the drawing is 
completed, as in Fig. 3. 

The attention of the student is drawn to the width of the 
model's shoulders; the hat, it will be seen, is practically the same 
width. In getting these measurements, the artist usually finds 
samething by which he can locate each point of measurement. 
For instance, in Fig. I the " 2d hat" measure line intersected 

the armpit; the 3d, the waist-line; the 4th, the fold in the dra- 
pery; the sth, also a fold in the drapery; the 6th, the bottom of 
the dress. 

Try to show by the modelling of the drapery the action of 
the figure beneath. 

I 4  







On page 16 another example of drawing from life will be 
found, in which the principle of obtaining the proportions of the 
model is further illustrated. 

In this example the model's head anti hat combined offer 

the best key to the figure, and to simplify the measurement will 
he called together "one head" ; the figure by this rneasurcment 
is six heads high. (See Fig. I .) 

In Pig 2 each one of the straight lines represents a pencil 
rneasuremmc, and actually represents the pencil as it was held 
by the artist a t  arm's-length on a line with his eye to obtain the 
various angles of the outline of the figure, ancl also the details 

of the drapery. Note especially the direction of each line, ant1 
be particular to note where the lines interscct, as by this means 
only is the artist enabled to obtain the proper proportions and 

action. Take a lead-pencil, lay it on each line, and you will have 
an actual demonstration as to how and W ! I ~  ezch linc was put 
there. Note how the line from the hack of the neck lines up 
with the hip; the one from the nose with the right knee; the one 
from thc extended hand with the mouth, the one from the left 
shoulder passes on the inner side of the left leg. Having studied 
these methods carefully, and given thcin a. practical application, 
their importnnce will soon be app:~rent. 

The following measurenlents of the human figure are com-
monly accepted as the proper proportions for the perfect man: 

Height, eight heads. 
Shoulders, two heads vide. 
Hips, t\vo heads wide. 
Arm, ttvo and a half heads long. 
Leg, three and a. half heads long. 
The arms fully extendecl equal the Might. 
The hcad from the chin to the crown is four times the 

length of the nose. 
The ear and the nose are the same length. 
The mouth is one thirtl wider than the eye. 

The heat1 is five eyes in tviclth. 
The Iiantl is the length of the face. 
The foot is the length of the forearm. 
Twice the breadth of the hand is its length. 
The thumb is the length of the nose. 

The quarter divisions of the body are as follows: 
1. The armpits. 
11. The botcom of the trunk. 
111. The knees. 

1V. The sole of the foot. 


SHOE STUDIES 
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CHILDREN STUDIES 

Children arc, with rare exceptions, the most difficult models These are the average measurements of children 

to work from, as posing is very trying and irksome to the&. So A baby, three and a half heads. 
we would not advise the amateur to attempt children unless he A t  one year, four heads. 

knows the temperament of his model pretty well. Otherwise he At three years, five heads. 
will find his patience taxed somewhat as well as that of his At six years, six heads. 

subject. At sixtecn years, seven heatls. 
T 8 



D R A W I N G  F R O M  L I F E - D R A P E R Y  


D R A P E R Y  STUDIES 

Take any piece of clothing, a ct~rtain or quilt, shawl, or what- vou study from life. While there is no hard and fast rule for 
ever you may wish; drape it over a chair, or throw it carelessly the pen-line in drapery, yet it is comn~only drawn with the fold. 
upon a table. Then copy the action of the folrls. I t  will be The folds of the drapery should convey an impression of the 
found most excellent practice, ancl very helpful to you when action of the figure beneath. 

1'4 



STUDIES I N  EXPRESSION 


STUDIES IK EXPRESSION BY SIMPLE STRAIGHT LINES 

When the student attempts to enter upon creative art. the possible to express almost every human emotion, and as a matter 
necessity for a knowledge of how to express the gamut of human of practice we can suggest nothing better. Having copied the 
emotions as shown in the human face will be forced upon him. straight-line examples until you feel that you have the principle 
The simple studies here given in straight lines wili be found not of expression thoroughly in mind, then copy the portraits below. 
only amusing, but helpful to the student in developing his mind in I t  will be found most excellent practice to create expressions of 
that direction. By the straight line i t  will be seen that it is your own by such departures from the examples here given as 
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S T U D I E S  I N  E X P R E S S I O N  


AND r I I E l R  AI'1'1,ICXTION 

your own mint1 suggests. :ts, for instance, by closing one eye ant1 

opening the other making one sic!e of the face in tears and thc 

other smiling. 110 not hesitate to  make any radical departure 
from the rulcs here gil-en, for i t  is only by so doing that  you can 
pcjssil )ly become self-reliant :~ntl creative. Don't l ~ e  simple 

copyist- let your own wings of fancy soar. 

T O  ACTYAI ,  P O R T K A I T U I I E  

IZeginncrs usually find that  i t  is easier to (Ira\&- the profile 

of the face than i t  is to draw the full front vicn-, i t  being much 
exsier to catch the e x l ~ r e s s i o ~ ~  \\There one has to  ::<a1 with but  one 
side of the face, and then the outlines of the nose and other feat- 
ures lent1 themselves more readily to a likeness ; so \ve \voultl :~tlvisc 
tha t  they practise drawing the full face vie\\, as t-nuch :is ~>ossibie. 

? I  



This very boautiful example of the development of a drawing 
from the pencil-sketch to the finished drawing is specially con?- 
mended to student's consideration. Copy and study the 
details carefully. Note the clearness and cleanness oE the lines, 
and the splendid action of the figures, and the snap given to 
the finished drawing m the boldness of the coloring. There is 
not a tveak or vacillating line in the drawing anywhere. The 
composition is silnplicity itself, yet there is all-sufficient detail. 

In study No. I ,  the pencil-sketch, the student will note the sug- 
gestion of blocking--the square idea exemplified by a master 
hancl. Too much care cannot be given in working out the pencil- 
sketch; that is the hasis of the finished drawing, and if that is 
wrong the finished product must be. As David Crockett said: 
"Be sure you are right, then go ahead." This copy should be 

made free-hand, not traced, or measured by compass; the eye 
should be the only guide in attetnpting this design. LZ success-
ful reproduction will be proof that your work in the past has not 
been in vain. In  study No. a we have the first stage of inking. 
Go over the pencil-lines carefully, rounding off the suggestions 
of pencil bloclring, where gracefulness of line is necessary, ant1 
having placed the drawing in outline, lay in the solid blacks on 
tlie figures and the cast shadows with the brush. This is the rule 
in all drawing work, from the darkest shadows to the lightest. 
The attention of the student is drawn to the very effective sug- 
gestion of fur-lines on the fawn. These are obtained by what is 
known as "splitting the brush." Take a small, red sable brush; 
dip i t  in the ink, and draw i t  lightly across a blank piece of card- 
board-any old scrap piece will do---and 3s you approach the 
end of the stroke lift the brush so that it divides or splits, as it 

is termed, on the flattened end, into numerous tiny points. By 
gently stroking the brush while in this condition, as shown on the 
body of the fawn, a beautiful, soft furlike effect is given that 
is wellnigh impossible to attain with the pen, and, of course, 
very much more quickly. With a little practice charming results 
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CHILD AND FAWN STUDY 



A N I M A L  D R A W I N G  


CHILD AND F A W N  STUDY 
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are attained in this manner. The brush, by-the-way, is playing 

a more and more important part in so called pen-and-ink draw- 
ing, many artists using it almost entirely, as a substitute for 
the pen. 

Study No. 3 is the finished drawing. Study the direction 

of the lines by which flatness or roundness in the modelling of 
the figure of the h w n  are obtained. Care should be taken not to 
go over the lines until they are dry. Note the high lights, and 
try to preserve them in their delicate suggestion of softness. In 
the modelling of the drapery of the child's dress, preserve the 
direction of the lines and the coloring which convey the action 
of the figure beneath. In drawing the hair of the child, note 
that  the direction of the line is always with the hair. In sketch- 
ing i t  is allowable to put in a suggestion of shadows for the hair 
by making the pencil-line in any direction the artist may elect. 
This is simply a kind of shorthand drawing, but in the finished 
pen-work the direction of the line should always follow the direc- 
tion of the hair. 

By the clever coloring of the foliage in the background, the 
child's face is thrown into pleasing relief. The suggestion of 

trees and foliage in the background, the wreath of flowers on 
the child's head, the fawn, all go to make a charming composi- 
tion of rural simplicity that is worthy of the student's most care- 
ful consideration as a study in composition. 

Remove the pencil-lines with a soft sponge eraser when through 
inking. A hard, harsh rubber is apt to destroy the pen-lines, 
and take up color in such a way as to make the drawing gray. 

There is probably nothing more difficult to draw than ani- 
mals, as they are so restless. Of the domestic animals, the cow 
is probably the best subject, as it will frequently stand in one 
position for a long time. A sleeping cat or dog make good sub- 
jects. In attempting any animal subject, however, i t  is best 
to get the outline in the quickest way possible, and put in the 
detail afterwards. llalte studies of the legs, feet, head, etc., of 
the subject which you can carry to any extreme of detail, and 
work them in your original outline a t  your leisure. 

STUDIES I N  ACTION 

This is a very common method among artists for obtaining the action of men and animals quickly-the detail being worked in afterwards 
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A N I M A L  D R A W I N G

m\ 

IIOIiSE STUDY 

The hor .se i< modelled entirely by the brush, as described in the Child and Fawn Study, the outlines only being put in nrith the pen 



ANIMAL STUDIES 
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RAIL-FEXCE STUDY 

Patient study of tne little things in n2ture go far towards 
the mastery of the art  of landscape drawing. hlake careful and 
detailed studies of leaves, flowers, grasses, and their twigs, bro- 
ken limbs, pieces of wood, logs, the bark of trees, then the tree 
itself. A stone wall with a bit of vine growing over it, or a rail 
fence, make a picturesque study. Having mastered to a reason- 
able degree these details, the landscape of which they all play 
an important part may then be attempted with some assurance 
of success. 

I t  is permissible to leave out such unimportant parts of 
the landscape as would tend to destroy the picturesqueness of 
the view--an ugly tree, too dense foliage that might obstruct 
the view of a bit of water. And it is likewise permissible to add 
to the picture anything that would tend to make it more pictu- 
resque, as, for instance, a pretty bunch of grass, or a rock in the 
foreground, or even to adti a tree. ITThile these departures from 
the truths of nature are permitted, the student should not think 
that any wild distortion of trees and t h e ~ r  surroundings allowable. 

Care should be exercised in selecting the subject for a land-
scape study, to make it worthy of drawing. Will i t  make a pict-
ure? Does i t  compose well ? Ask yourself these questions, and 
do a lot of thinking before you start your drawing. 


Be particular as to the perspective, or you may find you 

have the river running up hill. 


Seek first to find, as explained so fully in the chapter on 

figure-drawing, some one object n the landscape by which to 

measure the rest. I t  may be a tree, a barn, or a church-

spire, or a bunch of trees. No set rule can be laid down for 

measuring up either a figure, or landscape; every subject ap-

proached is different, and the scale for measuring i t  must be 

found by the student in the subject before him. 


Block in the hills, and rivers--the masses as they 
may be--note the directions of these general outlines by the 
pencil measurements. The same principle of obtaining the line 
directions apply here; then, being sure of the general composi- 
tion, work in the detail. Here comes in the art  of leaving out 
and putting in-what to see and what not to see. 

SPrZTTER TIVORIC 

This is a method popular among artists for making back- 

grounds for decorative work, lettering, etc. Take a thin piece 

of card-board, cut out a, section corresponding to the space you 
desire to cover in the drawing, making practically a stencil. 
Fasten this on the drawing with thumb - tacks, so i t  cannot b,: 
moved, and fully protect the rest of the drawing with sheets of 
paper. Then pour a little ink into a saucer, dip a tooth-bms~: 
into the ink, and draw the bristles over the edge of a knife blade, 
letting the " spatter" fly on to the "cut -out" on the drawing. 
With a little practice, a t  first on a blank sheet of paper, a novel 
and pleasing result will be obtained 
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W A T E R  STUDIES 


RIPPLING W A T E R S  B R E A K E R S  

TVATER STUDIES 

Showing the direction of the line necessary to  obtain the desired action. 
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C O M I C S  


(~)ncof the most ~,ronlisilig fieltls for i h ~  !.;)i~ri,q a r t  stutlcnt crise of ' '  Iiuster I3ro\\-n." 1)). Outc;tnlt, ill tlic Kew Ynsk Sun<1:1-
of to-c!ap is tha t  of "comics." Tlierc is. nothin? tll:it or t1i:~t of  " I~ox!~ in the Kc~v  York A 4 ~ ~ z e ~ i (I ,: L ~ ~ ~ ) c ; L I s  llcrL~L(f; (-;r:~n(l~j:i," 7 

so strongly to the publisher as something that  ivill rreatc a 1;111c:h, 1))- Silultz ; or rls 11)- I,e\-ering, in Ilurpcr's TT'eckly, 011 lea(': , 

somcthing to  anluse the yoluig anct the 01(! ~ ) : ~ r t i c u l a r l ytile topics o f  the (lily. 
.former. 1Iost other fieltls o f  illilstr:ttio~l I.I;L\-c their seasons of 'I'l~ere can 1,c no set rule laic1 clo~ut~ for thc  protluction of the 
rlc~~rvssion. I l c y  1 i l i i 1 (:oniic. l ) ~ - ~ n ?  the popular tl11t this is not true of comics tlie riicthod of _I.13. Frost to thilt of 

t he  time. 'I'hc popu1:tr tlema~zcl is for tliosc: in series , ) f  not grotcsquc csa~gcratioiis  in tlrrl\~.ing( i f  \Iarrincr there is a (liver-
less tl1r111 six or eight r)ictures, telling i L  st():-y t11:1t is C O I T I I I ~ C ~ Cwncc ils v<ii!c ils the poles iron: c:~ch othcr;  yet !)oth ps i~ iokc  
ill t ha t  niLuml!r-- or ;::I: ; :  ~ybe cc~ntinuetl intlcfi~~itely, as in t l ~ c  the laugh, ;111tl that, is ~ l i i l t  is wante(1. 
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CARTOONS 


For many years the use of the cartoon was confined to weekly 
publications, but with the advent of photo-engraving it has be- 
cc ne a feature of daily journalism the world over. For a time 

its use was confined to the sensational dailies, but the more con- 
servati\re papers, both in this country and Europe, have awak- 
ened to the power and influence of the cartoon, so that there 
is to-day scarcely a daily paper of any standing in the world but 
has on its staff a cartoonist. 

The cartoon is an illustrated editorial, and one to be suc-

cessful as a cartoonist should be an omnivorous reader of con-
temporaneous history, as he finds it spread before him in the 
columns of the newspapers of the day, paying special attention 
to  the editorial pages, of which he should be a most careful and 
faithful student a t  all times. 

A cartoonist is not necessarily a good artist. But this fact 
should not deter the student who aims to be a cartoonist from 
putting forth every effort to acquire the very best knowledge of 
art  that is possible, for the standard is being placed higher every 
day, and the cartoonist of the future cannot be too well armed 
for the fray. Many of the men who have attained wide repu- 
tations in this field a t  the present time have had little if any 
training in art, but a t  the same time it cannot be denied that 
the men who now command the best positions are men who 
have had an art  training, or have succeeded in getting an art 
training after they had entered upon the work. To develop 
under such circumstances is a great handicap to the best effort, 
and it is best to get started right a t  the beginning, and it will 
be found to save you a world of discouragement later on. 

The cartoonist should be fertile in ideas, have a keen sense 
of humor-for that appeals more strongly than anything else 
t o  readers-and the ability to  execute his work with rapidity. 
He must do his work so as not to  offend the advertisers of his 
paper, and great care must be exercised not to offend the relig- 

" How do you go about i t  to produce a cartoon every day?" 
is almost invariably the first question asked the cartoonist by . 

the novice. The answer is this: The artist, on arriving a t  his 

desk each day, finds the leading papers ready for his examina- 
tion. Running these over carefully, he makes notes of the lead- 

ing news features, and having concluded his reading, selects one, 
two, or three, as the case may be, of what he considers will%e 
the best subjects for the next day's issue. These he develops 

as rapidly as possible in pencil, and submits them to the editor 
for selection. Having passed the editorial ordeal, he proceeds 
to finish the idea selected in ink. 

Cartoons are mainly upon political topics, but when the po-
litical campaign is over the publishers want to get away from 
politics as much as possible, so leading news features become 
the order of the day. In metropolitan journalism, where one 
113s the whole world to draw upon for material, it is not difficult 
to find one or more subjects worthy of consideration every day. 
Society, Kall  Street, foreign news, etc., are constantly pre-
senting some news phase that permits of cartooning. 

The student will find in the examples given on pages 3j and 36, 

material for study in cartooning. In that of page 35 are presented 
the possibilities obtainable in using the portrait of one person on 
various types of men and animals. In  this example the most 
striking character markings, which the cartoonist must seize upon, 
were the nose, mouth, eyes, and eyebrows, and the markings 
of the beard. So long as these are held, the likeness will be suf- 
ficiently well preserved for the cartoonist's purpose, and will, if the 
subject's portrait is one the public is a t  all familiar with, be at 
once recognized. The only limit there is to the application of 
this principle is the imagination of the artist. 

The examples on page 36 should be carefully studied and 
copied, and where the missing head and parts of the bodies are 
indicated, fill them out as your imagination suggests thcy 





C A K T O O S  STI-I)T 


The student should copy this and fill in the missing head and parts of the bodies of the boys 




W A S H  L A M P - B L A C K  D R A W I N G  

Rlountetl Stcinl),~cli l ) . i i ) c ~  1s cc )nimonly usetl for this purl)ose 
Ivorv-l~lack n-atcr color, to 11 lilcll \\-,lter is atltletl to obtaln the 

clc~srr-ctl shatle, i i  the onl! color usetl clecitletl~!:L\-III~ upon 
your tliliigt~, li,rhtl!- i k ~ t c l i  111 l)e;icll, thctl place a littleI L  ~ ~ i t l i  

c~)!o~- \\.:~terto make a \\as11 that 111 a saucer-, :~titl : ~ t l t lsuflic~et~t 
wili e,)~-er thc S ~ L C C(Iesire(1. ('on~me~lcc by tipping the boarc1 
to~vartls 1-ou: then filling the brush with color, draw it across the 
to^) of the board from left to ripht. Irnmcdiately fill the brush 

ag;iiti, ant1 follow the edge of the preceding line across, taking 
Ili' thc little rivulet of color on the edge of the first line --which 

wili ha\-c formed clear across thc board by having tilted the 
boarti towards you-ant1 repeat the operation until you have 

coveretl the spacc desired. Upon the success with which you 
have carried for~vartl the wash will depend the success of your 

effort. Shoultl you allon- the preceding line to dry a t  any point, 
it tvill leave a bat1 spot in your tint and will be found tlif- 

ficult to overcome. The color must be kept running, as you 
wili filitl by experience. .I small piece of blotting-paper will 
be founcl useful to take up color when desired. 

I'rnctice ~vill show the necessity of laying on the right density 
of color the first time. There is always a "life" and transpar- 
cncj- to the first wash, that is lost if you go over the same spot 

n1:~riy times. ,111 watcr-color appears darker when first applietl 

than ~ h c nthoroughlj- dried. This is peculiarly true 15-lien using 
:L dr.~tving-p;ipcr that is very absorbent. 

llon't be afraid of the color if it looks too dark, ant1 avoid 
the temptation to nuke  it darker when it is half dried, or you 

will find the brush taking up the color in spots, leaving almost 
bar? paper-spots that you will find it difficult to cover. 

IIake your work clean and bold. ,I\.oid "niggling," as the 
artists s ; L ~ .  

Don't get too close to your work. Drop it frequently and 
statld ~ f f  to get the effect inipossible to obtain when it is less 
than an arm's-length atva!] S P E C I I I E N  O F  A WASH D R A W I N G  BY C.  D.  W E L D O N  

07 (1iel)roduced from Ilrzrpcr's . l lugazi~le) 



D I S T E M P E R  D R A W I N G  

Ivory black ant1 Chinese white water-colors are used 
for distemper drawing. These mediums form a body of 

color, and require that the design you desire to draw 

should be laid in with strong pencil - lines, as the color 
soon covers the tracings of the pencil. Bristle brushes 

and red and black sable brushes are used in distemper 
drawing. 

Any heavy card-board or canvas can be used for dis- 
temper work. 

A of wash and distemper drawing is 
much in vogue among illustr, '1 t ors. 

Wash and distemper drawings are also reproducetl by 
a photographic process known as the "half-tone," a neg- 
ative being made of the drawing through what is termed 
a screen, which throws the picture into minute squares 
of stipple running diagonally across the plate, which is 
then etched precisely the same as a line-drawing. 

The combination of black and white produces a 
bluish tone, the values of which the photo-engraver has 
difficulty in reproducing, certain cf the lighter tones being 
lost, and medium dark tones merging too suddenly into 

black. This may be overcome by the addition of a little 
sepia, which gives it a slight brownish tone. 

What was said about working over a moist spot in 
a wash-drawing applies to distemper, and can onlv be 

done safely by the experienced. Care should also be 
taken in applying the second wash to do it quickly and 
with a light touch-to avoid picking up the color already 
placed, even when dry-greater than in the case of the 
transparent wash-drawing. 

Beyond these elementary instructions there are num- 
berless " tricks " in the handling of distemper that can 

SI'ECIAIEN O F  A DISTELII'ER D R A W I S G  BY A .  B. FROST 
only be acquired by patient experiment, but, once ac-

(Reproduzed from Harper's Magazine)
quired, make it a most effective and interesting medium. 
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D R A W I N G  O N  S I L V E R  P R I N T S  

For this purpose, in newspaper-work, the photo it is desired 
to copy is enlarged by re-photographing, and making therefrom 
what is known as a "silver print." This is made on Clemmon's 
plain salted paper, which is then mounted on a piece of card-
board, for convenience in handling, and gives a perfectly smooth, 
firm sqlrface for drawing upon. The artist then carefully traces 
the outlines of the sul)jcct, using the ordinary drawing - pens 
and India-ink, varying the pens, of course, according to the 
character of the lines desired. IIra.12- in the deep shadows first, 
and gradually work out to the high lights. \Then thc drawing 
is complete, the photo color (the silver) can be hlcachecl away 
by pouring on it a saturated solution of bichloride of nlcrcury. 
This eats the silver away, and leaves the pen-lines clean a, . 
sharp upon what will now be a perfectly white sheet of paper. 
This will dry quickly, when, by comparing the drawing with 
the original photo, he can proceed to touch it up where*r,eces- EXAMPLE O F  BUILDIXGS AND LANDSCAPE D R A W N  O N  

SILVER P R I N T  
sary. 

The bleaching solution is mntle of equal parts of water and 
alcohol, to which is added sufficic.nt bichloride of mercury to 
make it a saturated solution. 11s this "blcach" is a deadly 
poison, care must be taken in its use. 

A photo of a building, a landscape, cr any other subject, 

can, of course, be treated iri this manner. 


The process of drying the silver print after bleaching can be 


greatly hastened by waving it back and forth in the air. By 

this means the alcohol is more quickly evaporated. 


The pen-and-ink portrait is not in much demand now except for 

advertising purposes and for provincial-journalism use, the half- 

tone portrait having displaced it. The half-tone portrait or view i 


is made direct from the photograph, without practically any 

handwork upon it except what is necessary to make it fit the 


W I L L I A M  D E A N  HOWELLS DR. E D W A R D  EVERETT HALE 

desired space, or to bring out some detail that may have been , 


lost in the photograph, or to accentuate the high lights, and EXAMPLES OF PORTRAITS DRAWN O N  SILVER PRINTS 


possibly to sharpen the outline. 
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L E T T E R I N G  


I n  newspaper - ~vork, particularly the Sundav supplements, 
lettering plays an important part, and the necessity for a general 
ltnowledge of the basic principles will be apparent 

There are four general styles of letters, upon which all others 
are based. They are the l-)lock, the Roman, Old English, and 
script letters, examples of which are here given. There are no 
hard and fast rules governing their making, and in submitting 
these examples we shall simply call attention to  the general 
laws governing their construction and arrangement. 

Block and lioman caps are all the same height, but not all the 
same width ",I,"" 11," and "TT," from the nature of their con- 
struction, are made wider, so that they will look uniform with the 
rest of the letters Shoulil they be made the same in width as 
the other letters, thev will appear cramped and heavy, and en-
tirely out of keeping nit11 thc rest of the letters 111drawing a 
line of lettering, it is possihlc to make the spacing even more 
uniform than those set up from type Type letters are male  

t of necessity so that the letter sets on a square base, and n-hen 
such letters as " IT,"" Y," ",I,"and " V "  are used in conjunction, 
i t  is impossible to  give them the proper spacing. Printers usually 
call the block letters " Gothic " ; n7hy this is we do not know. 

Thc small or " lower-case" letters usually occupy two-thirds 
of the height of the caps. 

Block letters are usually made by ruling off from four to  
six parallel lines ciyuidistant, and then drawing perpendicular 
lines the same ~ ~ i t l t h  apart, crossing the parallel lines, making 
a series of small squares, or blocks --hence the name block letter. 
(See example on page 41.) Each letter occupies the same num- 
ber of squares in height and width, with the exception of",2," 
" 31," and "T I ' , "  as before notecl, the space between the letters 
being the width of a square. The Roman and Old English let- 
ters are laid out on the same general plan of squares, so as to 
get them of equal height and width and of the desired spacing- 
all of which 1s a matter of taste ni th  the artist 

Script letters are laid out by ruling off a series of parallel 
lines as in the block letter, but the perpendicular guitle - line 

should be a t  an angle of a t  least forty-five to  fifty degrees, so as 
to give the letter the proper slant. 

By studying and practising the scale of square rule on page 
4, with the suggestions here given, i t  should be possil~le for 
one to draw almost any scheme of lettering desired Practicc 
makes perfect, and with proficiency nil1 come freetlom of treat- 
ment, until, as in writing, the rules by nhich vie first attained the 
art  of writing are forgotten, and you n-ill "letter" as you n-rite, 
without thought of rules. 

In drawing lower-case Old English letters (that IS,the small 
letters), first draw five parallel lines of the desired height, as 
sho.ctln In the following example: 

Lt 
4;
I 

I 

The ttvo closely ruled parallel lines are for the spacing of the 
angle a t  the top and bottom of the letter, and the space betn-een 
give$ the uniformity of length to the perpendicular body-line. In 
tlran-in;: the letters fasten a ruler with thumb-tacks a fen- inches 
helo~v the bottom line of your lettering, antl parallel to i t ,  then 
having made the proper spacing for the letters, place a trl-square 
against the ruler antl draw in the perpendicul;~~ linei, movln;: 
the tri-square along from letter to letter; by thls means e'ich 
letter will be exactly perpendicular. The anglcs a t  the top ancl 
bottom of the letters are made in the same manner, perfectly 
uniform in their slant. 



L E T T E R I N G  

B L O C K  L E T T E R  A L P H A B E T  

a b c d e f g h i j  k l m n ~ p q r ~ t u v w x y z $ 1 2 3 4 5 6 7 8 9 0  

S C R I P T  LETTER A L P H A R E T  

OLD E N G L I S H  A 1 , P H A B E T  



Measure with compasses from A to B (see Fig. I )  ; then 
place compasses a t  C, and strike a circle as shown by dotted 
line from n to E, 2nd where the cii-cie intersects the horizontal 

line a t  D and E place pins (see Fig. 2 ) ,  also one a t  C; stretch 
a thread from D to E passing over C, and tie ends together a t  
C. Remove the pin a t  C ;  then holding a pencil perpendicularly 
describe the oval as here shown. 

TINT AND STIPPLE PAPERS 

As labor-saving mediums, tint and stipple papers find great 
iawor. Two examples are here given. They come in a great 
variety of designs and are used for backgrounds and many other 
purposes. The tint papers come ready for use, but the Ross 
stipple papers have the designs embossed on them and are made 
available only by the pencil or crayon-very pretty effects are 

obtained by their use. The ruled tint papers are used for flat 
surface effects or in mechanical drawing, where gradations in 
the line are necessary to obtain rounding effects. 

Tint and stipple effects are obtained also by the us? of a me- 

chanical device known as the Ben Day Process. This is commonly 
used in the newspaper or photo-engraving art  departments, the 
artist indicating in blue pencil the part he desires stippled or 
tinted and the character of the tint or stipple desired. 
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NEWS A N D  STORY ILLUSTRATIONS-FOLIAGE STUDY 


NEWS 11,LUSTII:ITlON 

This is a field requiring the best type of artistic ability. The 

news artist must not only have the technicai ability to transfer 
to paper the most :striking scene in the clrama of n court-room 
trial or a railway disaster, with decision, but a t  the same time 
must in the highest clegree know what to leave out and what to 

put in. From the nature of the work oftentimes it is only pos- 
sible to  get thc merest outline of suggestion, a short-ham1 nlcm- 
oranduln, as i t  were, from l~h ich  to make the finishecl tlran-ing. 
This is frequently done with remarkable fitlelity t)y men of ex- 
perience. Then again, he milst, in newspa1)er p;trlance, have 11 

"nose for news" t h a t  is, the ahility to seize upon that n-hicli 
most fully ant1 completely tclls the story, ancl that will he most 
helpful to  interpretation of the text. 

STOilY ILI,L'S'l'II,l'1'ION 

In story illustration the creativc power is a1,solutely essen-

tial. The artist stuclics the text in tletail, selectin;: for illustrn- 
tion that which is most striking ant1 picturesque, keepin;: in 
mind that the pictures are not only to embellish the text, ljut 

to  attract to its perusal. To (lo this he must e i~ter  fully into 
the spirit of the story, just as an actor enters into the character 

he interprets upon the stage. 
In newspaper illustrative work, particularly in the Sunday 

supplements, what is known as '' lay outs " are lrery artistically 

arranged for the dramatic and story feature pages. T11e artist 
is given a num.ber of photographs which are to illustrate the 
story, and these he arranges within an artistic series of fancy 
bordered squares or ovals, leaving a space somewhere in the 
composition to introduce one or more striking figures in such a 
way as to  convey the spirit of the story, and also leaving suffi- 
cient space across the top of the page for the lettering of the 

caption. This feature of illustrative work receives the atten-

tion of nlany of our nlost talented artists, and is often beauti- 

fully decorative ant1 of the highest artistic merit. 
In arranging a " lay out" for a page, the artist makes in pen- 

cil a clur-rlmy tlesign of the whole page, about one-third larger 
than the actual page size, 011 hear.? clra~ving card-boarcl or mount- 
etl Steinhach paper, ruling off the columns just 11s they are in 
the paper. Elc then 1)rocectls to arrange the squares, ovals, 
an(1 general clesign, as before tiescrihetl, so that when reducccl 
it \\ill fit into the colunin measure of !,he paper exactly. 
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NEWS ILLUSTRATIONS 






N E W S  


Permission of the New York TVorZd Drawn by E. FUHR 
A S C E K E  D U R I N G  T H E  PATRICK TRIAL 


Reproduced directly from the pencil-sketch as made in the court-room 
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N E W S  


KCSSIA X 1'1-AI)I\.OSrrOK FLEET 
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N E W S  


J O ?R.D0%?3.3405. 

I'ermissii~:~v l  thc S e w  York lfcmld I)ra.\.n 11) .  F. FOSTERL i x ( . n ~ y  

:I COVRT-IZ0011 S C E N E  


I<cl~rc,ducedfrom sketch as made in court-room 


49 






N E W S  


' ADMIRAL \ I  1ADMIRAL CAPTAIN P R I N C E  
YONTIRPITZ VON MUELLEP H E N R Y  S E C K E N D O R F F  

Permission of the New York rlmeruan Drawn by E. FREDERICK 
PRINCE HENRY AND OFFICERS OF HIS SUITE IN "THE NAVAL CORNER OF THE SMOKING-ROOM" 





N E W S .  


Permission ol the Sew York llrorlJ 
DESIGN FOR THEATRICAL PAGE l 1  LAY-OUT' '  

Made entirely with the brush, or " dry-point " 

. . 



N E W S  




N E W S  

Bv Prrnm~si~on Drann h) H G DART 
JAI ' . \SESE ADTTAiYCE-GUA\RD F I R I S ( ;  O X  A I'AKTY O F  COSSACK S C O U T S  S E A R  

Tr\I,O RIVEIZ 

2 





N E W S  






N E W S  

R y Pcrmission 

O N  THE LIFE-LINE 



NEWS 




FICTION I L L U S T R A T I O N S  






- - - - --- --- - - - -- -- - 

,,. ,b' v, - , .  tl- -.$ - " w 0 ,'v p, - . , I - " 
-t-

-

FICTION 


---____ -V--I_~?__-

Pcrm~ss~on ILLUSTRATION A STORY LUISMORAof Harper's Weekly FOR S H O R T  Dralcn by F 
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FICTION 



\ '  .? .-

F I C T I O N  


I 
 I 

Pern:ission uf thc Ncw York Herold BASC;!  Drawn l ~ yIV. 1 fon i ; a~  

65 






F I C T I O N  


Bbeepas a bourre+as 
atK Q ~grenf 
c a ~ ~ o f  up,bram if 


A PUZZLE-PICTURE Drawn by WILLARDBONTE 
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FICTION 




FICTION 


ILLUSTRATIOX FOR A S E R I A L  STORY 



- -

FICTION 


Permission of Harper's Weekly Drawn by HOWARDPYLE 
HEAD-PIECES FOR A SHORT STORY 
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F I C T I O N  


ILLUSTRATION FOR A SHORT STORY 

* 





-.. 4. ' .v " ,G w " " 0 '  , 

F I C T I O N  


Pernlission of H a r ~ e r ' sWeekly Drawn by W. H. HYDE 

ILLUSTRATION FOR A SHORT STORY 
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CARTOONS 






CARTOONS 


Permission of the New York World Drawn by C. G. BUSH 

WE'VE HAD A -OF A TIME 






C A R T O O N S  


Permission of the Critic Drawn by C .  DE FOKSAKO 





CARTOONS 


Permission of the New York Evening Telegram Drawn b y  H. COULTAUS 
A PROMISING FLIRTATIOK 

8 I 



CARTOONS 


Perm~sqionof thr Nr XI 170rL .Imrrzro+r D r a n n  ho T. S. Srrr r.r17n~l  


WANTED, A CORKSCREW, A P P L Y  T G  XICHOLAS, ST. PETERSRURG 


8 2  






CARTOONS 


Permission of the New York A!fazl Drawn by F. T.RICHARDS 
WILLIAM J.-" GREAT KANSAS CITY! I THOUGHT I WAS THE ONLY 16 TO I MAN IN EXISTENCE" 

8-1 



P O P U L A R  P L A Y S  F O R  T H E  P E O P L E - T E N  N I G H T S  IN A BAR-ROOM 

' I  FATHER, DEAR FATHER, COME HOME !" Drawn by F. OPPER 



CARTOONS 


By Permission 





CARTOONS 




C O M I C S  






COMICS 




C O M I C S  

AH!TNERE 15 MY DEAR 
WIFE,Nor*/,- J V S T I N ~ ~ M E  

To' G E T  THE T R A l Y  

L I 
Permission of the New York Evening World Drawn by T. E. POWERS 

MORAL-AN OUNCE O F  INVENTION I S  WORTH A POUND O F  CURE, 
PROVIDING YOU DON'T STRIKE THE BRIDGE CRUSH 



C O M I C S  


Permission of the New York EDvzin,~World Drawn by T $ POWERS 
MORAL-DON'T BRING YOUR WIFE'S HAT HOME DURING CRUSH HOURS 

6 





-- . ' .' '-

C O M I C S  
McDOUGALL'S CHILDREN 



C O M I C S  


?;&- G O i - ~ax 

Drawn by R F.OUTCAULT 
Permission of the N e w  York Herald 



C O M I C S  


NO WONDER THE CAPTAIN DIDN'T PEEL WELL Drawn by R.DIRKS 





C O M I C S  


Drawn by PAULBRANSOM 
A BALL GAME I N  BUGVILLE 



6
$ Drawn by HY M A S E R  

Permission of Life 
S P A G H E T T I  AND GESTICULATION 



C O M I C S  


Drawn by F. hI. FOLLETT 
1 




I 

C O M I C S  


I. BOYS-Grandpa's napping again; we are in  2 .  Boys-Now for n f c ~ vmorc things to  pile on 3. GRANI)PA-WC~~,now, those boys must think me 
luck; let's cover him with the rug. casily caught. 

I - I 
Permission of the New York American Drawn b y  CARLSHULTZE 

4. Boys-Oh, 
gently. 

say, this is too easy; pile them on 5 Boys-Now
pa awalien? 

what a row there will he when grand- 6. GRANDPA-Hello,boys1 What arc you doing 
under that  sofa? Come out and let's have al i t t le  fun. 





COMICS 


P,rmission of the New York World 



C O M I C S  


MR. JACK-HE TRIES TO LOSE HIS CADDIE Drawn by JAMES SWI~NERTON 





COMICS 


BY Perrn~ssion Drawn by W P BODFISH 

SHE-INDEED, 1 DO ENJOY BEING AWAY FROhl ALL T H O S E  C R E E P I N G ,  

CRAWLING T H I N G S  ON S H O R E  

BY Permission Drawn by WM. MARRINER Permission of the Eew York Evenilzg yournal Dra~vnby T. S. ALI.ES 

W H Y  SO CAST DOWN- .  

KING UGLI-MEGG-I've just learned that  one of the missionaries See here, men. dis loidy has promised to bc ycr cnptait1's 
has died of the fever. and I'm afraid those we've catcn may have hride, and I want 1-er ter swear to scrl-c her nrld ycr life's 1,lood
contracted the disease. samc as me 
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