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Introduction

This book has evolved through many years of illustrating elements of the natural world and sharing my passion with others through my art, teaching opportunities and my vocation as a naturalist. Being a great advocate of accurate observational drawing techniques and the processes involved has stood me in good stead to share this with a wider audience. I invite you to join me on this journey as I illustrate numerous subjects from the natural world.

You will find subject-themed chapters, with opportunities to engage in study that endeavours to provide something for all skill levels. This will be through written narrative, step-by-step exercises and case studies. I also include the work of other artists whose work I admire and will interest others.






DEPICTION AND DISCOVERY OF THE NATURAL WORLD

The natural world has always been depicted in art, from the first representation of animals in cave paintings, through to historic manuscripts and illustrations, and the discoveries of explorers, scientists and naturalists, which have been recorded for posterity and to further the knowledge of species and habitats.

Through time, humans have been inspired to ‘discover’. We have a need to discover the natural world around us, not necessarily travelling far from home – it can be exploring in our own garden, visiting nature reserves, and enjoying urban green spaces, parks and formal gardens, woodlands, the coast; the list is endless. Through this need to discover, we strengthen our connection to the natural world, learn about its processes, see what we need to do to conserve it and learn about how animals, plants and other natural organisms interact and depend on it.

Becoming familiar with these things, particularly growth and structure in nature, plays an important part in natural history illustration. A natural history illustrator will research their subject deeply so that the information they gain will be incorporated into the illustration, enabling it to be used for reference and identification purposes. It can take great skill and time to become an accomplished natural history illustrator.

It is difficult to categorize the ways in which nature can be depicted in the world of drawing and painting, but I hope that the following will help to further your understanding.

Wildlife Art

This is a broad category. I see this as paintings of nature created using a variety of media, singularly or in combination. The paintings can be detailed and realistic or may have more of an impressionistic or even abstract quality and may include habitat and animals in action. In some cases, the paintings can be very large and can include exotic species not associated with the country/area where we live or with which we are familiar. On the other hand, it can also encompass field sketches, printmaking and sculpture. Subject matter can originate from working in the field and reference images can also be used.

Nature Journalling

Journalling refers to drawings, sketches and paintings of many elements of the natural world that are created in book format, sometimes following a calendar. It uses a variety of media and can also include different forms of narrative, even poetry. The text can be decorative and you may even include collected natural items. The sketches within the journal are not necessarily used to develop an additional piece of art, but are often completed in the field as a way of recording the nature we see for pleasure.

Natural History Illustration

To me and many others, this is truly the marriage of science and art. Normally, the focus is purely on the subject, and initial drawings from the planning stage through to completion are analytical, with an emphasis on portraying accuracy and detail. Subject matter can be dead or alive, and museum, taxidermy and herbarium specimens are often used in combination with other reference materials. Completed illustrations might be of individual specimens at life-size or with the size scaled up or down; or a complex composition with various elements; or a montage of similar subjects, which is aesthetically pleasing as a stand-alone work of art and a more contemporary approach. Natural history illustrations can be used to identify an animal or other species and used in identification publications, interpretation resources for green spaces and scientific journals, and they can be produced digitally. Illustrations can be created using a variety of media, which can include watercolour; gouache; pen and ink for line and stippled drawings; graphite pencil and colour pencil.

The approach we will be taking in this book will largely be based on natural history illustration. This doesn’t mean that you have to categorize yourself and your work in this genre for eternity, but hopefully the techniques that you discover and learn can be transferred to or utilized in other interest areas in drawing and painting.

THE DEVELOPMENT OF PENS AND INK

While researching for this book I found much information about the history and development of ink and the use of pens and their predecessors, so I have collated the information into a timeline, which gives a historical overview from 2000BC to the present day.

A STEP BACK IN TIME – ARTISTS WHO USED PEN AND INK

Leonardo da Vinci (1452–1519) drew and wrote with a quill pen made out of a goose feather for most of his life. He used neat oak gall ink when employing the quill and diluted it when applying with a brush.

As well as using ink independently, he often combined it with chalk (red, black and ochre) in his drawings. His ink drawings were often created from his imagination. The familiar drawing of A Star of Bethlehem and other Plants C.1506–1512, was a study piece for another artwork. There is evidence of stylization in his drawing, such as the growth pattern of the leaves and further evidence of plants observed in the wild, where you can see anemones in the background of this piece, drawn accurately.




The Knopper gall is one type of gall that can be used in creating ink.



In the era of exploration, discovery and collection, naturalists and others following a scientific discipline would often use pen and ink in their notebooks to record their observations in drawn and written form.


THE HISTORY AND DEVELOPMENT OF INK AND PENS





Caleb Evans (1831–1886) worked as a clerk, but decided to study geology in 1855. He became a proficient geologist, writing and publishing several papers on geological subjects. All his discoveries were recorded in his notebooks using a metal-nibbed pen, with detailed annotations next to each drawing. Two of his notebooks, incorporating his drawings of brachiopods, are held in the archives of the Natural History Museum in London. I have seen and looked through both of them while researching for this book and was mesmerized by the detail, accuracy, content and beauty within. The ink looked sepia in colour, but may well have originated from oak gall ink that has become discoloured over time. One page from his notebooks is available to view online in the Natural History Museum image library.

Gertrude Mary Woodward (1854–1939) was held in high esteem as a natural history and scientific illustrator. She illustrated many palaeontological works and used watercolours, as well as pen and ink. I also viewed some of her work during my research, including ink-line work of a partial dinosaur skeleton drawn in the 1890s. A lettered key was included and the line work was very clear and precise, with tonal variation in the line very evident to indicate the side of the bones in shadow. The cross-hatching was well spaced and regular, indicating the shadow and depth of the specimen’s eye socket.

Her illustrations were often drawn on a board known as Whatman board, which was inflexible and backed with Whatman paper, a high-quality paper used for many years. This paper was used for watercolour and pen and ink and by 1918, the illustration board was known as Whatman’s Watercolour Sketching Board – hot-pressed surface. It was this support that she used to illustrate subjects collected as part of the British Antarctic Terra Nova expedition, which took place from 1910 to 1913. This was the famous expedition from which Captain Robert Falcon Scott and four of his companions never returned after their journey to the South Pole. She completed these illustrations in 1918.




Feathery seedheads by Jeannie Foord – date of work unknown.



Jeannie Foord (birth and death dates unknown) has work included in the book written by Lewis F. Day called Nature in Ornament, first published in 1891. This comprised two volumes in which he describes, ‘The general purpose of them is to show the development of ornament from natural form, and its constant relation to nature.’ Jeannie’s work was influenced by art nouveau and her drawings of plants came across as being simple, but nevertheless realistic and accurate. Some of her compositions include cropped views of the plants, which are aesthetically pleasing.

Lewis F. Day goes onto say, ‘Miss Foord’s drawings are so many plain and definite, although most sympathetic statements of fact, carefully observed, and meant to set others observing.’

Stella Ross-Craig (1906–2006) is an illustrator who has played an important part in my botanical work with pen and ink and other media. She was a botanical illustrator and taxonomist from 1929, during which time she illustrated over 3,000 species of flowering plants. From 1949 to 1970, she was chief artist on Curtis’s Botanical Magazine. Over twenty-five years and more than 1,300 drawings later, Stella completed the eighth and final volume of Drawings of British Plants. It is now out of print, but I am grateful to own a full set and it is a resource I refer to time and time again when I am illustrating native plants from the UK. In a Daily Telegraph interview in 2001, she said that she did not have a favourite plant, but she named the medlar as her favourite drawing.

Her process of drawing the botanical plates was first to draw lightly in pencil and then ink in using a dip pen with a lithographic nib. She would also use a pair of dividers and a dissecting microscope. I use her books for reference, but they are also a delight to look at and to analyse the marks she used to portray the form and detail of particular botanical features.

Contemporary Botanical Illustrators

The tradition of illustrating in pen and ink is still used today to record plant discoveries and their taxonomic description. Botanical illustrators often work as freelancers and are employed by botanists and/or botanical gardens and other institutions. Illustrators rendering scientific botanical illustrations must have excellent botany skills and be skilled enough to work from herbarium specimens when a live plant is not available. It is important these skills are passed onto others to continue this essential role in the field of botany. So many more aspects of the plant can be included in a botanical illustration, which would be difficult to capture with photography alone. The whole growth cycle of a plant can often be shown in one illustration.

To continue this tradition and raise the profile of scientific botanical illustration, an international award, The Margaret Flockton Award, focuses on this discipline. Illustrators around the world submit their taxonomic illustrations. These are highly detailed black and white drawings, usually completed in pen and ink, though they can also be in pencil or digitally rendered.

Contemporary botanical illustrators who work in pen and ink include: Catherine Wardrop and Lesley Elkan, both based at The Royal Botanic Garden Sydney, Australia; Rogerio Lupo from Brazil; and Lucy Smith, Deborah Lambkin, Andrew Brown, Judi Stone and Hazel Wilks, all of whom work for Royal Botanic Gardens, Kew.

Contemporary Natural History Illustrators

Natural history illustrations in pen and ink are usually commissioned for identification guides and scientific journals. They are often presented in combination with other photographic images and text. Smaller illustrations used in this way are called ‘spot illustrations’ and are not as large as a feature illustration.

The career pathway into natural history illustration is varied and the number of undergraduate and postgraduate opportunities are few and far between. As far as I know, there are no undergraduate degree courses solely dedicated to natural science illustration. Some general illustration degree courses are in a modular format whereby students can study natural science illustration in a single module. This is the route that some illustrators have taken. Others have a natural science degree and have diversified if they have an interest in art and illustration. Although already interested in art, I only became a career natural history and botanical illustrator once I had followed this path. Natural history illustrators will also produce decorative artwork commercially, selling framed pictures at exhibitions, conferences and privately. Some will also teach, enabling them to share their skills and to inspire tutees of all ages if the teaching setting is appropriate.




These books illustrated by Stella Ross-Craig are my first port of call when illustrating native plants.



The Guild of Natural Science Illustrators (GNSI) is a US-based organization but with members from all over the world. The GNSI connects professionals who promote, educate and celebrate the visual communication of science.

Contemporary natural history illustrators who work in pen and ink include Carim Nahaboo, Paschalis Dougalis, Elizabeth Romanini, Hannah Cross Hanlon and Eva Richards.

VIEWING THE WORK OF OTHERS

There are huge benefits in viewing the work of other natural history artists and illustrators to aid you in your artistic endeavours, whether the artwork is in a museum, in their archives, gallery or exhibition, and so much can be viewed online these days.

As you engage with the artworks, use these suggestions to guide your thoughts and evaluation of the artists’ work:


• What is the purpose of the illustration?

• What mark-making techniques has the artist used?

• Look at the quality of the line produced. Is it smooth, irregular or broken?

• How have these marks been used to depict:

– form

– texture

– pattern

– colour?

• How is the subject placed on the page?

• If there are multiple elements in the composition, how have they been arranged?

• What do you like about the illustration?






The author, using direct references from life, creating an illustration of plant galls found on species of oak.



As you become more familiar with this book and incorporate some or all of the techniques in your work, you will understand the purpose of these suggestions, which will become clearer and more meaningful.

Throughout the book you will see and read about the processes that are taken in creating many illustrations. There are more detailed explanations within the step-by-step exercises, which take you through every stage of developing an illustration. I have carefully chosen these as they focus on a specific subject area that you can apply to your own work and cover a range of skill levels.

The highlighted case studies explain areas of my work that may be of benefit to other artists, those new to pen and ink illustration and those who are looking to develop their working practice.

OVERVIEW OF STEP-BY-STEP EXERCISES WITHIN THIS BOOK


	Skill level	Subject	Aim

	Beginners to intermediate	Inside a fig	To depict intricate natural patterns found inside fruit

	Beginners to intermediate	Thornback ray egg case	To replicate a line drawing using white ink on a black surface that has been created with black Indian ink

	Intermediate to advanced	Helicoid shell	To follow a structured drawing approach

	Beginners to intermediate	Pliosaur teeth	To practise varying hatching techniques using multiple ink colours on toned paper

	Intermediate to advanced	Stag beetle	To demonstrate the techniques used to depict a very dark-coloured subject and how best to interpret the tonal values

	Beginners to intermediate	Barn owl feather	To illustrate soft textures and differentiate between depicting colour and tonal values

	Intermediate to advanced	Blue tit’s nest	To break down the stages of illustrating a complex textural subject

	Intermediate to advanced	European otter	To create a complimentary background to an illustration and to demonstrate how to depict wet animal hair



OVERVIEW OF CASE STUDIES WITHIN THIS BOOK


	Subject	Theme

	Jade vine flowers and fruit	Creating an illustration from references collected at different times

	Collecting strandline subjects	Collecting, preserving and positioning subject matter

	Fossils	Working in a museum setting

	Lepidoptera – butterflies and moths	Combining art and conservation, and recording species

	Birds – the Chaffinch and Wren	Drawing birds from dead specimens

	Harvest mice and nest	Creating a composition with subject matter from different sources




CHAPTER 1

Subject Matter and Reference Material

Discovering New and Exciting Subjects Strengthens Your Connection to the Natural World

When we talk of collecting natural history specimens and reference material, I imagine our minds might be taken back to the Victorian era, which was considered the golden age of natural history collecting. It was not always for scientific research, but often for display, personal satisfaction and pleasure, and one-upmanship. Many species were brought to the brink of extinction through this activity. Thankfully, collecting on this scale has been obliterated and there are legislation and conservation designations in place to protect species and habitats.






In this present era, identifying subject matter and collecting reference material is an essential part of the illustration process. This can be an exciting time when the level of enthusiasm and inspiration becomes more heightened, as we satisfy our quest and discover more about the subject. This discovery and investigation are often aided by professionals, such as botanists, conservationists, zoologists and horticulturalists.

At this initial stage, pencil or pen have not even touched the drawing paper, but other senses have come into play as we observe the shape, size, colour and pattern of the item; touch it; feel its texture; and become familiar with its form. This is fine if it is stationary and a subject that can be handled, but if it is live then observation is key. In these circumstances we need to observe its behaviour; discern its colour, texture and pattern; and detect how it moves, seeing if its shape changes when it moves. All this information can be recorded in illustrations and words, and in other ways, such as preserving specimens and taking photographs.

WHERE TO FIND NATURAL HISTORY SPECIMENS

It is amazing what you can find once you look closely. If you are wanting inspiration with no specific subject in mind, simply look in your garden and when you are out for a walk, at the park or at the beach, keep a look out for objects – seedpods, stones, shells, wood, feathers, animal bones, dried plant galls, the list can go on and on.




Slate pencil urchin drawn in my museum sketchbook, which is a nice compact size to fit into any bag.






A Peregrine falcon taxidermy specimen from a museum collection being used for study.



Nature reserves and their visitor centres often have items on display. It’s daunting to sit in a bird hide or out in the open while drawing, but it can be exciting drawing out of doors from live subjects. Binoculars or a telescope are useful to have and you can view live animals from a distance without disturbing them. Wildlife parks are also good places to visit to sketch and gather reference material.

Many natural history artists visit museums for inspiration. There are numerous exhibits on display for you to choose from and you can often find a comfortable place to perch or sit while you sketch or take down details. It can be more challenging if it is a busy museum, such as one in a major city, but some of the smaller municipal museums can be quieter, particularly if you visit on a weekday or when they first open for the day. Your sketching kit does not have to be large; it can simply include a pencil or pen and a pocket-sized sketchbook.

You may find that some museums will, upon request, allow visitors ‘behind the scenes’ to view and study objects from their natural sciences collection. If a museum is able to offer this service, an appointment is usually needed and will be dependent on staffing levels and space to accommodate visitors. Long-term storage facilities for museums might be off-site, so access could be limited.


WORKING WITH A MUSEUM NATURAL SCIENCE COLLECTION – CONSIDERATIONS AND GUIDELINES

• When arranging a museum visit, it is best to be flexible. Be aware that if the staff have other short-notice commitments, these may have to take priority.

• Consider what you are wearing. If you will be handling specimens or moving boxes, clothing and jewellery can get in the way. When I first visited museums, I was in the habit of putting my glasses on my head when I didn’t need them, which was potentially problematic – if you are peering over drawers of delicate insects this is definitely discouraged; you can imagine the damage if your glasses were to fall off.

• Follow the instructions given by the staff when handling specimens. If you are not sure, ask.

• Wash your hands before and after handling specimens.

• Some specimens may be extremely old and their condition might not be perfect. Usually, they are still useful for observation. If there is more than one specimen of a particular species, use several together to get the information you need for your study.

• Bird specimens will have been posed in a particular position, so be mindful that if a specimen is older, the pose might not be truly accurate. This can be due to the taxidermist being unfamiliar with the species, or it may have been positioned by a less experienced or ‘hobby’ taxidermist, as some of them were in the past.

• You will often find that some specimens posed in the Victorian era are not always as accurate as some of those posed more recently.

• Remember that specimens, especially birds, will have glass eyes, so take this into consideration. They can appear somewhat stark, so if you can, look at photos or actual birds to get the feel and accuracy of a natural eye.

• Be aware that space may be limited. It might be a good idea to take a limited drawing kit, such as a sketching field kit.

• Remember to take other useful items – a magnifying glass and a camera are invaluable.

I realize, of course, this may not suit everyone, and you may not be happy with handling dead animals. One thing to bear in mind is that even though many specimens were collected at a time when it was considered ‘fashionable’ and the only way amateur naturalists could increase their knowledge, invariably they have been gifted to the museum service when the benefactor has passed away, and in some cases, several generations later.

It is far better to keep such collections together, rather than splitting them up and selling them for profit. Using them for educational purposes, in whatever way, must be more positive. I know from past experience that the museum I was visiting was thrilled that their collections in storage were of benefit to me in my development as an artist.



COLLECTING SUBJECT MATTER

There is an array of subject matter out there to inspire us and we can be fortunate enough to collect items to take home, or we may even be given specimens. If the latter, we should be absolutely sure of its provenance and ask for any associated records, if applicable.

Also consider the legislation with regard to the collecting and possession of such specimens. This will, of course, vary according to your country of residence or where the object is found. In some instances, it is illegal to possess dead wild animals or birds, or parts of, especially if they are protected species because of conservation concern. In certain countries you would need to register that you are in possession of such an animal and a license may be required to keep it; the latter often applies to naturally deceased birds of prey when they are used for taxidermy. As long as you have kept accurate records of where and when and in what circumstances you discovered it, this would help to prove that an offence has not been committed if further investigation was ever required. If you do find a dead bird and it has a ring on its leg, this often indicates where the ring originates from and you can contact the organization and send in the information recorded, potentially aiding conservation efforts. When handling dead birds or any animal, ensure that you are wearing protective gloves.

Do follow any guidelines and regulations on collecting items on private land and protected sites. Many protected sites, such as nature reserves, have specific conservation designations assigned to them because of their fragile habitats and protected species and it is illegal to collect anything from them.

Do not uproot plants unless you have specific permission from the landowner. The Botanical Society of Britain and Ireland has published a Code of Conduct with regard to picking, collecting and photographing wild plants, available from their website.

If you do need to pick a botanical specimen that is not a species of conservation concern for identification purposes and further investigation, do not over-pick and only take a single specimen or part of the plant required. Do not pick if there are very few plants growing. Once collected, the specimen can be stored in a reusable plastic container with damp tissue paper in the bottom and this will usually keep it fresh until you return home.

Confusion can arise when specimens are collected under the label of ‘foraging’ for wild food, such as fungi. I live near the New Forest in Hampshire in the UK, and it is well known for its many areas of heathland and different woodland types, many of which are considered ancient and historically significant. A huge variety of fungi, both edible and non-edible, grow there and over the years the collection of fungi has been exploited by commercial pickers, obliterating swathes of fungi to the detriment of the surrounding habitat and its benefit to the local wildlife, as well as the enjoyment of others.

If you are on the beach and enjoy collecting shells, just take a few and check them to make sure that nothing alive is still living in them. Do not over-collect and only take what you need.

When I am out and about, I often keep a few paper bags and reusable plastic bags and containers in my car or bag, so that if I come across an item to collect, I can store it carefully. Be aware of hygiene and keep some hand wipes or hand gel close by in case you cannot wash your hands after handling items.

In this age of the Internet so much is available for sale, including natural science specimens. Do your research if you are considering purchasing such items, ensure they come from an ethical source and keep any documents associated with their purchase. If in doubt, do not buy.

Storing and Preserving your Finds

Over time, you may adapt and change storage options for specimens in your collection. Sometimes this is due to the natural deterioration of the specimens and you may come up with more practical storage solutions within the studio and other spaces in the home, as well as identifying options for transporting the collection for use in workshops and courses.

In modern homes, there tend not to be extreme changes in temperature and no major infestations that could, in some cases, affect the collection. It is worth checking specimens regularly for any signs of damage. If you live in a more humid and possibly damp environment, some specimens may not be suitable to retain.

Shells, stones and driftwood

Wash if necessary and allow to fully dry in the open air before storing. Protect delicate shells with additional padding in small boxes or phials.




Three of my collection boxes, each with a clear acrylic lid which helps to protect the specimens while they are still visible.



Mermaid’s purses

These are the (normally empty) egg cases of small species of sharks that can be found washed up on beaches. The shape and colour of them can vary according to the species. Do check that they are empty – this can be done by looking for a split in the base of the case where the young shark has emerged. They are often dried out and brittle and can be reconstituted by immersing in water and leaving for a short while. They soon become softer and allow a study to be completed. They can also be kept for a period of time if they are dried out.




Fragile specimens are kept in smaller boxes and protected with additional wrapping.



Feathers

Place in a plastic bag that can be fully sealed and put in a freezer for twenty-four to forty-eight hours. This process will kill off any mites present on the feathers. I refreeze feathers in my collection every few months. Keep them stored in paper envelopes in a lidded box or covered drawer to prevent light ingress, which can dull the colours over time.




Feathers placed in a bag ready to go into the freezer.



Insects

If you find naturally deceased insects, such as Bees and Butterflies, place them somewhere where they can dry out naturally and then store carefully away in boxes. I use transparent boxes, so that when viewing and drawing, the insect need not be touched or moved. Using a pair of tweezers to handle them can help too. Remember that as deceased insects dry out, their limbs and other features are likely to constrict into a set position, which is not necessarily the natural position they would be in when alive. Take this into consideration if you are using them for subject matter and use in combination with other reference materials, such as photographs. These smaller boxes are then stored somewhere with limited light ingress.




Some of my collection of insects kept in a protective box.



Birds and other small creatures

Ensure there is no indication of decomposition or fly infestation. If I am not able to draw and study the specimen immediately, I store it in a sealed plastic box and freeze it. Then, when I need to draw it, I remove it from the box and position appropriately. But remember they do defrost! It does not suit everybody to draw from freshly deceased specimens, but it can prove invaluable for closer study of the anatomy.




A dead mole being studied for the purposes of sketching.



Plant material and other vegetation

The autumn and winter are prime times for collecting seeds, seedpods and seed heads and these will usually dry out very effectively if collected at the right time. Larger specimens, such as dry Cow parsley stems, can be stored standing up in a vase and smaller items can be placed in a lidded box. I have already mentioned the method of storing fresh plant material within damp tissue paper in a reusable plastic box. On your return home, the box can then be placed in the fridge with the tissue paper still damp, and often specimens will last quite a while longer until you can draw them. They can then be removed from the box and positioned in a small vase or container.




The small plant press and my herbarium sketchbook.



If you would like a permanent reference to keep, one option is pressing plant material in a press. Large fleshy specimens are not suited to this and will quickly rot, unless you have proper facilities and materials. I have a larger press and a smaller, more ornamental one. It is important to have good ventilation through the press to aid the drying process.

In the press I use layers of blotting (absorbent) paper interleaved with newspaper and change the first layer of paper after twelve hours and check the specimens regularly. The plant material will eventually dry out and can be mounted on archival acid-free paper or placed into your sketchbook alongside your drawings, both with annotations of what the specimen is, where it was found, the date and any other notes. If it is in a sketchbook, it is an idea to cover the sketchbook with transparent sticky-backed film.

Although not classified as being in the plant kingdom, Lichens and Seaweed are included in this section. Some species of lichen growing on twigs will easily dry out and can be reconstituted if sprayed with a fine mister spray, preferably rain water rather than tap water. After a long period of time reconstitution is not always possible. The same can apply to dried seaweed, although tap water would need to be used if you are not near the sea. Full immersion of the specimen works best. When reconstituting seaweed, allow some time for the water to penetrate the specimen as colour changes can occur.




Seaweed dried into interesting shapes in my collection.



Many other items can be collected and preserved for reference material, but I hope this has helpfully summarized the collecting, preserving and storing methods that I find ethical, practical and effective, for items you might come across while out walking and exploring.

WORKING IN THE FIELD

Working out of doors as an artist can be daunting whatever your experience level. There are many things to consider, from the prospect of being watched by others and the possibility of weather changes – too hot, too cold, too wet. Most important, if you are going to be working in a remote area, do make sure somebody else knows where you are going and the approximate times you will be there. Beforehand, check to see if there is mobile telephone reception and research the transport links and parking facilities. Ensure you have comfortable and practical clothing and footwear; dressing in lighter layers can be an advantage if you need to cope with changes in weather conditions. Also, take adequate fluids and food. We will be discussing sketching field kits more in Chapter 2.

You may be lucky enough to observe and sketch from the comfort of your car, as I did when surveying and drawing Bewick swans in the fields of Norfolk as they fed on remnants of root crops and grain.




Identification books and guides used for identifying species and studying subjects.



When back in the studio or at home, use other resources to gather further information about your subject. These can include identification books and guides and reputable websites. Also look at illustrations of the same subject by other artists, but do not to copy from these as this would be a breach of copyright law; merely observe another’s interpretation of the same subject.


WHAT TO RECORD WHEN WORKING IN THE FIELD

• If you do not have your camera, sketchbook and sketching kit with you, a notebook or even a scrap of paper can be enough. Make notes about colour, shape, size and form, and if it is an animal, record the details of what it was doing and its behaviour. Why not have a go at making mental notes too?

• Keep a pair of binoculars in your car if you are out and need to observe a subject at closer range. I have a pair from my days of bird surveying, which were expensive at the time, but you can pick up a reasonably priced pair quite readily. One of the most important things to consider is the weight of them as you may be holding them for a while during observation periods. Also, you do not want them to be too heavy if they are hung around your neck as you walk around.

• Record measurements, even approximated ones, or compare one part with another in size; both will help with drawing accurate proportions.

• If the subject is on the move, quick sketches – even consisting of only a few marks and lines – can help to cement information in our minds. If the subject is stationary or not alive, then obviously you can spend more time drawing and making notes.

• Note the age, sex and condition of the subject as this can apply to both living and non-living specimens. If live, such as a bird, you can often tell its age from its plumage. It could be adult, sub-adult, juvenile or fledgling. Plumage colour and pattern is often an indication of sex too. If you are not sure at the time, your notes and drawings will aid further research when you are back in the studio or at home.

• Ensure you describe and/or illustrate the surface of the subject.

• Make colour notes of the subject, incorporating them within your drawing or colour swatches at the side and use arrows to indicate the colour location. Watercolours or colour pencils are a more portable option.

•Remember that the behaviours of animals can be varied. Their posture can indicate a specific behaviour; for example, if the animal is alarmed, the posture might be more rigid and upright, showing that danger may be near. Record these in drawing and narrative.

• Other notes can include details about the habitat, weather conditions, tides (if on or near the coast) and location and/or grid reference.

• If you are working in the field for a specific purpose, carrying a pocket identification guide can also be a valuable reference.




Drawings of Pochards by Sharon Williamson at the WWT Welney Wetland Centre. (© 2019 Sharon Williamson)





USING PHOTOGRAPHY AND TECHNOLOGY

I endeavour to draw and paint from life as much as I can, but sometimes there is no other alternative but to use photography and technology to aid us. You do not have to have a specialist camera to take decent photographs of subjects. If you know you will be relatively near to them, then a simple point and shoot camera can be sufficient. To take images from a distance, additional lenses on a SLR camera body are an advantage. The camera I now use is called a ‘bridge’ camera, which is between the two types of camera mentioned in terms of quality and price. It has an excellent optical zoom and the great thing is that I do not need additional lenses.

When taking photographs, take as many as you can from all angles. Take close-ups of particular features, essential for obtaining accuracy in your depiction of the subject. In addition, ensure that the light quality is consistent. It can be frustrating when you think you have the perfect image, only to discover there is glare and the colours are too bright, or the opposite when there is not enough light and the image is too dull.




A clip-on macro lens on a mobile phone, effectively turning your phone into a microscope.



If you cannot get out and take images, seek out websites where you can download good quality reference images for a small fee. Many of the images are taken by experienced and professional photographers of wildlife from all around the world and you will be using images from a legitimate website with guidelines in place, which guarantees that copyright law is respected.

A good overview of the advantages and disadvantages of using photography for natural history and botanical illustration is summarized in the table.


ADVANTAGES AND DISADVANTAGES OF USING PHOTOGRAPHY


	Advantages	Disadvantages

	Images can be used in combination for reference material.	There are challenges to obtaining accuracy of colour reproduction – blues, reds and greens can prove difficult.

	Photography provides a long-term record that can be returned to again and again.	It’s easy to carry a lot of unnecessary kit.

	Capturing subjects such as plants on video is useful as it enables you to film as you move around the subject.	 Scale can be difficult to interpret accurately if the photographic image is your only source of reference.

	It is useful if you have limited time to carry out fieldwork.	More basic cameras do not always meet the needs of quality photography for reference images.

	A reference library can be created digitally on your computer or by printing photographs and with both methods, a filing system can be created.	 Mobile phone photography can take us away from observing and investigating a subject for any length of time, resulting in us taking the image and moving on.

	Smartphone cameras offer flexibility for photography and are easy to carry.	 The colour calibration of computer screens can be a complex issue when trying to obtain colour accuracy and there can also be colour difference between different devices, such as desktop and tablet computers.

	It is useful for capturing details that deteriorate quickly, for example, plant dissections.
	

	Macro photography is useful for fine detail that cannot be captured easily unless a microscope is used.
	




Additional Options for Using Technology

Digital photography offers great flexibility, as well as the option of using our images with other technology. It can be as simple as enlarging the image on a computer screen for better visibility. An even more portable option is to use a tablet computer that can be placed on the drawing board or easel, with the added advantage of being able to zoom into a specific area of the image. This is particularly useful when utilizing macro images.




The author photographing bearded tits at a local nature reserve.



There are various applications (apps) available to aid us in the drawing process. Some process a digital image with a grid overlay of a pre-determined size, which enables you to transfer the details of the image accurately using a corresponding or larger-sized grid on the drawing paper.

If you wish to enlarge an original drawing, thereby increasing its scale, a scanner and computer can aid you in this process. A basic A4 scanner or combined printer and scanner is useful. Complete your drawing on an A4 piece of paper and scan into the computer. You can then use a basic graphics or photo editing package to increase the size of your image and print out, before tracing onto your final drawing paper.

Adjustments can be made to digital images by using photo editing software or apps. Part of me wants to say ‘proceed with caution’ when editing photos of subjects, particularly if colour adjustments are made, which I tend to avoid. If you do need to make any edits, complete them as soon as you can after taking the image, while information is fresh in your mind. Most of the time I do not make any edits to images and if I do, it is only to adjust the movement and brightness levels, as well as contrast and tonal range.


CHAPTER 2

Materials and Equipment

Ink is One of the Most Affordable of All Drawing Media

Along with graphite pencil, ink is one of the most affordable of all drawing media. We can use the humble ballpoint pen, or even a pen crafted from bamboo, a feather or stick. Ink can be made from a wide range of materials, including autumnal berries, soil, wood ash, oak galls; the list can go on. In reality, if you are at the beginning of your adventure into drawing with ink, then a couple of fine line pens of several nib sizes and smooth drawing paper are all you need. As you develop your ink-drawing skills, you will recognize that the materials you use can vary in quality. Over time, you will no doubt move onto using those of better quality that will aid you in your techniques, as well as offer longevity. A pen of higher quality will invariably give a better quality of line, feel more comfortable in the hand, and contain a pigmented ink that will give the required visual density. As for the support – the paper we draw on – the better the quality, the greater the durability. This is usually due to the paper content and other associated constituents.






WHAT DOES THE TERM ‘ARCHIVAL’ ACTUALLY MEAN?

Archival is a word often used to describe the longevity of a product, that is, how long it will last. It is not really a technical term, as there are no industry standards to define how long materials must last. It can imply that the product is of good quality, but there are also other qualities to consider:


• Acid free is a term most often applied to paper and is a definite property that relates to archival quality. It means that the constituents of the paper have a pH of above 7, which means that it is acid free and alkaline. I avoid using a paper with optical brighteners, as these are added to make the paper whiter and usually contain an acid. Final treatment of the paper during the manufacturing process will ensure that it is protected to neutralize acid compounds in the surrounding environment and through the ageing process.

• Neutral pH is a term used to describe a material that has a pH of 7, so is neither acid nor alkaline. Some inks are referred to as pH neutral once dry and this means that the ink will not affect the paper surface on which it is applied.

• Lightfastness refers to colour retention when a drawing/painting is exposed to heat, light and other adverse conditions. With pen and ink illustration, this applies to the inks we use and those within pens. The chemical stability and content of the ink also influences the lightfastness. Inks made with dyes are generally considered to be less stable and will fade considerably when exposed to light. Those made of good quality pigments, which strengthen the chemical stability, are preferable.

• Permanency refers to the qualities already mentioned that influence the permanency of an ink or other media on a surface. It can also refer to how stable the ink is when in use and in storage, so you can use it confident that no deterioration has occurred. Obviously, if a pen or ink in a bottle is left for a considerable length of time there may be some deterioration depending on the surrounding environment and the age of the media; for example, ink might have dried up or pigment particles conglomerated. Permanency is also a factor to consider when combining ink drawing with wet media, such as a watercolour wash. You need to know that once dry, the ink is permanent so it will not run when the wash is applied.



ARE ALL PEN NIB NUMBERING SYSTEMS THE SAME?

The simple answer is ‘no’ they are not all the same and it is best to treat each type of pen separately when it comes to the size of the pen nibs and the line widths they produce. If you would like to compare the resulting line widths from a range of pens, use a strip of card for each type of pen, draw some sample lines and compare the results from each.

Technical drawing pens have nib sizes that create specific line widths, as defined by the International Organisation for Standardisation (ISO), particularly ISO 128. Currently, these numbers do not necessarily hold a great degree of significance as so much technical drawing is created digitally on a computer with specialist software. Consideration of nib sizes and the pen widths does need to be made when an artist is producing work for reproduction and publication, especially if the work is to be reduced in size from the original. This will be discussed later in Chapters 4 and 6.




A useful guide you can create yourself to compare nib sizes of different pens.



When it comes to fine line pens, nib numbering systems can vary between manufacturers, although some adopt the same as others. The majority, however, do not show the line width on the pen barrel. One of the most popular range of fine line pens used today does do this, and it can be beneficial as an initial guide. Remember that the line width can be hugely influenced by how the pen is used and what surface it is used on. Pressure can influence the line width and the smallest nib sizes of these pens – 003 and 005 – only require the lightest of pressure. Worn nibs can often splay with wear, producing a wider line width. A more absorbent paper can also affect line width, a wider line than perhaps required, as once the pen is applied to such paper the ink will spread through the fibres.

PENS

Technical Drawing Pens

Despite the use of computers to produce technical drawings, specialist pens are still popular with artists and illustrators. If appropriately cared for, the pens are very durable and the ink used in them is highly pigmented, very opaque and a wonderful dense black. It is also lightfast as well as waterproof and smudge-proof once dry. They come in thirteen different line widths.




The Rotring Rapidograph and ink cartridges.






The Rotring Isograph pens and range of nib sizes with resulting line widths.






Ink options for the Rotring Isograph showing bottled ink and in cartridges.



There are two types of technical drawing pens, the Rotring Rapidograph and the Isograph. Both consist of steel-tipped nibs, though have slightly different ink systems internally. The Rapidograph has a capillary system and uses a cartridge. Each time the cartridge is changed a new ink helix is formed and the ink pressure is equalized. Because of this, they are often considered the easier to maintain out of the two pens. The Isograph is refillable from an ink bottle via a push-on plastic tube or empty cartridge. As this tube slips on and off, the ink helix is easily accessible for cleaning, but it can lead to a messy experience if care is not taken. I have overcome this by discovering that filled cartridges are available for the Isograph, in which case I do not have to contend with filling the pen from a bottle of ink.

I did not make a conscious choice about which pen to use out of these two – I inherited a very old set of Isographs from an elderly artist friend and never looked back. I find them a joy to use and am very conscientious about their maintenance.

Maintenance and care

There are times when I am using the Isographs quite regularly for extended drawing projects, but when not the case, I make sure I ‘doodle’ with them once a week. This helps to maintain the ink flow through the helix and nib system. Due to the ink being heavily pigmented, if they are not used for any length of time, they can become easily clogged and a challenge to unblock. If this occurs, the first step is to separate the nib system from the barrel, lie it in a shallow dish in warm water that contains a tiny amount of washing-up liquid and leave overnight. If this does not solve the problem, I will use the specialist cleaning fluid instead of the water and follow a similar procedure. Once this is complete, the nib system is rinsed in clean water and dried carefully. A few times I have been unsuccessful and have had to purchase a new nib system. This option saves having to purchase a whole new pen. As well as cleaning the nib system, you will need to clean the lid of the pen regularly.




The nib system being soaked in the specialist cleaning fluid.



The nib itself is a fine steel tube with a flow-control wire in the centre. The smallest nibs are very delicate and will wear more easily than those that are larger, so they are likely to need replacing more often. Due to the construction of the nib, it can become blocked with paper fibres if the surface of the paper is soft or if debris is present. Therefore, while drawing, I always have a smaller piece of my drawing paper at the side to wipe the nib on. I also avoid using the pen on paper that has a textured or soft surface, so Bristol paper works best for these pens. At times, the ink will drip from the nib and this is usually an indicator that the pressure has changed and that the cartridge needs replacing.




A fine line pen showing the interchangeable nib and ink cartridge.



When storing these pens, it is recommended that they are laid flat and not kept vertical. I store mine in a fabric pen roll when not in use, and when being used for an illustration, they lie in a shallow plastic tray to prevent them rolling off my drawing board and becoming damaged.

Fine Line Pens

Fine line pens are generally disposable, although one manufacturer provides replacement nibs and internal ink cartridges.




A range of fine line pens.






The nibs of fine line pens are made from plastic or fibre.



The nibs of these pens are usually made from plastic or fibre and some have a central channel from where the ink flows or, alternatively, the fibres in the nib absorb and spread the ink as it flows through the pen. There are many makes of fine line pens available on the market and their durability and quality of ink can vary. I tend to look for dense black inks that are durable when pencil lines have been erased from a drawing once it has been inked. I also require the ink to be permanent once dry in case I want to add a watercolour wash to the illustration. Many of these types of pens now use good quality pigmented inks, rather than dye or alcohol-based inks, and are archival in quality.

These pens can come in several colours, with the smaller nibs generally only available in black or sepia. Black is the colour of ink most used, especially for scientific illustrations or those being reproduced in publications, but sepia also provides a nice alternative, especially when illustrating natural subject matter. Black ink is normally consistent in colour match, but with sepia, the shade can vary between manufacturers, ranging from a red-brown to a darker brown. Try out the different sepia pens to find a shade of ink you are happy with. One manufacturer provides pens in two shades of grey, from the 0.1 size of nib upwards, and these are proving a popular colour as an alternative to a stark black on white paper.

Maintenance and care

When using the smaller nib sizes, care needs to be taken in the amount of pressure you apply to the pen. The finest nibs of 003 and 005 will last longer when lighter pressure is used. The time a pen will last varies according to the type of surface it is used on; if the cap has been left off of the pen; how it is stored; and what type of marks you are creating with the pen. Pens with a larger nib will, of course, use more ink compared to a smaller nibbed pen, so therefore might not last so long if used consistently.

Be aware that the nib may wear to an angle before the ink runs out, especially if the pen is used for heavy mark-making. This can be a challenge when you want to achieve a consistent line or mark to your drawing, particularly when stippling and when you need to make a round mark rather than an angular one. I will start a new illustration with a new set of pens, especially with the smaller nib sizes, to ensure that my mark-making is consistent from the start. If a nib has worn, but there is still ink left in the pen, I do not dispose of these pens immediately, but keep hold of them for when I am working on an illustration where they will be of use. I will also keep pens that have nearly run out of ink, as these can be used to create some interesting mark-making techniques. Fine line pens have the advantage of being multi-directional when the nib is less worn, so there is no resistance when producing a line or mark in an upwards motion.




Pens stored in a robust and protective pen roll.



Fine line pens are best stored horizontally, lying down, although artists have differing opinions on this. I keep mine in a fabric pen roll or in small wooden drawers in my studio. Remember, though, that whatever way a fine line pen is stored, if it is left for a significant length of time it will naturally dry up.

Dip Pens

This traditional type of pen offers a great flexibility for the pen and ink artist. There is a wide range of nibs available, designed for both writing and drawing, and there is the option of using different colour inks in an illustration, which enhances the aesthetic value. A change of pen or nib for each colour is a much more convenient process. The nibs and pens can be very affordable and, with care, can last a significant amount of time.




The metal ferrule holding the nib in place.






Three dip pens showing three forms, all comfortable in the hand.






These are the main nibs I like to use for general drawing with a dip pen.



The nib is held in place by a metal ferrule, which is embedded in a pen holder. Ferrules can take several different forms, the most common one being termed as ‘universal’, which can hold a variety of nib types. The pen holders can be made from resin, plastic or, more traditionally, wood, and can often be ornamental in design. It is important to find a pen holder with good ergonomics for the way you wish to use it. I like pen holders that are slightly broader towards the top and have a cork surround in this area, which produces a very comfortable grip when holding the pen.

I have tried a variety of nibs over the years and prefer to use ones that offer a good flexibility. This enables me to create a range of line widths according to the amount of pressure I apply as I am drawing. To test how flexible a nib is, gently press down on the tip and the point of the nib should spread apart. The wider the space, the wider the drawn line will be, and vice versa if the space is narrower. There are specific nibs designed for drawing, but other types of nibs can prove quite versatile, so some are included within my nib collection.




The Leonardt 300 nib curls up a little at the end to mimic the feel of a ball point pen.



I tend to use a dip pen for a freer style of drawing, often without a pencil line as a guide, and I like the nib to move freely across the page. This avoids a scratchy, uneven feel. I often rotate the paper to aid this and use a paper with a very smooth surface. The nib I most like to use for this is the Leonardt 300 general purpose writing nib, as the tip of the nib curls up a little to mimic a ballpoint nib; this also helps to create smooth upward strokes when drawing and is flexible enough to create varying line widths.

Maintenance and care

When nibs are new, and you may have ordered several of one type, you will see that they are invariably clung together and can be slightly oily to the touch. This coating has been put on after manufacture to help protect the nibs from rust while in storage. If you use the nib before cleaning it, the ink will not adhere to the metal of the nib and will be patchy in appearance. This will lead to uneven or non-existent ink flow, so it is essential to clean new nibs before you start drawing. There are many ways to do this, ranging from putting a nib under a flame or sticking it into a potato, to cleaning it with toothpaste, nail varnish remover or window cleaner – the list goes on! For me, by far the simplest way is to use warm water with a small amount of washing-up liquid. Rub the nib gently for thirty seconds, rinse and dry and it will now be ready for use. I will also use this method if a nib has been handled a lot during the drawing or change-over process to ensure that the flow of ink continues.

When dipping your nib into the ink, do this just above the hole in the nib surface. If you put it directly in the ink, there is the danger of the ink entering the hollow ferrule and possibly flowing back out and damaging your work. It can also make the top of the pen messy and ink might spread onto your fingers if the pen is dipped too deeply. Once you have dipped your pen, take note of how much ink is on the top of the nib; if there is too much this may flow back down onto your work, creating a large mark or blob. Excess ink can be carefully removed from the top with a lint-free cloth. During the drawing process, I like to clean my nib occasionally to remove any ink that has dried on the surface; this can help the ink flow more freely and it ensures that the marks are consistent. This particularly applies when using inks that are heavily pigmented.

Crow quill pens

Crow quill pens are a type of dip pen most associated with the USA. The crow quill nib tends to be quite small, strong, flexible and, most importantly, creates very fine lines and detailing. It was originally developed for draughtsmen and lithographers. The nib usually has a cylindrical base, so needs a specific ferrule or holding mechanism in the pen holder.

INKS

The array of inks available can be beguiling, especially when we venture into the realm of colour. Before becoming too distracted by this, we need to become familiar with the different types of inks and why they can only be used in certain pens and not in others. In fountain pen ink, the particles used to create the ink are dissolved within the liquid solution and it stays in this stable state. This ink is thinner too, which aids its flow through the internal mechanism leading to the nib. Because it is thinner it can often be a challenge when using with dip pen nibs as it will not cling so easily to the nib surface.

Other Types of Pens




Brush pens are ideal for when you want to produce quick fluid marks and sketches with no pencil drawing beforehand. The ink flows from a brush-like nib, which can vary in softness between different makes of brush pen.






Fountain or cartridge pens can be fun to use and the nibs will vary in how smooth they feel to draw with. Normally, the ink used in these pens is not waterproof.






General drawing pens that are rather like felt tip pens provide a simple pen to use for quick drawings and sketches. Nib sizes can vary, as can the water resistance of the ink.






White gel pens are great for using on coloured paper and for creating highlights on areas inked with a darker colour. I use white gel pens I know are of archival quality.



Indian Ink

Indian ink is one we are most familiar with and is the main type of ink used in professional quality pens and dip pens for artistic and calligraphic purposes. It is also known as Chinese ink and its origins go back to the fourth century BC when inks were first created from burnt bones and soot, hence the name ‘carbon black’, which is used to describe a black ink or paint. The particles within Indian ink are larger as they originate from solid matter that has been ground down and are therefore called pigmented inks. Given that these minute particles are not totally dissolved, there is a tendency for them to solidify over time; this is the reason pens will stop working if not used or if they are left for an extended time. When purchasing bottles to use with dip pens, you will need to make sure the ink is stirred before use so that the particles do not settle at the bottom of the bottle. The ink is created with purified water and will usually contain gum arabic as a thickening agent, and often shellac, which helps make the ink water-resistant once dry. Coloured inks can also be called Indian ink as their method of manufacture is similar, with colour pigments added. They can also be diluted with water, so a range of tonal values is achievable when used with either a brush or pen. Modern Indian ink is considered durable due to its archival quality and is often pH neutral.




A range of Indian inks.



Dye-Based Inks

Some drawing inks are created from dyes. The dyes themselves can range in quality but remember that even a high-quality dye-based ink can still be non-archival and not as lightfast as pigmented inks. They can still be used, but they are more suitable for design work for reproduction that is not going to be on display.

Acrylic Inks

Acrylic inks are simply liquid acrylic paint. In professional-standard acrylic inks, lightfast, high-quality fine pigments are suspended in an acrylic emulsion. This makes them ideal for use with dip pens and brushes where a variety of effects can be made, and they are permanent once dry. They can be mixed and also diluted with water, then used with dip pens. Or alternatively, I fill small spray bottles with diluted ink to create atmospheric backgrounds in some of my compositions.




A range of acrylic inks that I used for the background to an illustration.



Walnut Ink

Walnut ink is made from the green husks surrounding the actual nut of the tree and is water-based. The husks can easily stain hands, even when just collecting them from beneath a tree. There are several walnut inks on the market, but to for authenticity, it is worth checking the ink is made from genuine walnuts. Some use the name to represent a shade of brown ink. I adore the effects that can be created with genuine walnut ink, particularly when creating an aged effect to paper. There is some granulation when sprayed onto damp watercolour paper and along with its warm sepia colour and transparency, this gives an organic feel to the artwork and works well when drawn on with a sepia fine line pen. The ink can also be used with a dip pen and modern walnut inks are often lightfast.




A range of walnut inks.



Oak Gall Inks

Oak gall ink has also been known as iron gall ink due to iron being added to the tannins extracted from oak galls. It was the main ink used from the fifth to the nineteenth century, when chemical-based inks were starting to be developed, and they became more popular. This ink is still made today by artisan ink makers drawing on historical recipes and used by artists and calligraphers. Oak gall ink has also been favoured for historic manuscripts and documents and Leonardo da Vinci employed it in many of his drawings, some of which I saw when researching for this book. The detail in his drawings was still evident, and many other documents written in this ink survive to this day.




Oak gall inks.



I had never made ink before, but took the plunge and followed a recipe with great success, the process of which you can follow at the end of this chapter.

PAPER

Papers Used for Preparation and Planning

Tracing paper and drafting film

Both serve the same purpose as they are used for tracing. I do not trace from my initial drawing for every illustration, but for those that are more complex or include multiple elements, it is a useful process and saves wear and tear on the main paper, helping to preserve the surface. I now use drafting film rather than tracing paper – it is far more durable as I like to keep my tracings for future use, whereas tracing paper can crease and tear easily.




Papers used for preparation and planning.






Papers used for drawing in ink.



Marker or layout paper

These are more opaque than tracing paper, are very thin and can easily be used on a lightbox during the planning stage of an illustration. I sometimes use this in the early stages, particularly when planning an illustration with multiple elements, as I can draw on one sheet and refine and/or add to the composition using a lightbox and use further sheets of layout paper if needed until the required drawing is complete.

Glassine paper

This paper can be used to protect the surface of prints, drawings, paintings and other artworks from spilling, exposure or rubbing during storage or presentation. It will not damage or smudge pastel, charcoal or graphite. It is often used in book-binding by separating (interleaving) pages containing plates or illustrations. Its smooth surface is resistant to grease, air and water, and is pH neutral (acid free) to ensure archival protection. I use glassine paper during the drawing and painting process when using the final paper for an illustration or painting. I will have a piece under my hand to protect the paper surface from natural grease and perspiration. I then fold a piece of glassine paper over my work while it is in progress, if it is stored in a folio or on my drawing board surface. Do remember that glassine paper is not completely waterproof if a significant amount of moisture is spilt onto it.

Papers Used for Drawing in Ink

White papers

When I started out producing pen and ink and graphite tonal illustrations many years ago, paper options were more limited than they are today. The options open were cartridge paper and hot press watercolour paper. Cartridge paper that was heavyweight and smooth worked well for both graphite pencil and pen and ink, but it became discoloured over time, so was not that durable for framed work. Hot press watercolour paper was fine too, but expensive. Also, some hot press watercolour papers, particularly those made of 100 per cent cotton, had fibres that became raised and this would interfere with the smooth application of ink as the fibres would clog pen nibs or cling to fine line pen nibs. Therefore, I would use a hot press paper where this would not happen. Bristol paper was available from all British manufacturers, but it was almost shiny and was such a bright white I preferred not to use it.




Illustration board, a robust surface for wet and dry media.



Today, a much greater variety of paper is available for drawing in a range of media. Paper stock from some manufacturers is sent all over the world. With time, practice and experience, I now have specific papers I like to use. Strathmore is an American paper company and I started using their Bristol paper about four years ago. Bristol paper originated in the UK and comprises layers, much like plywood, which is why on some pads you will see 2-ply mentioned. Strathmore has Bristol paper available to suit all budgets and experience levels, starting from the 300 series through to the 500 series, the latter being made of 100 per cent cotton and is archival. It is a nice white paper, but not ultra-bright white and is available in different surface types. The best surface type for pen and ink work is the plate or smooth surface.

I like to use the latter for pen and ink but it can sometimes be a challenge to obtain compared to the 400 series. Both papers stand up to the ink work, and though I keep erasing to a minimum they do cope with it most of the time. They are also tough enough to take some scraping with a round-bladed scalpel when correcting mistakes, followed by burnishing, which will be discussed in Chapter 4.

When it comes to pen and watercolour wash, I do use a hot press paper, invariably the 140lb (300gsm) weight, as only light and minimal watercolour washes are used. I tape the paper down to a drawing board around all four edges with a lightweight masking-type tape.

Illustration board

Later on in this book, you will see examples of work where I have created atmospheric backgrounds to the compositions. To enable me to do this, I need a paper thick enough to withstand the application of several layers of diluted acrylic or walnut ink. The most suitable option for wet media is an illustration board, which has a vellum finish; it is smooth with a very subtle texture, archival and has a 100 per cent cotton surface. I find it a joy to use and do not need to worry about the paper buckling due to excess moisture. The 78pt refers to the weight – this unit of measurement is the one used to describe the weight of boards, rather than paper. Because the surface of the board is very durable, I can work on it in both dip pens and fine line pens after the base washes have dried, with no bleeding of the ink from my pen occurring. On some other papers, the surface can become disturbed by excess moisture, raising the fibres, which means that the ink will bleed and won’t maintain a smooth line or mark as the pen is in motion. Illustration board is also available in an ultra-smooth surface, such as Bristol paper, for when pen and ink is used independently of watercolour or other diluted inks.

Textured Paper

Textured paper is generally not recommended for pen and ink illustration for several reasons. The paper surface can result in more wearing on the nibs of fine line pens; dip pens are a challenge to use smoothly across the paper; and with technical drawing pens, it can damage the delicate nib systems and fibres potentially clog the nib too. Nevertheless, I do like to use it as it helps add another dimension and it particularly works well with fine line pens that are running out, enabling me to create a wider range of textures through mark-making.




Two textured watercolour papers where you can see the differing surfaces.



I ensure I use a textured paper that has a fairly tough surface that will not break up easily with the movement of a fine line pen across it. I therefore use papers that have been externally and internally sized. ‘Size’ refers to a treatment all watercolour papers undergo to help protect against fungal contamination and to make the paper tougher and it acts as a barrier to the break-up of paper fibres from moisture through painting. Once you become more familiar with papers, you can gauge whether the size suits certain media more than others.

The two textured papers I use are Fluid 100 cold press (140lb/300gsm) and Khadi smooth (640gsm); both papers are 100 per cent cotton. To the touch they both feel quite soft, but they hold up well to pen and ink work using a range of fine line pen nib sizes and both take a watercolour wash well too.

Coloured Papers

Using coloured papers is another way to add a further dimension to your pen and ink work. If you choose the right colour, they can really enhance a piece and you can also use a variety of ink colours on them, as you would with other papers, and other media such as colour pencil. A wide range of coloured papers are designed for working with pastels, so they often have one side with a very slight texture and the other is smooth. One such paper is Canson Mi-Teintes, which is partially made of cotton, classed as archival and is 160gsm in weight. The smooth side is very suitable for pen and ink work and it comes in an amazing range of colours, fifty in total. However, I am still drawn back to the more ‘earthy’ coloured papers that seem to suit the subjects I illustrate. Another paper I have used is Stonehenge, which is 100 per cent cotton at 250gsm weight. Originally, it was made for printmaking, but has been adopted by many artists for drawing and painting too. It has quite a soft surface, so I am cautious when using it for pen and ink work, as sometimes the fibres become a little raised and can clog pens. It works best with fine line pens. The last coloured paper I want to introduce is Strathmore Mixed Media, made from 30 per cent post-consumer fibre and is 300gsm in weight. It is a heavier paper, very smooth and available in colours that suit natural history subjects.




The coloured papers I like to use, with the colours suiting natural subjects.



OTHER MATERIALS AND EQUIPMENT




A range of erasers with plastic ones on the left in the form of a small block and as propelling erasers. On the right are kneadable erasers, useful for pressing down on the paper rather than rubbing, to lighten the drawn pencil line.






If using wooden-encased pencils, sharpen them with a scalpel or sharp blade. The propelling pencil takes a graphite core of 2mm and is sharpened with a specialist barrel sharpener. The brush is a soft one used to brush away small bits of eraser left on the paper surface.






Equipment used for measuring subjects and paper area. The use of dividers will be discussed in the following chapter.






The flexible curve is a useful tool for drawing curved lines. It can be positioned in any curve by bending it and it will retain its shape.






A reducing lens is used to assess the visual density of mark-making when a work is in progress. It is particularly useful when your illustration will be reduced in size for publication.






Magnifiers are useful for seeing your subject more clearly. I tend to not use them for drawing as the quality of magnifiers can vary considerably and if used for prolonged periods, they can interfere with the quality of your sight. I therefore make sure that I always have an up-to-date prescription in the spectacles I use for close work.






It is useful to have a variety of containers in which to place your specimens and subjects. This applies more to botanical specimens that keep for longer in water.






The spray bottles are used to disperse water or diluted ink when creating backgrounds to artwork.



SETTING UP YOUR WORK AREA

It is important to be comfortable while working and to know how long we are sitting. It is all too easy when drawing and painting for the time to go quickly, and we don’t realize how stationary we have been. Try to remember to get up and move around every half an hour if you can. Many years ago, an art teacher encouraged me to do some simple exercises every now and again while working to avoid stiffness. These included neck rotations and general stretches of the upper body and limbs. They certainly helped.




This illustration gives you some guidance in the seating position you should adopt while working at a desk. You may think that this is a really upright position to be in while drawing, but it will only work effectively if your legs have enough space underneath the table to maintain this position. Your feet can either be flat on the floor or resting on a footrest. I have one that tilts so that I can flex my feet and ankles while sitting for any length of time.






My work area in the studio set up for drawing in ink. The natural light is coming from the left and note how my subject is raised nearer to my eye level. I also have an adjustable overhead light for when I need additional lighting on a subject or work area.



Using a sloping drawing board and an adjustable table easel is also hugely beneficial, not only to your posture, but it will help your drawing too. Not all of us are lucky enough to have a designated permanent work area for drawing and painting, where all of the equipment can be within reach and left in position. If this is the case for you, try to keep your materials in a tidy, handy-to-carry box or other containers, that can be accessed and put away easily.

Ensure that your work area has a good light source. Natural light is better, although if this isn’t possible, an LED daylight lamp can be a real help. You may need to light your subject and your work in progress. Ideally, if you are right-handed, have the light source coming from the left of your subject and vice versa if you are left-handed. If your subject matter is not flat next to your drawing board, but needs to be upright, ensure that it is positioned as near to eye level as possible. Try not to hold the subject in your hand while drawing as without realizing, you will be moving it and viewing it from different angles, making a true and accurate depiction difficult. Have all materials near to hand. If you are right-handed, have them to the right of your drawing area (or vice versa if left-handed). That way there is no danger of splashing or damaging your work while reaching over for your chosen media.

MAKING YOUR OWN INK

Ink can be made from a wide variety of natural materials and liquids, but to make it stable, additional ingredients are also required. Oak gall ink is created by crushing oak galls and leaving them to ferment in water for a period of time to extract the tannins from them, contained in gallotannic acid. When mixed with Iron II sulphate it creates a black pigment and becomes even blacker still when exposed to oxygen. Gum arabic is then added as a binder and to improve the body and flow of the ink so that it can be used in quills and dip pens. The ink is then left in jars to mature and when you come to write with it, it appears to be a pale blue-grey initially and changes colour to a dense black in seconds due to the pigment and contents oxidizing once the ink is exposed to oxygen in the air. Oak gall ink has been praised for centuries due to its durability and rich colour, but it is known to be chemically unstable and may, over a long period, change colour or damage the paper on which it has been used. The correct ratio of gallotanic acid to iron sulphate will create the most stable ink.




Ingredients and equipment: × 10 Knopper oak galls or Marble oak galls, Gum arabic × 2gm, Iron II sulphate × 4gm and 140ml of distilled water. Saucepan, pestle and mortar, stirrer, measuring jug.






Gum arabic, Knopper galls and Iron II sulphate.






The oak galls should be completely dry and brown in colour. Crush them in the pestle and mortar as fine as you can.






Add the water to the crushed oak galls in the saucepan and stir. Leave to stand for up to two weeks. The longer it is left, the deeper and more stable the colour will be.






Bring the pan to the boil and then turn off the heat, allow it to cool a little.






Strain the liquid through a fine cloth or muslin.






Then add the Iron II sulphate. When this is added, the ink will turn from brown to a dark black.






Finally, add the gum arabic. Stir the liquid to help the gum arabic dissolve (this may take a while).






Bottle the ink and leave to stand for a period of time in a cool place. The longer it is left, the deeper and more stable the colour will be. When it is first used, it can appear quite blue in colour but it becomes a dense black as the ink oxidizes.




CHAPTER 3

The Importance of Sketchbooks and Study Pages

Never underestimate the power of a sketchbook

I consider my sketchbooks to be my ‘comfort blanket’ when it comes to illustrating the natural world. They are always there to work out drawing ideas, processes, details, accuracy, colour plans and composition, and it enables me to creatively relax after an intense time of teaching or commissioned work. Some artists do not feel the need for a sketchbook; it is a personal choice and even those who do use them will often have a break from them, but when they return to them it is like meeting an old friend again.






CONSIDERATIONS WHEN CHOOSING A SKETCHBOOK

What size will suit your needs best?

A smaller sketchbook for when you are out and about can be an advantage and a larger one is good for use in the studio.


BENEFITS

There are several statements about the benefits of using a sketchbook I like to share when teaching others:

• It is a tool for observation, exploration and recording.

• Remember to enjoy using your sketchbook.

• Use your sketchbook, for practice makes progress not always perfection.

• Completion of illustrations doesn’t have to be the ultimate aim.

• Think of your sketchbook as a creative filing cabinet.



How is the sketchbook cover constructed?

A hardback sketchbook will offer more durability, but might be heavier to carry. A softback sketchbook will be lighter, but the pages within will potentially be less protected. Having a wipe clean cover can also help when working in the field.

Hardbound or spiral sketchbook?

A bound sketchbook will offer the option of using a double-page spread if it lies flat. Spiral bound is useful for portability if using A4 size and above when working in the field. If you are an artist who predominantly uses your left hand, you may find that with a spiral bound sketchbook you may wish to use it back to front so that the spiral is not a hindrance when drawing.




My museum sketchbook showing sketches of echinoderms.






Hope, the Blue whale skeleton at the Natural History Museum in London.



What would be the most appropriate media for your sketchbook?

You will need to consider the weight and texture of the paper. A very lightweight paper is less likely to be suitable for multiple washes of wet media, such as watercolour. The weight of paper in my sketchbooks is approximately 270gsm and this can cope with light washes and dry brush work. As a guide, the general weight of watercolour paper used is 300gsm, with heavier weights also available.




Field sketchbook. Artist and ecologist Guillermo García-Saúco Sánchez called this his ‘Sea sketchbook’. He goes onto describe the sketchbook, these specific pages and the media he used. ‘The sea sketchbook (2017) is a small softcover Canson sketchbook with few pages that I bought specifically for a trip to the Mediterranean coast in Spain. I used different media to draw and colour the sketches, such as felt tip pens, pencils and crayons, as well as a Pigma Micron 0.2 pen. The wasp belongs to the genus Sceliphron, commonly referred to as “mud dauber wasps”. On the other side, there is a gall caused by the pit scale Planchonia fimbriata, which is a common gall on Anthyllis cytisoides. Below it, I sketched the Santa Pola Cape in Alicante, famous for being a massive fossil reef, with dwarf palms and esparto grass growing on it.’ (© 2019 Guillermo García-Saúco Sánchez)






Holiday journal. I made a concertina sketchbook from hot press watercolour paper and stiff board for the covers, which I then covered with a different paper. A ribbon was then attached to keep the folded pages together when not in use. It was ideal for a holiday as it consisted of just a few pages and was fairly compact, making it good for sketching in the field or back at our accommodation in the evening. Decorative text was added, so this is why I prefer to class it more as a journal.






Field sketchbook/journal. An example of a journal-style field sketchbook is from artist and nature journaller, Sharon Williamson. In this example, she drew the landscape and Whooper swans from the Wildfowl and Wetlands Trust Welney Nature Reserve in Norfolk, making plenty of notes describing the habitat, water levels, other birds and weather. When nature journalling, the sketches created are not always used for developing into another individual painting. It is a way to record your observations in words and images, with both sometimes written in a decorative way, or within boxes or other boundary shapes. (© 2019 Sharon Williamson)



If using a sketchbook just for pen and ink, you will find it advantageous to use a smooth paper, rather than one that it is significantly textured. Textured or cold press paper will be more resistant and scratchy if using a dip pen, and this paper will also cause wear on a fine line pen nib.

Is there a storage pocket in your sketchbook?

This can be useful for storing additional information when working in the field. Examples are leaflets of places visited, maps, and small, flat collected items.

Square and panoramic-style sketchbooks

These can be useful if studying and drawing more specific subject areas. A panoramic format can be utilized for drawing subjects in a wide field of view; habitats from a landscape perspective or for a square format; and close habitats around the subject.




Web cam sketchbook. When you are not able to sketch out in the field, web cams can provide a great way to practise your drawing of live subjects that will be on the move. In the spring when it is nesting season, there is added interest when you can observe courtship and nesting behaviour, as well as see the development of chicks into young birds before they fledge. In this example, I was drawing two Barn owls from a nest box in the Netherlands as they were preparing the box for their first brood. I used a Lamy fountain pen to sketch the birds, not drawing in pencil first so that my lines were more spontaneous. In some ways, because there were no pencil lines, I had to focus more on my observational drawing of the actual subject and their behaviour to capture the information quickly. The sketchbook was an A5 softback Frisk Layflat sketchbook, which, when opened, created an A4 surface area of paper, giving me more drawing space.



Sketchbook Examples

Artists will often theme sketchbooks or use them for specific purposes. You can even make your own sketchbooks with just a few pages or have them custom made to suit your requirements. On these pages is a selection of sketchbooks from different artists where pen and ink have been used as the main media.

What are Study Pages?

An alternative to using a bound sketchbook is the creation of study pages. The subjects can be drawn and/or painted in detail on any size of paper and can be used for reference independently, kept in a folder or even stuck into a sketchbook. Their purpose is to record detailed information in drawn or written form about the subject or habitat the artist is observing. Annotations can also include measurements and research notes.

At times, I create study pages in A3 (279 × 432mm) that I can keep in a display folder. Creating study pages is a positive option for those who do not want to be confined to using a certain size of sketchbook, and who would like the option of using a variety of paper types.




Perpetual journal

This perpetual journal example is from artist and field ecologist, Lara Call Gastinger. She has been the driving force in encouraging others to keep a perpetual journal to record their nature discoveries and interests throughout the year and beyond. The idea is to date each page to a week and then add to that page during the same week in subsequent years. It is the perfect way to observe changes in the natural cycles each year, seeing how and when plants bloom, for example. She will usually draw straight on to the paper with a fine line pen and will often add watercolour, as well as other elements created by mark-making, which helps to make the pages very aesthetically pleasing as you move through the years. I personally find the practice of keeping a perpetual journal very therapeutic. Any type of sketchbook can be used, but it is probably better not to use one with smaller dimensions so that you have more space to illustrate subjects. (© 2019 Lara Call Gastinger)






Botanical sketchbook

This page from my botanical sketchbook shows detailed drawings of a banana flower and a cashew nut fruit, both growing at the Eden Project in Cornwall. I drew them from life while observing them in one of the biomes, made a start on my notes, and then finished the drawings later in the day using pen and ink with a watercolour wash in places.

A botanical sketchbook is somewhere to record detailed observations of plants, sometimes with dissections and enlargements, as well as other aspects of the plant, such as roots, fruits, seeds, leaves, and bark if it is a tree. Drawings from this type of sketchbook are often developed into full botanical illustrations and paintings, with some of the information illustrated in the sketchbook over several growing seasons to capture all the details needed. The sketchbook was just slightly larger than A4, hardback and spiral bound with a very smooth paper, suitable for dry media and light wet media.






A study page in pen and ink and graphite pencil of a Gentian plant.



RECORDING INFORMATION IN YOUR SKETCHBOOK

In Chapter 1, I detailed what to record in your sketchbook when working in the field. This information also applies when working in the studio, albeit with some limitations that are dependent on the subject being portrayed.

One of the key things to record for detailed studies are measurements of your subject.

Methods of Measuring Subject Matter


• Arm and pencil measuring

• Graph paper and/or grid

• Transparent acetate grid

• Dividers



Some of these can be used in combination.

Arm and pencil measuring

You may have seen artists using this method when they are drawing landscapes or in life drawing classes. It is a good method to use for larger subjects and those far away, but there can be challenges to overcome if you use it for measuring and drawing smaller objects in a closer environment.

When taking the measurements, you need to ensure you remain seated or stay in exactly the same position. You also need to keep your arm extended at the same length each time, better still completely straight. Without realizing it, we move slightly in our chair and may also keep our arm slightly bent. This, in turn, will mean that our measurements will be less consistently accurate because there is a difference in position each time. The proportions of our drawing will therefore be incorrect.

Graph paper and/or grid

These can be very useful for measuring and drawing subjects on a flat surface. The grid can be hand drawn or you can opt for commercially made graph paper, and use a choice of grid cell sizes. The subject is placed onto the graph paper and aligned with the grid lines, then drawn onto a corresponding grid on cartridge paper. For drawing smaller objects, there is not necessarily the need to draw the whole grid on the cartridge paper, but just mark the grid cell size. Using this method, the drawing can be perfected at this stage and then traced onto better quality paper for completion in the chosen media.




Using graph paper to measure and draw a flat object.



Transparent acetate grid

This can be hand drawn onto a piece of A4 acetate using a permanent marker with a medium to fine point. The grid cells can be any size, but I find that 2cm cells work well on an A4 sheet.




Using an acetate grid to measure a botanical subject.



This method is useful when drawing larger subjects that may have multiple elements or a subject that is hanging. The acetate grid sheet can then be hung in front of your subject using a clamp or similar piece of equipment. An alternative method of positioning is to attach the acetate to a card frame and place it in upside-down paper clips so that it is free-standing.

A corresponding sized grid can then be drawn onto your paper to aid the drawing of the subject or you can use graph paper. As you view the subject through the acetate, you can then plot your drawing to the corresponding grid squares on your paper. When drawing your subject, you need to make sure that you view it from the same position at each stage and also keep the subject and acetate sheet in the same place, otherwise the proportions of your drawing will be inaccurate.

Dividers

Perhaps I should not be so honest, but I hated the thought of using dividers when I first took up botanical art and detailed illustration. Their use seemed to be a negative challenge to overcome, especially as I had largely learnt to draw by eye. Now, they are always in my drawing kit. I don’t use them all of the time; sometimes I use them in combination with drawing by eye, to check proportions, and so on, but occasionally a commission or a project will warrant their constant use.




The right and wrong way of positioning dividers to measure part of a subject.



As with using a lot of tools, it is about gaining confidence and it is only with practice that confidence will increase and you will realize what an asset they can be for your drawing development and skills. If you find drawing by eye a real challenge, then dividers may be for you as you can take a gradual approach to taking measurements and ensuring accuracy, providing the dividers are used correctly. The measurements you take with the dividers can also be used to reduce or enlarge elements or the whole of your drawing by dividing or multiplying the figures.

The main challenge to overcome is to know how to position them when measuring your subject. The key thing to remember is that you are measuring the part that is visible, not the actual size of the part.




Positioning a piece of acetate in front of your subject to aid you in holding your dividers on the right plane.



Using the imaginary pane of glass method is great, but how do you make sure that the dividers are held in the right position each time? One way is to put a strip of masking tape along the desk in front of your subject and then always hold the dividers at this point while doing your best not to angle them, as shown in the top diagram.

Alternatively, as already mentioned, a piece of clear acetate can be used, but without the grid drawn on it. This can be positioned in front of your subject and the dividers held against the acetate each time you measure. The acetate would need to be kept in the same position for the whole of the measuring and drawing process to maintain accuracy in the measurements.

How do we transfer the information onto the paper?

You continue to take measurements as you go, building up the drawn framework of your subject. Then join the dots. Well, not quite, you need to make sure the subject isn’t too angular if it isn’t in life. You can create as many measuring points as you want. With this Kingfisher, I used a combination of measuring points and drawing by eye.




Measuring the Kingfisher’s bill and plotting the measurement on the paper.






The Kingfisher drawn, showing the plot marks.



Once this stage of the drawing is completed it can be refined further, then traced onto better quality paper for the final piece.

Can we use dividers to measure subjects that are lying flat?

You can, but the principles of measuring are the same – the dividers would need to be held above your subject at exactly the same height each time to obtain accurate measurements.




Measuring a subject that is lying flat using dividers. These Stag beetles were in a display drawer with a glass top, so having the top in place helped to make sure the dividers were held in the right plane above the subject.



What are proportional dividers?

Proportional dividers enable us to enlarge or reduce the size of the subject we are drawing. The measurement at one end of the dividers will always be larger than the other. The chosen enlargement/reduction in size is achieved by positioning a central sliding scale.

The numbered ‘line’ scale indicated on them shows the proportion of the larger measurement to the smaller. For example, when set at 4, the larger measurement will be four times larger than that at the smaller end.




The inside of a Camellia flower ready for measuring.



They can be expensive to buy and are not a necessary piece of drawing kit, but are very useful when I need to enlarge plant dissections, which I do fairly often.


CHAPTER 4

Mark-Making Techniques and Creating Form

A Small Collection of Marks Can Replace 100 Words

The above quote is something that I always try to remember when completing my pen and ink pieces. I want to ensure that the illustration I am producing has visual clarity and is communicating what I need it to, to the viewer. This applies whether it is a technical illustration for identification/scientific purposes, one more aesthetically pleasing, a more naturalistic illustration or a looser style pen and ink sketch.






Whatever approach we are taking, there has to be a thorough awareness and understanding of the subject before we even place pen to paper. We need to study the subject with a consistent light source in place where possible, so we can determine what marks are most appropriate to represent form and any subsequent surface texture and colour pattern. When I am teaching students who are new to illustrating in pen and ink, I find that there is the tendency for them to feel the need to use as many marks as possible within one illustration.

With time and practice in drawing a variety of subjects, the artist will become more aware of what marks are needed. ‘Less is more’ is a good term to consider as it allows us to focus on the marks that matter. Using too many marks or the wrong marks to represent an area, with some dominating significantly, can all lead to an illustration becoming too stylized. There needs to be consistency and uniformity in mark-making. Keep in mind that every mark we make has to mean something, to serve a purpose; it’s not just about filling a space on the paper with marks.

ILLUSTRATION PURPOSE AND MARK-MAKING SUMMARY

Technical Illustration


• Often, a fewer variety of marks are required.

• There should be less ambiguity with the marks made. Marks representing tonal values and form should not be confused with those representing colour and texture and specific details.

• Consideration needs to be made if the illustration is to be reduced. Too much detail created with too small a nib can result in the illustration being too dark when reduced. The solution is to use a slightly larger nib for mark-making and be aware of the density of the marks you are creating. The key thing is knowing when to stop. A reducing lens can also help to determine how marks will look when the illustration is reduced.



Naturalistic Illustration


• More variety of marks are possible while retaining the realism and accuracy of the subject you are drawing, ensuring that the illustration does not become too stylized.

• I use a wide variety of marks in some of my illustrations, but in reality, some of these may only cover a very small area and do not always dominate a piece.

• These illustrations can be more aesthetically pleasing and can also fulfil a more decorative purpose.






A Mahogany seedpod drawn in line.



THE PURPOSE OF MARK-MAKING

Mark-making can fulfil a range of purposes. It can be difficult to prioritize these, but in my opinion creating tonal values and representing form should come top of the list and should include:


• Creating form

• Surface texture

• Surface pattern

• Surface colour.



We shall first look at mark-making techniques before expanding on the above.

MARK-MAKING TECHNIQUES

In the following examples, each mark-making technique has been used in isolation to create an illustration of an open seed cluster from a Mahogany tree.

1. Line

Ensure that your drawn line is as smooth as possible. Before starting an illustration, practise drawing a variety of lines in your sketchbook or on a piece of paper. Draw small, long and curved lines to warm up your hand and you will find that your drawing process can be a little more relaxed. You will also need to ensure that your pen nib is clean and that there is no debris on the tip that will cause your lines to become irregular. Some debris is easily visible. Begin a good working practice by having a piece of paper at your side for regularly wiping clean your pen nib.

Certain pens will produce a better quality line when the line is created in one direction only. This can especially apply to dip pen nibs and also technical drawing pens, such as the Rotring Isograph and Rapidograph. The flexibility of turning your paper during the drawing process will help as you draw the line downwards rather than in an upwards motion. Using paper such as Bristol will also help in creating regular smooth lines. All my ink illustrations are outlined at the first stage; however, some artists don’t create an edge, preferring to go straight in with mark-making, such as stippling.

How to end lines

When creating an outline to a drawing, the line meets up eventually. In other situations, such as in the middle of a drawing, the line would end in a space. The end of the line can end abruptly with a blunt end or you may want the line to taper away in thickness. For the latter, it is all about lightness of touch. As you come towards the area of the line where you want it to taper off, apply less pressure to your pen nib and lift it gradually from the paper.




The first line has been finished with a blunt end. The second line has been finished with a tapered end and the third line has a broken end created from dots and dashes.



2. Contour Hatching

With contour hatching, the lines produced are usually parallel and follow the contours of the subject you are drawing. You can bring the curved lines closer together to represent darker tonal values and further apart or none for lighter tonal values. In the case of this Mahogany seed cluster, the lines were stopped where the highlights occurred and continued with a shorter curved line in places where the white space of the highlight needed to be reduced. Contour hatching is a great way to bring instant volume to an illustration if you can visualize the three-dimensionality of the subject you are drawing. It can be used independently, such as in this example, over the whole subject or in smaller areas combined with other mark-making techniques.




A Mahogany seedpod drawn with contour hatching.



3. Cross-Hatching

Cross-hatching can be created with straight lines or it can follow the contours of the subject. It is the one mark-making technique that has taken me the longest to feel confident with. This is largely due to it being the technique I was using the least. So, the moral of the story is practise those mark-making techniques to fully understand and experience them. To create cross-hatching, parallel lines are drawn and then overlaid with other parallel lines at different angles. The more layers applied, the darker the tonal values, so proceed with caution so that you do not go too dark too soon. Some artists will just use cross-hatching in their illustrations within an outlined drawing, but my preference is to use it towards the end of completing an illustration to enhance the form further. I will use a very fine nib, such as the 003, in a fine line pen and will apply this with the lightest of touches. In some situations, I will even use a pen that is running out as I do not want the cross-hatching to dominate the illustration but complement the other mark-making techniques used. The reduced density of ink helps with this.




A Mahogany seedpod drawn with cross-hatching.



4. Stippling

When creating technical illustrations, stippling along with line are the two main mark-making techniques used. When applied properly, stippling can be extremely effective in depicting the form of your subject. Stippling consists of dots that need to be applied to the paper with careful placement, ensuring that the marks are round(ish) dots instead of small flicks, which can often happen if the method is used hastily. Irregular dot shapes can also occur when the nib of your pen is clogged and needs clearing, and when a nib is worn and has been used for some time. This creates an angled point to the nib and indicates that it is time to change to a new pen.




A Mahogany seedpod drawn with stippling.



The stages in creating stippling

First, apply the dots to the paper, spacing them out so that they are not directly next to each other. Then apply more dots in the spaces. Over time, increase the number of dots in the areas where more shadow is required. The darker the tonal value, the closer the dots will need to be. In some illustrations the dots will be touching in these areas – this is fine – but do make sure that there are no larger clusters of dots forming where you do not want them. If you are working on a large illustration that covers a broader expanse of paper, using a larger size of pen nib will be a huge advantage. The stippling will be easier and faster to achieve. It will also mean that your smallest pen nibs will not wear as much. Use the larger nib for the darker tonal values, then introduce the medium-and smaller-sized nibs as you work across the mid and lighter tonal values. The stippling created by using different size nibs should blend between tonal values, rather than there being a visual difference.




The stages of developing an area of stippling.



5. Parallel Hatching

This is one of the most basic forms of hatching and consists of parallel lines drawn close together. The marks can be at any angle. The closer together they are, the darker the tonal value and the further apart, the lighter the tonal value. This is one of the mark-making techniques I use the most and it is very effective, particularly in the smaller areas of a subject, in indicating form and also texture.




Parallel hatching.



6. Wavy Lines

These can be created with any sized pen nib and can consist of a solid line or one broken with dots and dashes. They are not to be confused with contour hatching, as wavy lines are not always added to an illustration to depict form, but more often to represent surface texture and pattern.




Wavy lines.



7. Dots and Dashes

This mark-making technique is often linear in approach and consists of dots and dashes at irregular intervals. It is useful for giving the impression of a line, but when less emphasis is required on a solid line. It is most often used in the central area of an illustration, rather than on the outline. When used for an outline, you need to make sure that any gaps in the line do not meet up with another line, as this can cause confusion in the details.




Dots and dashes.



8. Scribbling

Scribbling takes more of a free-form approach to mark-making. This technique can create a range of tonal values alongside texture and colour differences. The scribble marks can be presented in different forms, according to the effect you want to achieve.




Scribbling.



9. Criss-cross Lines

Criss-cross lines can be used at varying lengths to depict a variety of textural marks. Placement of the marks can be quite random, but care will still need to be taken as to their position when representing a specific subject or part of it. The marks can be drawn in one direction or can be multi-directional according to the effect you are wanting to achieve.




Criss-cross lines.



THE PURPOSE OF MARKS USED IN A DRAWING




In this illustration, the purpose of the marks is determined. When planning an illustration, try to always think about what mark-making technique will work well for a specific purpose.



IDENTIFYING MARKS USED IN A DRAWING




In this illustration of a Nautilus, you can identify the marks used in a drawing. There are several used in this example, but this is not always the case – with some illustrations you will need to use fewer mark-making techniques.



SHADING TO CREATE FORM

It is essential to understand how to create the form of our subject (three-dimensional) onto paper (two-dimensional), understanding how light interacts with it, creating tonal values, and the shading we use to do this. When I refer to shading, it is the action, the physical process of putting marks onto the paper, and the tonal values are the result, which will gives us the form.

WHAT IS TONE?

Tone can be divided into values and refers to the whole value range. To identify the tonal values of a subject, we look for the darkest area to the lightest area and the mid-tones in between. For a drawing to look three-dimensional, you will need to use the full tonal range, otherwise it will look flat. Tonal values also apply to colour.

Interpreting Tonal Values

To understand the tonal values of our subject, we need to explore how light interacts with it. The form of our subject is created by the depth of visible shadows and the occurrence of highlights.




You can see that the light source originates from the top left. This is a format often followed in botanical and natural history art, whereby the subject is lit from this position and portrayed in such a way.






This set-up shows how you can manipulate the light source by placing your subject on a light-coloured surface and use a board behind and to the side of the subject to direct the light.



Where the highlight occurs, this is the brightest part of the subject, so the lightest value. When portrayed in a drawing, the white of the paper is used to create the highlight. Always leave enough white paper for the highlight, as once you start shading, the area will easily decrease in size. When the drawing is nearing completion, you can decide if the highlight is too bright. If it is, this area can be broken up with the appropriate mark-making technique. If we filled the space with marks without leaving some of the paper to represent the highlights, form will be reduced or non-existent.

The shadow is formed when the light cannot reach that area of the subject. It is important when shading the shadow area not to go too dark too soon with your mark-making. Do not take it to the absolute darkest value, but build up to it, gradually reviewing at each stage and perhaps moving around and working on another area of your subject.

Reflected light is created when light bounces off of a surface onto the shadow area of the subject. Due to the light being reflected from the white china palette in the example, the reflected light is easily visible at the base of the egg shape. In other cases, it may be more subdued if the surface is not so white. Reflected light is really important when it comes to portraying subjects, such as those that are rounded in form.

Mid-tone is the transition area between the darkest area of the subject (shadow) and the lightest area (highlight). This transition area can consist of numerous mid-tones. When portraying a subject, we need to identify the range of mid-tones before we start the shading. Combined with the portrayal of highlights, shadows and reflected light, the mid-tones are what makes a two-dimensional line drawing become three-dimensional through the process of shading; without these elements the drawing will look flat.

Creating Tonal Values

You may have noticed that I had already referred to creating tonal values when I was writing about the different mark-making techniques, in terms of how close each mark is to the next one. The marks that are closest together create the darkest tonal value, which we would use for the darkest area of shadow on a subject. As the marks become more spaced out, the mid-tones evolve and can cover a wide range. Then we move onto the lightest tonal value where the marks are even more spaced out – we would use these for the outer area of the highlight.




Individual squares can be used to represent a value scale.





















I prefer to create a value scale using a tonal strip as you can practise creating more of a gradation in tonal values, which would happen in reality according to how the light interacts with your subject. Notice how with each of these tonal strips the range of each value is variable.






A sphere that has been stippled, showing the various tonal values which have helped to create the form of the shape.



Creating Tonal Values – Summary


• We can use several pen nib sizes to aid us in producing a range of tonal values, sometimes using the largest nib for the darkest value, reducing in size towards the lighter values.

• Tonal variation is not always in a straight line; it can occur in a variety of directions.

• Deepen the darkest tonal values in the final stages of the drawing. Do not go too dark too soon early on in the drawing process.



Tonal Variation in a Line

A brief for an illustration may be for a line drawing only, with no tonal values applied to the central areas of the drawing. A straightforward line drawing would suffice, but there is also the option of creating tonal variation in a line, which can still represent the form of a subject well. Where the shadow falls on a subject, the darker tonal value can be shown by creating a slightly wider line in this position. This can be done in one of three ways:


• If using a dip pen, use one with a flexible nib. When slightly more pressure is applied the nib opens up and produces a wider line as you progress with your drawing. Lighten the pressure to return to a narrower line.

• Use a larger nib size in a technical or fine line pen for those areas where a wider line is required. It works better if this is one continuous line, rather than one joined by a narrower line at either end, as it would be hard to achieve a smooth transition between the two. This method also works well when a wider line can help to accentuate a line in the foreground. It can create depth to a composition and it enhances perspective.

• Alternatively, you can use the same size nib and re-draw over the first line, making it slightly wider. This is the least favourable way of creating tonal variation in a line, as you need an extremely steady hand and it is very easy for the line to become irregular.



SURFACE TEXTURE

Mark-making techniques that represent texture describe the surface of your subject. For subjects that have a very smooth surface, often minimal marks are needed, with just enough to show the form. Marks that work well for depicting a smoother surface include stippling or parallel hatching, the latter being used sparingly. Less smooth and rougher textures can be represented by a wide variety of marks, with some appearing to be visually more random in application. In reality, thought has still been applied in deciding their placement. If we look at the coat of an animal, the surface texture will usually follow the curvature of the subject.




In this section of a Kelp holdfast illustration, some of the areas in the foreground have been drawn with a slightly larger nib and the areas in the background with a smaller nib to enhance the depth and perspective.






The stages of creating texture using criss-cross lines.



In creating textural marks, the first stage is to apply basic marks. We then need to think about how we place further marks to produce the full textural effect. Different textures will require different approaches when we are representing light and shadow. Darker tonal values will require several layers of marks while still ensuring that this does not look as if it is depicting a different colour area on the subject, whereas the mid and lighter tonal values will potentially require fewer marks.


Examples of Textural Mark-Making Techniques



Excerpts from various illustrations used to portray a range of textures that are achievable in pen and ink illustration.



SURFACE PATTERN AND COLOUR

Sometimes, depicting pattern can be combined with tone and texture, but it can also be represented independently. This will most often occur where the subject has the lightest tonal values. Think about the smoothness of a snake’s body. The scales create a pattern that needs to be drawn as this is one of the creature’s main characteristics. In the area where highlights dominate, all we would see is the pattern, but as we move over the body towards the mid and darker tonal values, the pattern is likely to be combined with a mark-making technique such as stippling.




In turn, pattern is often combined with colours such as patterns and colour differences that represent variegation on the surface of a leaf or a shell. Illustration by Jeannie Foord (date unknown).



I am often asked how to depict areas of a dark colour on a subject, when you are, in fact, drawing in black and using the white of the paper, particularly if there is a distinct contrast between the dark colour and rest of the subject.




Examples of where the dark colours have been portrayed.



The dark area of colour can be shaded with the darkest value, but in places, leave some areas a touch lighter in value – if it was a large area and was just solid black, it could create a visually flattening effect.

OVERCOMING CHALLENGES WITH PEN AND INK

Even the most experienced artist faces challenges in media with which they are familiar. It may be a complex subject or specific area of a subject and it can also involve correcting mistakes and facing challenges with equipment and materials.

The table below provides examples of some of the challenges we may have with the depiction of specific details in natural history illustration and where you will find a solution within this book. These are by no means the only challenges, but ones I have often been asked to solve when giving feedback on artwork.


EXAMPLE OF CHALLENGES





Drawing and Equipment Challenges

We can be faced with issues relating to the drawing process and the equipment and materials we use. This table gives examples of some of those challenges, the cause and a solution.

CHALLENGES AND SOLUTIONS


	Challenge	Cause	Solution

	Bleeding of ink while drawing, meaning that the ink disperses into the fibres of the paper, particularly when using a dip pen.
	Paper surface is damaged due to too much erasing at the pencil drawing stage.
	Test any eraser on the paper you use. The eraser may be too hard for the paper, so swap to a soft eraser.


	
	If you have applied a watercolour or ink wash prior to drawing in ink and the paper has a soft size (coating), this can sometimes be broken up by the moisture and expose the internal paper fibres.
	Use a harder-sized (coated) watercolour paper. Test a hidden piece or scrap of the paper with the watercolour wash on, using the pen and before proceeding with the main ink drawing.


	Pen nib becoming thicker and/or more angled (if a fine liner), resulting in irregular marks and lines when not required.
	The pen nib may become thicker, especially if a fine liner, and too much pressure has been applied while drawing. This will cause the nib to splay and may even bend it.
	Lessen the pressure on your pen as you draw.


	
	Excessive pressure can also result in a more angled nib or just general wear of the pen over time.
	Lessen the pressure on your pen and change your pen regularly.

	Rotring pen nib keeps clogging up.
	Loose fibres on the paper surface and pen system may need cleaning.
	Make sure that there are no loose fibres on the paper surface and brush gently with a clean, soft, wide paintbrush. Wipe the pen nib on a separate piece of paper at regular intervals while drawing. The pen system may also need cleaning (see Chapter 2).


	Excessive ink coming out from Rotring nib, making it difficult to draw with.
	An indication that the internal cartridge may need changing.
	Change cartridge.


	Splattering of ink onto paper while drawing.
	Nib of pen being used in wrong direction (dip pens and Rotrings).
	Use a very smooth paper and turn the paper when necessary to ensure that you are using the pen in the right direction.

	
	Drawn on paper that is too rough.




Correcting Mistakes

Once you have committed ink to the paper it is often permanent and cannot be removed without damaging the paper. This is why I always draw in pencil first unless I am sketching in my sketchbook out in the field. Try not to get too frustrated about making mistakes or perhaps we ought to call them imperfections? They are part of the process, whatever our level of experience, and we can all learn from them. The most important thing to do before correcting any mistake is to step away from your work, take a deep breath and change activity so you can clearly evaluate what the best solution will be. Corrections made in a hurry when we are under pressure rarely end in a positive result.

What are the solutions?




This is a form of highly opaque white ink that is suitable for correcting mistakes that occur in small areas.






Using a small spotter brush to gauge how effective the highly opaque white ink is in covering black ink.




1. Sometimes you can incorporate a mistake into an illustration. This can work best in an area where you are mark-making within the mid and darker tonal values. It is fine if you are not changing the characteristics of your subject to make your interpretation of it unnatural or inaccurate. This can work for more naturalistic illustrations, but it is likely to be less possible for technical illustrations required for diagnostic purposes.

2. You can use a white gouache (opaque watercolour) or a specialist white ink recommended for corrections of work drawn in permanent ink. The white ink is quite thick in consistency, very opaque and can be diluted slightly to suit the purpose. Normal white gouache comes in a variety of whites and will need to be diluted with water. This means that several layers may be required. One disadvantage of using a white media for corrections is that the shade of white does not always match the paper you are using. A solution to this would be to experiment and add a little of a suitable colour (either watercolour or ink) to the ink and test the mix on a scrap of the paper you are using for the drawing. This will create a tint that will hopefully match your paper. Once dry, it should be possible to draw over the ink with the pen you were using, but be aware that the surface will be different to that of the paper. I would only use this correction method on a small area of my drawing. Do not be tempted to use white correction fluid usually used for correcting writing mistakes. It is too thick and cannot be diluted, and is also likely to contain a solvent, which, over time, can damage your work.

3. White gel pens may work well for correcting thinner, smaller areas of marks but can leave a slightly raised surface, especially if using those with a large nib.

4. Perhaps the most ambitious way to correct mistakes is to scrape away the ink using a round-bladed scalpel. I only use this method for the smallest of mistakes, such as when I drop my pen on the paper and an ink mark is left, and those that occur a distance away from other areas of inking. It can take away the top surface of the paper, but if burnished afterwards with a rounded agate burnisher or flat metal embossing tool, the paper can even be drawn on again if you are very careful.

5. If you are technically minded when it comes to using a computer with graphics software installed, there is the capability to correct mistakes using the software. The finished illustration would need to be scanned and saved as a digital file on your computer. Once it is imported into the software, there are several tools you can use, one being the clone tool where you can mimic the colour of the paper and cover any ink mistake. If your paper is pure white on the digital file you can also use a white box without coloured edges and place that over the mistake.






It is essential to use a curved round blade as you will need to use the blade on its curve when you softly stroke the paper. Blow away the loosened paper fibres and do not be tempted to brush them away with your hand. You will see that the ink will come away with the fibres. Then cover the area with a piece of glassine paper or thin layout paper and apply even, gentle pressure with a rounded agate burnisher or an embossing tool, as you move it across the area. This will flatten the paper fibres and return the paper in this area to a relatively smooth surface. Be careful not to cause any indentations in the paper.






Making a digital correction. This shows how I deleted the title I had drawn onto the illustration. I wasn’t happy once I had written it. Even though I cannot remove it from the original piece, I do have the option of extracting it from a digital file so that in this book it appears without the title and any prints I later produce.



When you have had the opportunity to familiarize yourself with a wide range of mark-making techniques, learning how to depict tonal values to create form and how to deal with challenges, it is time to put it into practice. The following themed chapters will guide you through a wide variety of subject matter, providing an insight into how I create my pen and ink illustrations, and hopefully give you some inspiration and ideas too.

Happy drawing and inking!


CHAPTER 5

Composition

When Planning a Composition, Think of it as Creating a Map of your Subject

Composition can be one of the most challenging aspects of being a botanical and natural history artist, but it can also be one of the most rewarding when you see that the composition you have produced has succeeded in communicating the information you wanted to the viewer. You often hear people talk about the narrative to a painting, the story it tells, the emotions it engenders; if the composition is successful, the stronger the narrative will be. It may be thought that scientific illustrations don’t necessarily need to show a narrative but to me, they still do. They are telling us about the growth sequence of a plant or animal. Elements of the illustration could also tell us about a specific habitat and the species within.






Purpose of the Illustration

When we are in the early stages of developing an illustration, we first need to consider its purpose:

Aesthetic and/or decorative

We are still illustrating with accuracy and detail, but creating a piece of work that may be used for exhibition or display purposes in a home, venue or business environment. Media are used individually or in combination.

Scientific or more analytical

The emphasis is being on the highest level of scientific accuracy and detail, this is work that may be used to describe a plant or animal species for a publication, such as a scientific journal or identification guide. Media are more likely to be used in isolation, for example, pen and ink on its own or watercolour.

Combination of both

This is where work may be used for decorative reasons and also for natural history/science-based purposes. Examples may include images for interpretation and signs at nature reserves and other green spaces, general interest books on art and natural history, exhibition of paintings and illustrations on a particular theme. Media used individually or in combination.

The next stage is when our mind can then sometimes go into overdrive and we start thinking about layout and what to include, but the best thing to do is to take a breather and consider those fundamentals that help to make a composition successful.

Success with Composition

For the composition to be successful, we need to be aware of and include the elements of design – these are the parts that form our illustration.

The principles of design are the tools we use to organize the elements.

Elements of design


	Line	Can be in any direction, straight or curved, created from different mark- making techniques, of varying widths. Lines define the edges of the shapes we draw.

	Shape	The shape we draw is enclosed by the line and is two-dimensional. It can be geometric or organic.

	Form	Form is when the geometric or organic shape becomes three-dimensional by adding tonal values.

	Colour	If we relate this to pen and ink illustration, colour is represented by value and saturation in mark-making if using one colour of ink. If using inks of different colours, then hue, tint, shade and temperature come into play too.

	Value	The lightness or darkness of a colour and how we represent form if using one colour of ink. We create tonal values with our mark-making.

	Texture	How we portray the feel and appearance of the subject we are drawing. We can choose specific mark-making techniques to create particular textures.

	Space	This refers to the spaces around, within, between parts of our illustration, those that are positive and negative spaces. It also relates to perspective and how atmospheric perspective can create depth to the spaces within our illustration. It is also important to leave the right amount of space around your drawn subject to allow it space to ‘breathe’.



Principles of design


	Contrast	Different elements used together to highlight their differences. Examples include differences in tonal values or texture. These differences create an area of visual interest or a focal point.

	Emphasis	Particular attention is placed on a specific part of the illustration. This can be achieved through contrast, where the part is placed, colour, size, repetition. It also relates to the focal point.

	Repetition and pattern	Elements can be arranged in a regular pattern, such as lines, shapes and colours. This need not be an individual element, it can include several within the pattern.

	Variety	Using a combination of elements in the illustration to create an area of visual interest.

	Proportion	The relationship of different parts of the illustration to each other in terms of size and number, for example.

	Rhythm and movement	The elements can be used and arranged in such a way as to direct your eye through the illustration to a focal point or area of visual interest.

	Balance	Making sure that the visual weight of the elements is distributed pleasingly and with equality of importance.

	Harmony and unity	Where the elements and parts within an illustration come together to represent a whole.



The Format of the Illustration – Portrait or Landscape?

When creating an illustration, one of the earliest stages is deciding the format in which to present it. For a scientific/analytical illustration, the decision is often taken out of our hands as it will usually have to follow a designated format, especially if it is for publication within a journal or scientific paper. If this is not the purpose of the illustration, there can be a greater degree of flexibility with the format the illustration will take. The decision can be made early on or later, if you want to use the cropping method of finalizing a composition.

Drawing Within a Framework

Now that the format is decided, we have the choice of creating our composition within the open space on our paper or we can use a framework in which to create our composition. Some thought needs to be given to the proportions of the framework boundary, the height compared to the width. Just because we may decide on a portrait format, we are not limited to a certain proportion – it could be tall and thin or shorter and stouter; the same principles apply to the landscape format. If we decide to create our composition within the open space on our paper, then we need to ensure that the paper is big enough to allow enough space around the drawn subject.




This artist was working out a composition that included several parts of the same plant in varying combinations and positions, in both landscape and portrait formats. (© 2020 Adrienne Roberts)



A framework can be temporary or permanent. We can draw it faintly in pencil on our paper using a ruler and set square, then erase it once we are happy with our drawn composition. Having this framework works particularly well when creating a composition with more than one subject or different parts from the same subject and it can also act as a safety net when it can be overwhelming faced with a blank sheet of paper. The framework can also be made a permanent feature of the illustration and I have used this several times in a circular or portrait format where multiple subjects are portrayed within one composition. If it is going to be framed, the mat/mountboard can then be placed outside of the framework.




In these examples of thumbnail sketches, the artist is looking at ways of portraying a close view of varying aspects of the same subject. This also creates a cropping or window effect. The sketches are more detailed and help to assess the potential tonal balance. (© 2020 Dawn Wright)



One way we can explore these framework options is to create small thumbnail sketches. These sketches need not be highly detailed, but are likely to contain the approximate shape/s of your subject and their potential position.

Composition Examples

I will now provide a few examples of various compositions with explanations as a guide to their compositional development.







1. The Herdwick sheep was a particularly large subject and I wanted its face shape, features and ears to be the main focus, followed by the windswept fleece going in all directions. The format and proportions of the frame-work were somewhat led by the photographic image I used for reference, so the decision was an easy one to make in terms of layout.






2. The Nautilus was drawn on pre-cut paper from a pad in a landscape format. No framework was used. A background was introduced later on in the development of the illustration and was originally not going to be included. Had I decided this earlier on, I would have chosen a larger piece of paper as there would have been more flexibility in terms of cropping the composition when complete, allowing more space around the subject.






3. The driftwood was a piece that was drawn on a large enough piece of paper with no framework, but I wanted to show you two different cropping options and how they can affect the final composition. Obviously, I have created these crops digitally, but the same consideration would also need to be made when choosing a mat/mountboard during the framing process. With the closer crop, the illustration is far more restricted visually and this would be emphasized even more if a mat was placed around it as the subjects do not have enough space to ‘breathe’. Allowing more space around the subject in the second option creates a far more visually appealing piece. This demonstrates why we need to make sure we use a big enough piece of paper.






4. I wanted to include differing forms of fossils in this illustration. I had decided from the start that I wanted to portray them in a more dynamic way, so decided upon a circular framework in which to place them. When working with multiple objects like this, the last two principles of design came into play – balance and also harmony and unity.

Some of the fossils were larger than the others, so the four largest were distributed across the central and lower area, with regular spacing between each of them, making sure there were no large areas of negative space between them. The darkest areas of the illustration were more towards the base, but to balance this out, one of the smaller fossilized teeth was placed nearer the top of the illustration. The smaller items were then placed in the larger negative spaces until a suitable arrangement was determined. Any spirals or curves that were evident on the subjects were used to lead the eye around the illustration to other areas of interest.






5. The Milkweed pod and seeds were drawn centrally on the page with plenty of space left around the subject. The pod itself had quite a curve to it, especially towards the base with the pod curving to the lower left and the stalk curving to the lower right. If left like this, the eye is led out of the picture rather than returning to the central area and around the rest of the illustration. By placing the falling seed and pappus in the lower right area, with the pappus extending towards the main pod, there is connectivity and it helps to lead the eye back up to the rest of the composition.






6. When wanting to focus on a specific area of a composition, cropping is an option and this can be decided upon at any stage. At the thumbnail sketch stage, you might decide to include the whole flower in one sketch and then crop it in another, so you can take this through to the main drawing. Some artists will also complete a whole illustration and then crop at the final stage using the mat/mountboard to reduce the illustration and focus on a specific area. With the Arum maculatum illustration, I was working from previous sketches and reference photos and decided early on how I wanted to portray it. The flower had the front section cut away to reveal the internal botanical features; these were the main focus of the illustration. Therefore, I worked within a framework from the beginning, where the stem and rest of the flower’s spathe disappeared out of frame, in effect cropping the image of the whole flower.






7. This illustration was quite a complex one to compose but was helped by the specimens being first placed in plant tubes filled with water, and I could then lie them down on a sheet of paper and decide upon the final layout from the actual subjects. A framework was created at the beginning.








8. Placing the larger brassica leaf in the bottom right corner gave weight to the base of the composition as it was darker in tone than some of the other specimens; it also provided a focal point to lead the eye into the illustration. The visual flow was then encouraged by following a gentle diagonal from this leaf to the top left corner, the tops of the other plants creating this diagonal. More detailed subjects were placed in the foreground, such as the Chicory and Sunflower, with simpler forms, the Fennel and the Fodder radish, at the rear of the composition. Think of the composition in terms of layers.

Some of the negative spaces were divided into positive proportions where parts of the plants crossed over these areas. Some decisions with regard to the composition were decided later in the drawing development mid-way through, particularly the remaining negative spaces that would have been too evident if left and a distraction from the other drawn subjects. Falling seeds and individual seedpods, as well as the broken leaf on the wheat-like plant, were drawn to fill these spaces. Dependent on the style of the composition, give your subject/s space to breathe. In this illustration, space has been left at the top and partially down the sides.

There are many composition options open to us and as working artists, it is good practice to explore new ways of presenting subjects, first in our sketchbook and other studies, and later when we feel ready to include them in our finished work.


CHAPTER 6

Botanical Subjects

Observing the Internal Details of a Plant Immerses You Further into the Plant Kingdom

Pen and ink has been used for centuries in the depiction of botanical subjects and over time, it became the most practical medium to use for illustrations that were to be reproduced. These illustrations were often created for a scientific purpose to illustrate and show every growth stage of a plant. Plants were often – and still are – newly discovered and the best way to record every feature is in an illustration.

Alongside botanical illustration, pen and ink is now used in more contemporary depictions of botanical subjects and can also be used with other media. This work falls within the genre of botanical art.

Let’s look at the differences between the two genres in the context of pen and ink.






BOTANICAL ILLUSTRATION


• Precise accuracy is needed when portraying every part and growth stage of the plant to ensure that the plant can be identified and that individual features can be used for diagnostic purposes.

• Illustrations are usually produced from live plants or herbarium specimens.

• The illustrations will usually include dissections of particular plant features drawn to scale. This means that these features are either drawn larger or smaller than in life and the scale is indicated using a scale bar adjacent to it.

• Mark-making techniques are more limited to ensure that there is clarity in the illustration. Line can be used independently of other marks, but can also be combined with stipple and hatching. When hatching is used, it is often restricted to contour and standard hatching. Stippling can avoid less confusion in the depiction of form, but the technique has to be used precisely – marks need to be presented as clear dots rather than many dots joined together or tiny irregular marks that are more inclined to represent small dashes.

• The emphasis is not on covering the whole illustration in marks. Use the white of the paper to your advantage to represent highlights and lighter tonal values.

• If the work is to be reproduced, more consideration needs to be given to the size of the pen nib you are using. If an illustration is reduced in size for publication and the nib being used for the original illustration is too small, when the image is reduced the stippling may visually be shown as a dark solid area, which isn’t appropriate. Therefore, a larger nib is often preferable and the spacing between stipples needs to be more considered. A reducing lens can be used while completing the illustration to assess the visual density of the marks made.




Using a reducing lens to assess the visual density of stippling.



BOTANICAL ART

• The depiction of the plant still has to be accurate and scientifically correct, but it may not include every growth stage of the plant.

• More emphasis can be placed on the aesthetic value of the subject.

• The plant’s surrounding natural habitat may be included.

• A combination of plant species may be included within one composition.

• The ink drawing can be combined with other media, but the emphasis is still on the pen and ink being used to create the form.

• A wider variety of mark-making techniques can be employed, but still within the context of representing the form, texture and colour of the subject realistically, rather than a stylized representation.

• The pen and ink drawing can be drawn on a coloured paper, as the sole purpose will not be for reproduction in a publication.



There are times where the categorization is not so evident, but this should not be seen negatively, but a positive combination in promoting the beauty and importance of plants.

THE WORK OF A CONTEMPORARY BOTANCIAL ILLUSTRATOR

Lucy Smith is one of the botanical illustrators working at the Royal Botanic Gardens, Kew. Here she tells us in her own words the process of drawing Alsophila novobritanica.


‘This illustration was one of ten new species of tree ferns from New Guinea, which was commissioned by a Kew botanist. The new species were drawn from historic herbarium specimens. The new species were published in 2019.




Alsophila novobritanica Illustrated by Lucy Smith. (© 2018 Lucy T. Smith)



‘As it was my first experience with drawing ferns, I had to come to grips with new terminology specific to ferns. Here I was guided by both the botanist and my own research. The herbarium specimen material was very limited as only one good collection number was available. The best pinna was one which was broken off at the tip, so I had to include the tip of another one. The pinna I drew in pencil directly onto the plate, while the smaller parts I drew first in my sketchbook. Some of the smaller parts, such as the segments and sori, were drawn using a camera lucida attached to a microscope. Once the details had been checked and approved by the botanist, I completed the design of the plate by fitting the details around the central pinna. After a final check by the botanist, I started inking the plate. I used different pen sizes to give a subtle suggestion of three-dimensional form to the pinnules. The smallest pen was reserved for the tiny veins and sori details. Overlaps were carefully considered, as were the cut-off details, which I outlined with a ruled, dashed line.’



CHOICE OF SUBJECT MATTER

When it comes to botanical subjects, there will always be something we can draw, preferably from life, but if this is not possible, then from sketches, reference images and pressed/dried specimens. It can be fun, educational and inspiring to focus on a specific project, whether an individual plant, a plant family or a selection of plants from one specific habitat or location.

I often hear people say, ‘Oh there are no pretty flowers to paint in the autumn and winter’, but there is so much else! During this time of year subjects will often last longer and do not shrivel and die as quickly as a flower freshly picked. Specimens gathered in the autumn and winter will often dry well in the right conditions and can be added to a collection to be used later for drawing and painting subjects.

To guide you through a range of botanical subjects in pen and ink and the processes involved, I have divided subjects into categories I consider to be some of my favourites to illustrate.

Autumnal/Fall Subjects

Using black ink is most appropriate for when work is produced for reproduction, but the use of sepia ink can be aesthetically pleasing for natural subjects, particularly those that are seasonal, as in autumn/fall.

Milkweed seedpod and seeds

Materials used: Pens – Pigma Micron Sepia 003, 005 and 01; Paper – Strathmore Bristol 500 series plate surface

In the late autumn of 2019, I was walking around the Chelsea Physic Garden with a friend, recognizing plants and seeing ones we hadn’t spotted before, as well as noticing the seasonal changes in the plants and garden. In front of me I saw the most fascinating pods and realized I was looking at a Common milkweed plant (Asclepias syriaca). The pods can be horn shaped, as well as long and tubular, and these were bursting with seeds ready to escape and be borne by the wind, aided by the thousands of white pappus. Alas, I had no specimen from which to draw, but took several photos and I knew that I had a few seeds with the pappus still attached in my collection of natural history objects at home, that I had used in a previous sketch.




Milkweed seedpods growing on a plant in Chelsea Physic Garden, London.



I decided to draw a single pod that was just opening, with a couple of seeds being dispersed and floating off in the air.

The 003 pen was used for the initial outline of the pod. This gave a very fine line, which, in places, could be broken a little with minute dots and dashes. I continued to use this to draw in the undulating surface of the pod and the protrusions too. As the seeds were quite dark in tone and prominent, the 005 pen was used to outline these and to complete the stippling on them.

The 005 pen was used in the places around the edge of the pod opening. This helped to give a deeper tonal value to the line compared to the 003 nib, therefore helping to give a greater degree of perspective. The fine filaments of the pappus that help to disperse the seed were white in colour. The challenge was how to depict those on white paper. It was decided that a very fine stippled line, created with only a little pressure on the pen, was to be used to show these and this produces a lighter tonal value. The same has been applied to the filaments within the pod, ensuring that plenty of white paper is still visible.

Fine stippling was used to create the shadow on the right side of the stem and for other areas of the pod. This was denser in the areas where the undulations of the pod created shadows on the pod surface.




The first stages in drawing the pod and seeds.






Developing the delicacy of the pappus with fine stippling using the 003 pen.






Developing areas of shadow.






Adding the finishing touches.






The completed illustration of the Milkweed seedpod.



With the finishing touches, the aim was to ensure that the shadows were correctly depicted using the darker tonal values. This was achieved by adding very fine cross-hatching with the 003 pen to create specific elements of the drawing: where the pod overlapped the stem; the shadow cast from the pod onto the seeds inside; inside the pod towards the base and also the outer right side of the pod. Even the tiny protrusions had a shadow down one side to create the form of these. Finally, observe how on the left side of the pod the lighter tonal values have been created by using the white of the paper, rather than covering the whole area with stippling. This helps create the rounded form of the pod.

Other Autumnal Subjects

Magnolia stellata fruits

Materials used: Pen nib – Leonardt 300 Ballpoint nib; Ink – Roberson Permanent Pigmented Ink Red ochre; Paper – Stonehenge 100 per cent cotton Fawn

This ink drawing wasn’t planned. In October I was in our garden observing the seasonal changes and noticed how prevalent the fruits were on our Magnolia stellata tree. A small sprig was cut and out came the ink, paper and pen. The Stonehenge paper in fawn is the perfect colour for autumnal subjects and is a warm colour without being too yellow. I decided to use a dip pen and the Leonardt 300 ballpoint nib, the reason being is that for quick sketching, this nib is perfect and glides across the paper quite smoothly. The nib has a slight curve on the end, which mimics the feel of a ballpoint pen. This Stonehenge paper is 100 per cent cotton. With some nibs, the fibres can be raised and gather around the nib point, but with the Leonardt 300 this can largely be avoided. The ink is a permanent pigmented ink, which has a matt finish, and the red ochre colour certainly lent itself to this subject.




Magnolia stellate leaves and fruit drawn with dip pen and red ochre ink.



A pencil drawing was not completed first. This allowed me to really hone my observation skills and attempt to be more definite in my mark-making. The advantage to this nib is that it is quite flexible and it is easy to create thick and thin lines in one stroke.

I started with the top cluster of fruits, then drew in the twig and lastly, the leaves. Marks used included line, contour hatching and diagonal hatching.

Iris foetidissima

Materials used: Pens – Pigma Micron 003 and 005; Sepia Paper – Strathmore Bristol 400 series smooth surface

Iris foetidissima is a plant I chose as a subject for my first botanical painting many years ago. It has always been a favourite ever since, particularly in the autumn when the fruit capsules split open and reveal their bright red seeds. This plant has various common names: Stinking iris, Roast beef plant, Gladdon, Gladwin iris. The reference to stinking and roast beef refers to the smell of the leaves when torn. They have a strong odour and smell of roast beef too!




The development of the Iris foetidissima illustration.



A pencil drawing was completed first and then outlined in the 003 sepia pen. The individual seeds were freshly revealed, so they were very smooth and had not yet become desiccated. Therefore, it was important that they were not covered totally in marks. Stippling is best used for subjects that have a smooth surface, while retaining the white of the paper to represent highlights.

As the fruit capsules open, the individual sections twist and turn as they become drier. The inner membrane is paler than the outside of the capsule and appears to consist of fine ridges. These were drawn using the 003 pen and the mark-making techniques employed included contour hatching and broken lines consisting of small dots and dashes where needed.

The outer side of the fruit capsules were much darker in colour and very textured. With the 005 pen, a small scribbling mark was used to create the texture and form, with the latter enhanced with fine cross-hatching using the 003 pen.

The dried stem and leaves had long vertical striations, where the veins had previously existed. Returning to the 003 pen, I drew these as broken lines, sometimes following the curvature and folds of the leaf surface. Again, the form was enhanced with fine cross-hatching using the same pen. Any areas where the shadow was at its deepest were shown as solid colour.

Seedpods and seeds

Materials used: Pens – Pigma Micron Sepia 003 (new and those low on ink); Paper – Khadi paper medium surface

This composition consists of a selection of seedpods and seeds from my natural history collection. Some of them have been used several times in different illustrations and in other media, so this is a prime example of when dried specimens can prove so versatile as subjects.




Some of the subjects gathered around the seedpods and seeds illustration.



We have spoken about cross-hatching. It can be difficult to know when to use it and there is always that danger of overusing it or combining it with too many other marks as we then run the risk of making our drawn subject look too stylized. I have become more confident using this type of mark-making when drawing on paper with a slight texture, such as cold press watercolour paper or Khadi paper, which is the paper used for this composition. In addition, I have discovered that I can achieve a wide range of tones if I am using pens that are nearly running out of ink. The latter applies not only to cross-hatching, but other marks too. So, don’t rush to throw away those pens that are on their way out, they will definitely come in handy! Do also remember that using fine line pens on textured paper will wear the pen nibs down more quickly than if you were using them on very smooth paper such as Bristol.

To achieve effective cross-hatching and soft transitions between tones it is important not to grip your pen too tightly, nor apply too much pressure. Try gently stroking the paper with your pen nib at all stages and when wanting to build up to darker tonal values, layer the marks. Use the pens that are running out for the lighter tonal values.

Further Botanical Subjects

Fruit

Wandering through an orchard in late summer when the fruit is ripening can be such an inspiring experience. I also find that my interest is heightened by fruit hanging on by a thread and when heritage varieties are grown, those that are less common now.

At the other end of the spectrum, our supermarkets can be filled with an array of fruit from hotter climates, bringing the exotic into our homes. These can also provide a wide range of affordable subject matter, perhaps when facing a drawing block and needing something different to draw that is easily manageable and isn’t a composition of multiple elements. There is even more interest when you cut open the fruit and are potentially faced with intriguing and colourful patterns.


STEP-BY-STEP EXERCISE

Inside a Fig

Aim: To depict intricate natural patterns found inside fruit.

Materials used: Pens – Rotring Isograph 0.10 and 0.18; Paper – Strathmore Bristol 500 series plate surface

This step-by-step exercise can be completed with an ink pen of your choosing; I decided to use the Rotring Isograph as I prefer the density of the black ink.




Step 1: The Fig was cut with a sharp knife longitudinally rather than as a cross-section. To keep the fruit fresh while drawing, it was sprayed occasionally with water from a mister bottle. The subject was drawn a little larger than life-size using an H grade of pencil. The internal structure and pattern were drawn as accurately as possible.






Step 2: The 0.18 pen was used to draw the darker outer skin of the fruit and then changed to the 0.10 pen to draw the broken lines indicating the inner pith. The next stage was to add some stippling to represent the pale creamy internal flesh. As this was pale in colour and smooth in texture, stippling was kept to a minimum.






Step 3: For the core of the Fig, stippled lines were used to draw the detail and the individual seeds were drawn as a solid line. This was due to them being more prominent.






Step 4: Then the usual method of stippling was continued to represent the darker areas within the fleshy core.






Step 5: Some of the small paler areas in the centre looked quite harsh against the darker stippling, so in places these were set back by adding tiny, stippled lines and curves.





Woodland and trees

From some of my earliest memories of visiting Epping Forest with my grandfather, to surveying woodlands and hedge-rows later in life as an ecologist, I regard these habitats as my favourites and the species found within them will often feature in my work. Hedgerows are valued by many for their historical and cultural significance. They are important in the landscape as they act as boundaries and function as barriers in the enclosure of grazing land and they add character. They are important for wildlife, with hedgerows acting as a corridor and linkage between habitats. This allows a variety of species to disperse through the landscape and woodlands, which provide habitats for numerous species and native flora, trees and shrubs. Hedgerows are also important in soil, pollutant and water management, acting as natural barriers that help prevent soil erosion, conserving water, and helping to prevent pollutants from reaching watercourses.

Ancient woodland is a truly unique habitat. These woodlands have been classified as ancient as they have existed before 1600 in England and Wales when maps became more accurate in recording landscape features. They can contain veteran trees and are also home to specialist communities of plants and animals that cannot be found elsewhere.

One such woodland is Wistman’s Wood, located in the upland landscape of Dartmoor in Devon in the south-west of the UK. Classified as an upland oakwood above 250m, it is dominated by this particular tree species, though includes a few other tree species. Wistman’s is on the side of a slope in a valley and is exposed to all weathers. The base of the woodland is covered in granite boulders and, combined with the effects of the weather (high winds at times), the oaks have grown into stunted forms that provide an unusual canopy once you enter the woodland. As a habitat, it is rich in mosses, liverworts, ferns and lichens, some extremely rare. I find it magical at any time of year and there are legends and stories connected to the woodland going back hundreds of years.




The view inside Wistman’s Wood, sheltered by the low-growing and stunted Oak trees covered in lichens and mosses.



Friend and botanical artist Claire Ward has a wide-ranging botanical knowledge, particularly of lichens and fungi. She visited Wistman’s Wood for the first time and started sketching while sitting in the woodland. Claire then took plenty of reference images and continued with the illustration back in her studio. She says, ‘It started as a very quick sketch in the field, but it was mainly drawn (or doodled) in the studio from my reference photos (I took about 100!). It took four days to complete.’ She used Pilot and Pigma Micron fine line pens with 003 and 005 nibs in black ink.




Wistman’s Wood. (© 2019 Claire Ward)



Claire describes some of her mark-making as doodles, but these more random marks when combined with similar features can be great for visually describing textures, such as the moss-covered boulders and trees. She is also a great advocate of using the white of the paper to her advantage in creating the highlights where the light is penetrating the woodland and shining onto the trees and surrounding boulders. Where she felt she had lost a couple of highlights, she was able to reinstate them using a white gel pen. Also notice how she has drawn some of the Ferns on the right-hand tree by inking around their shape, with the Ferns composed using the white of the paper. This technique has also been employed for some of the grasses and leaves in between the boulders.

Lichens

The Kingcombe Meadows Nature Reserve in Dorset is a working farm where traditional farming practices have been in place for hundreds of years. The habitats on the reserve are home to a wide variety of species of both plant and animal. There are many ancient hedgerows on the reserve with veteran trees present. Many of these trees and others are festooned with lichens hanging from their branches, as well as other lichen species that lie fairly flat on the bark and twigs.




I also drew a section of the lichen enlarged in size with a scale bar adjacent to it as a record of its actual size. Once the drawing of the lichens was complete, I added some watercolour swatches for further reference in case I was to illustrate the lichens in future. I also added the actual lichen specimens to the page, attaching them with adhesive transparent film.



Lichens are classified as being in the kingdom of fungi but they are, in fact, a combination of fungi and algae (cyano-bacteria). Some species are very sensitive to air pollution and will only grow in areas where the air quality is high and contains less nitrogen and other particulates. One such species is Usnea articulata, otherwise known as ‘String of sausage lichen’. It is very pendulous and grows attached to a tree, but can also be found just hanging over branches, unattached but still surviving. It is resident on the reserve and as I was visiting after a storm the night before, I found many scraps of lichens lying on the ground that had been blown down by the wind.

Looking closely at this lichen, you can see where it gets its common name from. It consists of tiny articulated bulbous sections, very much like sausages, and when these separate there is a white thread-like substance that holds these sections together. I gathered a specimen of the lichen and also one of a more common species, Evernia prunastri Stag lichen, and spent some time illustrating both in my A3-size sketchbook. The String of sausages lichen was quite a challenge to draw due to the size of the sections. As they were bulbous, I wanted to achieve form on each section, so the 003 Pigma Micron fine liner came into use to depict this, employing carefully placed stipples with a very light touch. On some of the larger sections, more stippling was achievable, but on others, a single line of stipples had to suffice due to their size.

Oak galls

I seem to be drawn to illustrating unusual subjects, or perhaps those that appeal less to others. I first became fully aware of galls growing on oak trees when I was completing a wintering bird survey of Fareham Creek in Hampshire. During different time periods, I had to walk up and down the public footpath alongside the creek, stopping at regular intervals to identify bird species and count them. As I was walking back to my car, I would look at the wind-battered oak trees bordering the creek and as time went on, I noticed these unusual growths on the buds of several trees. I later identified these as Ram’s-horn galls caused by the Gall wasp Andricus aries. I took a couple for identification purposes and there my passion for galls was born.




A selection of Oak galls being illustrated.



But what is a gall? There is still some discussion going on as to the true definition of a plant gall, but one now accepted is that it is an abnormal growth on a plant caused by another organism. Usually, these do not cause any harm to the plant itself, but they can cause alarm when people who are not familiar with them see a profusion of galls, for example, on oak trees. This can often occur when a gall is more prevalent in one year than in others when they are far more noticeable, as can happen with Knopper galls on oak trees. Galls can occur on many plant species, but there are more than fifty kinds supported by oak trees in the British Isles. Most galls are caused by insects, namely Gall wasps whose interaction with the host plant causes an abnormal growth to develop. This then houses the young and immature stage of the insect causing the gall.

Over the years I have completed several illustrations of oak galls in watercolour and also in pen and ink. The latest illustration was created from specimens found on the housing estate where we live, in the tree belts left in place to act as green spaces and wildlife corridors.

Fungi

Fungi is not included within the plant kingdom, it is in a kingdom of its own. But in the context of fungi illustrations, they are included within the genre of botanical art. One of my favourite activities in the late summer and into autumn is to go looking for fungi in woodland. Its diversity is amazing, with so many forms and colours found on trees, branches, fallen logs, in leaf litter and many other habitats.

Collared earthstar Geastrum triplex

Materials used: Pens – Rotring Isograph 0.10, 0.18, 0.20; Sepia Paper – Strathmore Bristol 500 series plate surface

In its initial form, this fungi can be well hidden as it looks like a small textured brown globe, disguised well in the leaf litter. Then it splits open into pointed rays, numbering up to eight, revealing the fruiting body where the spores are stored. Over time, the rays fold back and crack, creating a collar. The fruiting body is lifted upwards during this process, the latter becoming more fragile, and the spores are released when rain or pressure is applied, escaping through an opening in the top known as a peristome. I have seen this species in the wild, but I chose to illustrate from reference images as there were few specimens in the area where it was seen.




The initial inking stages of the Collared earthstar.



I wanted to include three different stages in the development of the fungi in the illustration, with the main focus on the stage the fungi opens. This I positioned centrally within a box where I could also show the habitat immediately surrounding the item. To the left is the earlier growth stage of the fungi and to the right, the later stage where the rays have bent back underneath the fruiting body.

The first stage of inking was completed using the 0.18 and 0.10 pens. The 0.18 was used to outline the rays of the fungi and the 0.10 pen for the initial stippling. The main aim at this point was to establish the form and detail of the central fruiting body and to create the initial tonal values on one of the rays. I did not want to complete all of the rays as I wanted to assess the level of mark-making that would be required on these, while still maintaining the contrast between the fungi and the surrounding leaf litter.

The next stage was to introduce some of the surrounding vegetation and again, the 0.10 pen was used to draw this. A larger nibbed pen, 0.20, was used to fill in the darkest shadows surrounding the vegetation. As I completed more of the leaf litter with the 0.10 and 0.20 pens, I varied the marks used to depict the varying textures and patterns on the surfaces of the vegetation, while maintaining a feel of realism.




The completed illustration showing the earlier and later growth stages.






Another example of fungi drawn with some of the surrounding habitat present. For the fungi pair drawn in 2015, which are a Clitocybe sp. and a Suillus mediterraneensis, Guillermo only used a black Pilot vBall 0.5 on copy paper. (© 2018 Guillermo García-Saúco Sánchez)



Once the leaf litter was finished, I could then return to the rays and fruiting body of the fungi, adding more stippling with the 0.10 pen and ensuring that the whole surface of each ray was not covered with marks. Areas left blank represented the lighter colour and those parts not in shadow. In places I was able to increase the darker tonal values with additional stippling that further enhanced the form of all the elements.

Individual trees

Individual trees can have such structural beauty, particularly in winter when you can see the whole structure and skeleton of deciduous trees, with branches and the trunk not hidden by vegetation.

Drawing these subjects is definitely on my list, but for some reason I have not yet ventured down this route. Pen and ink is the perfect medium to use for such a project.

Coniferous/evergreen trees also make fantastic subjects for pen and ink illustrations. I came across the illustration by Miss Mary Newill completed in the late 1800s/early 1900s depicting a Scots pine Pinus sylvestris, which was then labelled as Scotch fir. It looks as though it is partially completed, but this allows us to see the stages she has taken in illustrating the tree. The white of the paper has been used to her advantage to help create three-dimensionality, particularly with the clusters of needles in the tree canopy. She has carefully drawn the needles with black ink, but has left a white border around each cluster before drawing the next.




Mary Newill pine.






Black pine. (© 2018 Guillermo García-Saúco Sánchez)



Back to the present day and another illustration from Guillermo García-Saúco Sánchez, who drew this majestic Black pine in 2018. He used a Mont Blanc fountain pen on Canson paper and he took an afternoon to draw the tree from life. You can see how he has used a similar method to Mary Newell for depicting the foliage. Although the marks are closer together due to the differing textures, the creation of form in the illustration has been very successful.

Twigs

In winter and early spring, the twigs and buds of trees can be used for identifying tree species. People are often amazed when I introduce them to this concept when comparing different characteristics between species. Between 2014 and 2016 I created a series of paintings and ink illustrations of twigs and buds in winter from trees and shrubs of ancient hedgerows. This project ended with the work being exhibited with the Royal Horticultural Society in London in 2016, where I was awarded a Silver medal and also praise from the Botanical Society for Britain and Ireland, as well as from the Ancient Tree Forum. In the year leading up to the exhibition there was an online project blog that followed the development of the work and did much to raise awareness of tree species found in woodland, and also ancient hedgerows, a scarce habitat.




In the image, you can see the actual specimens alongside their corresponding drawings. Tree species are Sycamore, Willow species, Beech, Oak, Ash and Guelder rose. The Guelder rose fruits were also included as the curvature of the twig helped to guide your view around the composition.



In 2019 I decided that I wanted to revisit this subject area and incorporated it into tuition for my Tuesday Project Class. The class is held on a rural country estate up on the South Downs National Park and we collected specimens from the hedgerows on site and brought our own to class too. We ended up with a wonderful selection to choose from.

The advantage of working with twigs and buds in winter is that they can last quite a while, so you can complete a whole illustration from life, which I love to do. Between drawing sessions, the twigs were placed in a sealed container in the fridge.




To ensure that I had all of the detail required, I took close-up images of the buds with the macro setting on my phone camera. I then printed these onto photo paper, but they can also be viewed on a computer.






Here you can see the range of marks used to depict the difference in colour, texture, pattern and form of each twig and bud. I have counted four mark-making techniques – stippling, dots and dashes, line and criss-cross lines. Can you see any more?






The completed composition. Originally, I had written a title within the composition placed just above the lower frame line. Personally, I wasn’t that happy with it, so on digital copies of the illustration the title will not appear, but it is still there on the original.



The purpose of the exercise in class was to create a composition within a frame, with multiple elements, focusing on placement of the subjects so your eye is led around the page. There was also the opportunity to add another dimension – to draw the buds enlarged, presented within circles placed next to the corresponding specimen on the page. The illustration was completed using 003, 005 and 01 Pigma Micron fine liners.

EXOTIC SPECIMENS

When I first ventured into botanical art it was the exotic plants and flowers I was drawn to, more than native species and garden varieties. Inspired by the work of botanical artist Pandora Sellars, I visited glasshouses and was lucky enough to live fairly near to Staunton Country Park in Havant. Located there is a Victorian glasshouse full of tropical specimens. I would visit and sketch many of the plants, practising my in situ drawing and recording techniques. Pen and ink would often play a part in those early days and this would be combined with a watercolour wash.

Today I am still attracted to the more exotic subjects, especially when I visit the Royal Botanic Garden Kew, in particular the Princess of Wales Conservatory.


CASE STUDY

Creating an Illustration from References Collected at Different Times

Jade vine Stongylodon macrobotrys

Materials used: Pens – Copic Multiliners SP 0.03, 0.05. 0.1; Paper – Strathmore Bristol 500 series plate surface

The Jade vine or Emerald creeper, as it is also known, is always a plant that attracts gasps from the visiting public, especially when it is in flower. The inflorescences are long (up to 90cm) and pendulous and are the most extraordinary colour of turquoise blue, intermingled with jade green and lilac. The plant normally grows in the damp rainforests of the Philippines, a habitat under threat from deforestation and general deterioration.




Jade vine inflorescence.






Sketchbook studies of the individual flowers.






The internal features of a Jade vine flower.



As the flowers fully mature, they drop off and fall to the ground below. I was lucky enough to be permitted to take a couple of these fallen flowers when I was visiting the Princess of Wales Conservatory in the late spring one year. I carefully got them home and set to work drawing a whole flower in my sketchbook. I then dissected the flower and recorded the internal structure, taking photographic images at each stage of the dissection. Simultaneously, I carried out research on the plant to discover how it is pollinated.




The fruit of the Jade vine, which can grow to the size of a melon.



In the wild the plant is pollinated by bats. They hang upside down and press their head into the area where the nectar is located to drink it. While they are doing this, the pollen is spread onto the back of their head from the stamens and they then move onto another flower, where the pollen will hopefully come into contact with the stigma of that flower.

Later that same year I visited the conservatory again and this time the fruit were present on the plant, some hanging in small clusters, others singularly. I was amazed at the size of them and was even more fascinated when I read that they grow to the size of a melon! The flowers had obviously been hand pollinated by the staff and it was great to see that their dedication had enabled the visiting public to see each growth stage of the plant. I only hoped some of the other visitors appreciated it as much as I did. This time I took plenty of reference images and recorded an estimation of their size in my notebook, so that I had the information I needed for a future illustration.

A year later, I had the opportunity to combine my sketches and other recorded information into one illustration. I decided on a composition showing three elements: a whole individual flower, one that had been dissected, and a fruit. When recording information in your sketchbook, draw what you see as accurately as possible. This paid off and I then traced directly from the drawings in my sketchbook and transferred these onto my Bristol paper. I drew the fruit onto a separate piece of paper using the photo as a reference and traced it onto the Bristol paper. Using the tracing method meant there was less chance of me damaging the surface of the paper before inking the pencil drawing.




The initial stages of inking the flowers.






The stages of inking the fruit.



The mark-making methods used were initially line, drawn with the 0.03 pen, and then stippling to create the form using a 0.05 pen. I chose to draw the line around the whole flower and outer edge of the dissected flower with the larger nib and the finer internal details were drawn with the smaller nibs. After starting the ink drawing, I realized I might have been happier using a different pen, or rather, I would have changed to new nibs on the pens I was using. It always pays to check how worn nibs are before you start a new drawing. As these were obviously worn, they did not create as smooth a line as I would have liked and were slightly angled as well as being a little splayed.

The fruit I had chosen to draw still had the desiccated flower attached, so this provided another interesting dimension to the story of the fruit development. The flower was very papery in texture, with veining now being more evident. After outlining the fruit, the veining was drawn using dots and extended dashes, rather like broken lines, and then the form was created with stippling, but only in the areas where needed, over the top of the veining. Once I was happy with this I then moved onto the fruit, first detailing the irregular, subtle, speckled pattern on the surface of the fruit. The next stage was to then enhance the form using stippling.

CONCLUSION

On the whole, I was pleased with how this illustration turned out. The fascination with this plant continues and I hope to one day complete a pen and ink illustration showing every growth stage of the plant in the one piece of artwork. Watch this space.








MARK-MAKING MAGNIFIED – THE GIANT FERN

Materials used: Pens – Pigma Micron sepia 003, 005, 01 and 05; Paper – Fluid 100 hot press watercolour paper

I’ve called this section The Giant Fern, but in reality, I have drawn the crozier of an Angiopteris species of fern twice its actual size, so you may think it is not so giant after all. The subjects for this illustration were a few amazing specimens, again found in the Princess of Wales Conservatory at the Royal Botanic Gardens Kew. They caught my eye when a friend and I wandered around the fernery. The croziers were so architectural and almost didn’t really resemble a plant, looking more like an undiscovered creature unfurling amongst the surrounding greenery. I then discovered that Angiopteris ferns have the largest known fronds of any fern, so yes they are rather big!

As a crozier, the fern is covered in scales that can resemble hairs. They can vary in shape and sometimes can be quite large. When they are en masse, as they were on this specimen, they can be a challenge to depict in any media and care has to be taken to ensure that the form of the whole fern crozier is not lost by the artist becoming too engrossed in the textural detail.

I could not obtain a specimen of this fern to draw from, but I took lots of photographs from all angles and made notes of estimated measurements. There are times when I prefer to work from printed photographs rather than a tablet computer, so several were printed and joined together. This meant that I could have it directly next to me while working on the illustration.




Working on the illustration in my studio with the good quality photographs.






1. I was very careful to ensure that the marks created to represent the scales were going in the right direction. The marks are virtually scribbles and do almost look random, but in actual fact they are drawn carefully and thought is given to their placement. Some scales were longer and very hair-like. These showed up significantly once they visually left the fern. To create a feeling of depth, some were drawn as a single line, while others were drawn with a double line or were shaded darker.


2. In the very darkest areas, the tonal value was shaded as a solid area. It was important to ensure there were no hard edges to this area, so the transition of shading from light to dark was depicted with stippling. The scales were still very visible over some of these darker areas so these were drawn with a double line and the darker values shaded in around them; the scales were then left so that the white of the paper represented the highlights.

3. The individual pinna of the fern was all curled under, but gradually unfurling. The stippling on these was applied first before any of the other mark-making added on top, such as the scales. The stippling was higher in density in the shadow areas where a pinna was adjacent to another, also where the unfurling was more evident and where the shadow areas below could be seen. A small area of the frond in the background was also visible. To create a feeling of depth in this part of the illustration, the stippling was less dense and textural detail kept to a minimum.

4. The mark-making on the back of the frond is more multi-directional and the darker tonal values are shown using denser scribbling marks, with care still being taken to ensure that the marks represent the dense areas of scales as accurately as possible. As the scales meet the outer curve of the frond where the scales show against the white paper, the direction of these is drawn in a more controlled way. Where parts of the frond appear smooth and the scales are fewer in number, the number of scribble marks is reduced.


CHAPTER 7

Strandline and Marine Discoveries

A Glimpse into the Hidden Treasures of the Sea

I am lucky to live near the coast on the south coast of England and we often visit our local beach, walking along the strandline at low tide to see what has been left from the retreating sea. But what is the strandline? It is where the waves bring in natural items and other debris to the beach during high tide and once the tide cycle starts to change, those items are left high up on the beach, therefore creating a mark at the highest point of where the sea reached. Strandlines can vary according to the tides and can be in different positions. After there have been storms, a larger number of items are usually deposited.






Our local beach looks out over the Solent, an area of sea between the coast and the Isle of Wight, so it is quite protected at times and there isn’t always a big variability in the items that wash ashore. Further along the coast where it is more open, a wider variety of discoveries can be made, often including species found in deeper waters. Unfortunately, when you examine the strandline it is often full of man-made debris washed in by the tides and the ocean currents, its origins from general litter, other debris from vessels and also items found in sewage discharged into the sea. At times, larger sea species can wash ashore, either through illness due to lack of food, travelling off course and not being in suitable waters, and also as a result of bycatch, where cetaceans (which include dolphins and porpoises) die as a result of being caught in fishing nets during trawling by fishing boats.

Coastlines and beaches can vary; they are not always sandy and these variabilities can create a range of different habitats, providing interesting subject matter for artwork. In areas where it is rocky, rock pools are often left when the tide retreats and a whole range of marine discoveries can be made. The same applies to shingle beaches, where there may not be large collections of rocks, but shallow tide pools can occur at low tide and can be a delight to wander through, whatever time of year. I often discover sea anemones in the tide pools at our local beach.

Many amateur and professional artists use their art to highlight the plight of sea species and other areas of marine conservation through specific projects, such as National Marine Week with the Wildlife Trusts here in the UK. They do this by illustrating identification guides or, on a more personal level, present their marine-themed artwork when exhibiting artwork or sharing on social media.

STRANDLINE DISCOVERIES

Egg Cases and Different Ways of Portraying Them

I am always excited when I find empty Mermaid’s purses on the strandline, but what are they? These often shiny and tough capsules are actually the egg cases of small Shark, Dogfish, Skate and Ray species. They protect the developing embryo until it is ready to emerge, when thin slits appear in the case to let it swim free. The cases vary in shape according to the species; other characteristics include a keel running laterally along both sides of the case and this will often extend into the characteristic horns found at each end.




The cluster of egg cases originates from the Small-spotted catshark Scyliorhinus canicula, which was previously known as the Lesser-spotted dogfish.



Small Spotted Catshark Egg Cases

When found, the smaller cases are often in clusters, with their tendrils entwined together attached to flotsam and natural marine items, and measuring 4–6cm in length. I always make sure that each case is empty before I remove it from the beach. When illustrating the Small spotted catshark egg cases, I first drew the outline of each case using a Pigma Micron fine line pen in sepia with a nib size of 0.1. Initially, this line may seem too wide, but using a variety of nib sizes will help to give a sense of perspective to the illustration. Once the outline was in place, I mapped out the mass of curling tendrils. Two techniques were used, using a nib size of 005 first, filling in the negative spaces between each tendril using stippling and also outlining the tendrils. To refine the mark-making further, particularly the width of the tendrils, I used a 003 nib.

This size nib continued to be used to complete the rest of the illustration, using stippling, contour hatching and broken lines to create the form of each case. Having the actual subject next to me was a huge advantage as I could refer to it at every stage in the drawing process.

Thornback Ray Egg Cases

These are bigger egg cases where the capsule is approximately 6.5cm in length and has very obvious keels protruding from each corner. They are quite dark in colour and, as with all egg cases, they can become quite brittle when left to dry. I have illustrated one of these employing two different methods using dip pens and bottled Indian ink.




Line and hatching ink drawing of a Thornback ray egg case.



Line and hatching drawing of a Thornback ray egg case

Materials used: Pens – Leonardt general drawing nib; Paper – Strathmore Bristol 500 series plate surface; Ink – Roberson’s Permanent Pigmented Ink Black ochre

The general drawing nib I used for this illustration is very comfortable to use. I prefer those that are slightly more elongated in length as they permit a good degree of flexibility, allowing me to create varying line widths according to the amount of pressure I apply when I am drawing. The ink is a favourite of mine and the Black ochre refers to a more earthy looking black rather than a jet black.




As you apply more pressure to the nib, the opening at the end becomes wider, thereby creating a wider line.



This egg case is dark in colour and as it dries, more ridges become evident on its surface and the opening starts to curl back. At this stage it is still quite shiny in appearance, only becoming duller as it dries and ages. These ridges and characteristics make it an ideal subject for a line drawing where you can practise creating varying line widths to portray areas of shadow, where ridges are deeper, and employ the lightest of lines where the ridge is only just appearing. In the vast majority of marks, the lines follow the contour of the subject and are therefore the mark-making technique of contour hatching. These are broken in places to vary the visual intensity, where darker lines that are too solid could have more of a flattening effect to the drawn subject. In places, the lines end with a flat solid finish, whereas the lines created with less pressure often end with a more tapered finish.


STEP-BY-STEP EXERCISE

Line and Hatching Drawing of a Thornback Ray Egg Case

Aim: To replicate a line drawing using white ink on a black surface created with black Indian ink.

Materials used: Pens – Leonardt general drawing nib; Paper – Windsor and Newton Professional Watercolour paper; Hot press surface; Inks – Jackson’s black ink and Liquitex Acrylic ink white

Illustrating natural history subjects in ink can sometimes be considered quite a serious and intense way to work, so every now and again be more experimental, as I did with this second example of the Thornback ray egg case. I didn’t have the specimen anymore, so instead, I traced the previous ink drawing and transferred it to the paper. I wanted to see how receptive the white acrylic ink would be when applied on top of black Indian ink.




The completed illustration, white on black ink.








Step 1: As I was applying the black Indian ink with a brush, I decided to use hot press watercolour paper as it was heavier than the Bristol paper and the surface was less smooth, so was able to absorb the ink better. The main capsule area was painted first with a size four watercolour brush and then a size two brush was used to paint the smaller, narrower areas. I let the first layer dry and then decided to add a second layer to create an intense even layer of ink.






Step 2: Some of the white acrylic ink was transferred to a small shallow glass so that it was easier to dip the pen into. The ink was given a good shake first as there can be some settling of the contents. The same general drawing nib was used and lines were drawn in a similar way as that described in the previous example.






Step 3: As the drawing developed, I ensured that I wiped the nib regularly as the ink was coagulating and affecting the flow. In some places, the white ink was not as opaque as I would have liked, even though there was enough on the nib. Exercises like these are important in discovering how different inks interact with each other and can help inform any future work using a similar approach.






Step 4: It is always a challenge when the actual subject is not in front of you while drawing. There is always that chance that your interpretation could seem more stylized and perhaps not so natural and realistic. This comment is not given to promote negativity, but merely to point out what can occur in different drawing situations. This ink drawing still makes an aesthetically pleasing piece of art, but I feel some stylization has occurred, particularly due to the drawing of too many lines, and it doesn’t replicate the details of the subject completely. So, the conclusion is that this is more of a decorative piece and though the white acrylic ink does work well on the black Indian ink, if I was doing this again I would attempt to try a white Indian ink instead.



Seaweed

One of the most common things we find on many beaches is seaweed, a form of marine algae classified into the three groups of red, green and brown. It acts as a food source for many marine creatures and as a habitat too, both in the sea and on the seashore. Its structure can vary, with some looking very leaf-like and others having capsule-like bladders on their surface, and many are anchored to their point of growth by a root-like system known as a holdfast. I find seaweed fascinating and so variable, with many of its features beguiling me into being drawn, particularly the holdfasts.

In the south-west of the UK I like to visit a beach which is often covered with seaweed. After a storm in the autumn and winter, there is a large amount of kelp washed up on the shore where it has been torn from its anchor points by the ferocity of the sea. On one such visit I noticed four substantial kelp stipes (the stem-like structure) and realized that they were all attached by one holdfast at the base, completely intertwined. It was quite heavy and even though I had my sketching kit with me, it was just too big and complex to record in my small sketchbook. I carefully made sure that no creatures were hiding within it and decided to take it back to my studio, wrapping it carefully in a spare bag.




The large Kelp specimen.






Line illustration drawn with a dip pen in green olive ink.



The resulting illustration was quite a challenge to draw due to its complexity and size. I took plenty of reference photos as I knew the specimen was not going to last long. Using reference images is not ideal, but I drew the main subject from life and then had the images to refer to for the incredible textures and detail on the stipes and the holdfast. Had I been illustrating this in colour, I would have also made colour notes from the actual specimen. The preservation of the specimen and the drawing process will be discussed further in the Case Study and Mark-Making Magnified sections of this chapter.

One seaweed species common on the sheltered rocky shores of the UK is Egg wrack which has bladders shaped liked eggs along the length of its fronds. When fresh it is a yellow brown but as it dries it can go to a green or almost black. I had one piece which I found very tactile even when dry, with the bladders being incredibly smooth and the fact that it had dried in such a flowing twisted shape. It made the perfect subject for a line illustration.

Starfish

One gallery that I most like to visit at the Natural History Museum in London is the one where the echinoderms are located. These include Starfish, Sea urchins, Sand dollars and Brittle stars, to name a few. I have sketched in the gallery, but never been lucky enough to come across a dead starfish when visiting the shoreline. A dear friend kindly came to the rescue and found several deceased partially dried Starfish on a beach she was visiting and dried them out completely in her greenhouse as they can be quite pungent before they are fully desiccated! Once I had the starfish in my possession, I had to decide how best to portray it and I felt I wanted to illustrate it on a different support to the norm. I decided upon wood after completing some research.

I investigated the range of wooden panels available that are usually used for oil and acrylic painting and the most important factor to consider was the smoothness of the wooden surface. I needed it as smooth as possible to ensure that the nib of the fine line pen did not become too damaged or worn. The make of panel that I chose was smooth, but the wood grain was still slightly visible, which added to the aesthetic value of the piece I wanted to create.

Starfish on wooden panel

Materials used: Pens – Pigma Micron Sepia 003; Support – Ampersand Unprimed Basswood Panel 20.5 × 20.5cm

Before proceeding with this illustration, I tried out the different nib sizes of fine line pens on another smaller panel to see how the pens and ink reacted to the wood. The smallest nib, the 003, was most effective and kept a sharper line, with far less ink bleed into the surface than the others. The prospect of illustrating the underside of the starfish was quite daunting as it is incredibly detailed, but I was ready to face the challenge. The specimen was drawn in my sketchbook and then traced onto the wood. It was just the outline that was traced.




The process of illustrating the starfish in a smooth wooden panel.



The underside is covered in tiny tubes which are, in fact, the tubular feet of the starfish, which, when alive, have suction cups on their tips that are used for moving around and feeding. As the specimen had dried out, these tubes were pointing in all directions with some in a more uniform arrangement. The flesh had also dried in creases, so in places there were areas of dark shadow. The first step was to draw the majority of the tubes, starting with one limb and completing that stage before moving onto the next. Once these were in place, stippling was mostly used at varying tonal values to create the depth and form to the overall illustration, being careful to retain the shape of the tubes.

To date, this is my only pen and ink illustration on a wooden panel, but it is certainly a medium and support combination I would like to explore further with other subject matter. Some thoughts about the pens:


• As the wood is unprimed and more absorbent than paper, more ink is likely to be used; therefore, the pens will run out faster.

• The nibs of the pens wore to an angle more quickly than they would if I had been using paper as a support. I was sure to rotate the pen as I moved about the subject while inking so that the nibs did not become more angular on one side than on the other.

• I used pens that had nearly run out of ink for some of the stippling in the lighter tonal values.

• In total, I used four of the Pigma Micron pens in sepia at nib size 003, with two of them being brand new at the start of the drawing process.



Cuttlefish

Cuttlefish belong to a group of molluscs and are also related to octopuses and squids. We are perhaps most familiar with the white cuttlefish bones scattered along the strandline at low tide. At our local beach I have been lucky enough to see three growth stages of this intriguing creature. The eggs are black-purple in colour and this is due to the squid ink. They were found in a mass that was about eight to ten centimetres long, almost looking like a small bunch of grapes. It was only after formally identifying them I discovered they are often called ‘sea grapes’. Another time, I discovered a deceased Common cuttlefish on the shore, with the characteristic wing around its body and the arms and tentacles gathered at the end. When found whole, the cuttlefish bones are an intriguing oval shape with wing-like structures at one end. I decided it was time to return to the white ink, using it on coloured paper to depict this subject.

Cuttlefish bone

Materials used: Pen – Leonardt nib III EF in dip pen holder; Paper – Canson Mi-Teintes pastel paper Steel grey (smooth side); Ink – Liquitex white acrylic ink

I first used an H grade of pencil to draw the cuttlefish bone directly onto the Canson paper, being careful not to apply too much pressure. Once I was happy with the drawing, then came the moment to apply the white ink. Some of the white acrylic ink was transferred to a small shallow glass so that it was easier to dip the pen into.




Three life stages of the Cuttlefish.






The outline of the bone was drawn initially with further marks being added where the edge was becoming papery and brittle. Hatching was used coming down from the edge of the wings towards the central area of the bone to replicate the markings found in these areas. Stippling was used inside the lines where the white surface was more solid in appearance. Stippling and hatching continued to be used as the mark-making progressed around the wing area. It was at this stage that the central area started to be worked upon and the marks created by contour hatching were used to replicate the raised part of this section of the bone and the ridges that were apparent on the specimen. The surface area towards the oval tip of the bone was a little smoother in appearance, except where some small areas were missing. This more solid area of white was created by smaller scribbling marks. To the left of this, you can also see how hatching has been used diagonally near the edge as this area was in slight shadow.






Here you can see how the contour hatching continued to be used to replicate the radial markings as they progressed up the central area of the bone, making sure that they were not too regular in places so that the natural appearance was maintained. Between these markings some general hatching was also used. I returned to using the H grade of graphite pencil to enhance the shadow areas in the lower part of the bone where the central area meets the wings. This was just a subtle enhancement and I was careful to not allow this to dominate the drawing where the emphasis still needed to be on the texture and form created by the mark-making and ink.






The finished illustration. I do like the white ink on this grey shade of paper. The paper has a slight fleck in it, which helps immensely when portraying natural subjects, as it gives another dimension to the work rather than illustrating on a solid colour of paper surface. I also feel that the illustration almost has a ghost-like quality to it.



Driftwood

Visit any beach and you will usually see some driftwood, which comes in all shapes, sizes and conditions. Its origins are often unknown and if a piece is weathered I am usually left wondering where it came from, perhaps as a result of man-made actions or due to severe weather along coastlines breaking up coastal vegetation.




These relatively small three pieces of driftwood have been in my collection for many years. They are often chosen by students to illustrate in a variety of media, so I thought I should have a go and sepia pen and ink seemed the perfect media to choose.






On first glance, there seems to be an array of mark-making methods used to depict the pattern, texture and form of these three pieces of driftwood. Look closer and you will see that only six have been used: for the outline – dots and dashes/broken lines; cross-hatching; stippling; contour hatching – and the darkest areas have been drawn with a solid covering of ink. How many can you see? Remember that one individual method of mark-making need not cover the whole subject, it may only appear in one small area or scattered across the whole piece.






The first stages of mark-making.



The Pelagic Goose Barnacle

The excess man-made debris and detritus found in the world’s oceans is a major issue and so harmful to the environment, including numerous sea creatures and ecosystems. Despite this, there are animals that make use of debris. One of these is the Pelagic goose barnacle, a species usually found in the open ocean in tropical and sub-tropical seas, but which will often wash ashore attached to flotsam and other debris. If the object they have attached themselves to floats, it can travel long distances and they can be found in colder environments where it is more difficult to sustain life and reproduce. This was the case for the subject used for the next illustration. They were washed ashore on this flip flop in the Orkney Islands, Scotland, and found by a friend while out walking. He kindly let me use the image as reference for an illustration.

As is usually the case when working from photographs, it can be a challenge to achieve an accurate sense of scale, so I used my own foot size as a gauge to the size of the flip flop. This gave me an accurate starting point.

Materials used: Pens – Rotring Isograph 0.13, 0.18, 0.25, 0.35, 0.50; Paper – Strathmore Illustration Board for Wet Media vellum surface

The initial outline was created with the 0.18 pen and the 0.13 pen was used alongside this for the details on the barnacles themselves, the lines of dots and dashes and also the stippling. The dots and dashes represent the blue striations on the white protective plates. The barnacles were in dense clusters so there were areas of deep shadow. These were created with the larger nibbed pens, using the 0.50 first for the darkest tonal values and then the 0.35 to break up the edge of the solid black with stippling.

Further stippling was added in the same area, extending out onto the surface of the flip flop using the 0.25 and 0.18 pens. This meant there were gradual transitions between the tonal values rather than definite boundaries. The stalks are known as peduncles and can be quite long, but on this specimen, they appeared shorter due to creatures deteriorating from being out of water. As you can see, they are quite fleshy and wrinkled in appearance. The mark-making used to depict this texture included contour hatching, dots and dashes/broken lines, stippling and more open spaced scribbles in smaller areas. The contour hatching was essential, no matter how subtle, to replicate the cylindrical-looking form of the peduncles.




Further mark-making development illustrating the numerous barnacles.






The completed illustration.



Replicating the texture of the worn flip flop was fun and I was careful to make sure that the scribbly lines used to create this were not too dominant and distracting from the main subject of the composition.


CASE STUDY

Collecting, Preserving and Positioning Challenging Subject Matter

For several practical and legislative reasons, not all subjects can be collected. When we collect, preserving, setting and holding them in position can be a challenge if they are particularly large or perhaps prone to deteriorate quickly. Here I am sharing three different examples:

LARGE KELP HOLDFAST

The kelp holdfast described and illustrated previously was brought home from the beach in a bag and then placed in a bucket with cold water. It was photographed from all angles while still relatively fresh, in natural daylight. It stayed there until the next day when I aimed to complete the whole line drawing. Then came the challenge of positioning it and keeping it fresh.

MERMAID’S PURSES

Similarly, other specimens, such as Mermaid’s purses, can be reconstituted by immersing in water. This was done with the cluster of Small spotted catshark egg cases I used for the earlier illustration in this chapter.

THORNBACK RAY

Sometimes, you may find a deceased animal just too large or deteriorated to take back to your home or studio. I was visiting our local beach and came across a dead Thornback ray that had washed up with the previous high tide. I had no sketchbook, measuring implement, or notebook and pen on me, but just the camera on my phone. So, what was I to do to record the information that I could use in a future drawing? We so often just think of taking photographs with our phone cameras, but don’t forget that in most cases you can use the video function too. I find this particularly useful, as photos are more of a challenge when capturing an accurate depth of field.




Various options to secure the specimen were tried. The solution was to tie the stipes of the seaweed to an object and this kept the whole thing in position. The arm of my studio light was the perfect object to use. The specimen was placed next to my drawing paper with a plastic tray beneath it. For the specimen to be fresh throughout the drawing process, it was essential to keep it moist, otherwise it would desiccate quickly in a dry indoor environment. I used a misting bottle filled with cold water and sprayed the Kelp occasionally. Any moisture dripping from the specimen was caught in the plastic tray below. The specimen remained for about four or five hours before I had to dispose of it.






The Mermaid’s purses were left in cold water until they became soft again. They were then removed from the water and placed on absorbent paper towel next to my drawing area. They were returned to the water occasionally during the drawing and inking process.






In this case, I took plenty of photos and a video. To overcome the challenge of measuring the specimen, I placed my foot next to it to enable me to capture a sense of scale.






Once I had returned home, I set to work straight away, sketching the specimen using the photos and videos as reference, and while memories of the animal were fresh in my mind. The sketch was drawn using light and dark grey Unipen fine line pens in 0.1 nib size and Pigma Micron fine line pen in black in nib size 0.1. I also used Stonehenge 100 per cent cotton paper in pearl grey as it complemented the natural colour of the animal.





A WINDOW INTO ANOTHER WORLD

Some pieces of artwork create a totally immersive experience through their level of detail, areas of interest, composition and other attributes. All of this magnifies the intricacies and beauty of nature, enabling us to discover more about the natural world. Elizabeth Romanini is a natural history illustrator from California who creates such works on a variety of natural science subjects, with many portrayed in their natural environment; the illustrations often take hundreds of hours to complete. A lot of work is created in pen and ink, sometimes with a watercolour wash, and she also works in graphite pencil too. One such piece is called California Mussels with Coralline Algae, where the subjects have been seen in the tide pools and rock faces on the beaches near her home. She combines observation in the field of the species’ growth habits and behaviour with close observation, using empty and deceased subjects in her studio.




Elizabeth has captured the bristled, hair-like structures of Mossy Chiton (Mopalia muscosa) perfectly, replicating the feel of movement while it is in the tide pool. (© 2019 Elizabeth Romanini)






In this image, Elizabeth is seen illustrating a piece of Sea Staghorn (Codium fragile ssp.californicum). This is from a specimen she had collected and dried previously, but rehydrated in some salt water to work from. (© 2019 Elizabeth Romanini)






Here, Elizabeth is adding line work in ink to the Black Tegula (tegula funebralis), but still allowing some paper to show through in each structure to give them life. Elizabeth feels that ink for her is always about balance between light and dark, which can also allow for tonal greys to be created. (© 2019 Elizabeth Romanini)






Elizabeth uses both line and stipple in her work, adapting the technique to suit the characteristics of the subject. With the mussels, she was very careful not to make the texture and pattern too uniform, so referred to a selection of the same subject to help portray how some were more worn by the sea than others. (© 2019 Elizabeth Romanini)



THE COMPLEXITY OF SEA SHELLS




This image details the main features of a Helicoid shell and these examples originate from molluscs in the large class of gastropoda. We can make use of recognizing these features when we come to drawing similar shells.






A similar method as that explained in the step-by-step exercise was used to draw this large complex Helicoid shell. There were many aspects to consider – structure, texture, colour, pattern – and it was essential to combine these appropriately to ensure that a natural and accurate depiction was created.

The mark-making methods used were line, stipple and cross-hatching. Line was used initially to map in all of the structure and detail, then stippling was added to accentuate areas that were in colour and those in shadow. The areas in shadow varied tremendously in size, and small protrusions had their own shadow, as well as those that were slightly bigger, such as the ridges. Then came the depiction of shadow in the larger areas covering some of the surface area of the shell. This was created with cross-hatching using a pen that was running out of ink so that the mark-making was subtle and did not dominate the piece but enabled the overall form to be enhanced. Areas of white paper were left for the lightest areas.






The completed illustration of the Helicoid shell.



As we know, Sea shells can come in a whole range of shapes and sizes, some with quite simple forms that are straight-forward to draw, whereas those with a more complex structure can provide a bit more of a drawing challenge. Spiral shells are also known as Helicoid shells as the spiral is curled around an axis. This axis can also be referred to as the columella, which is the central area of the shell that is internal and external.


STEP-BY-STEP EXERCISE

Drawing a Helicoid Shell

Aim: To follow a structured drawing approach.

Materials used: Pencil – H grade; Folding rule; Pens – Unipin Light grey 0.1; Paper – Strathmore Bristol 500 series plate surface






Step 1: The first stage is to work out the diagonal lines that will form the outer boundary of the shell, starting at the apex and ending towards the widest part of the shell. The easiest implement to use for this is a folding rule, although you can use a protractor alongside a normal type of rule. Hold and open the folding rule so that you align the inner edges with the shell’s outer boundary. Then transfer this angle to your paper by drawing the two diagonal lines against the inner edges.






Step 2: The next important stage is to draw the central line. This indicates the columella or axis of the shell. The diagonal lines that are then drawn show the external curve of the spiral formation of the shell section by section. These are drawn by eye, meaning that I would be comparing the depth of each section of the shell starting at the top and moving down section by section. I would be looking at the specimen numerous times during this part of the process. If you are familiar with using dividers to aid measuring they may be useful at this stage.






Step 3: Once you are happy with the overall structure, checking for accuracy and natural curves, you are then at a stage where you can start adding the ribs and striations, as well as any protrusions and patterns.






Step 4: The final drawing is rendered in grey fine line pen using a 0.1 nib. The stages mentioned previously have been colour coded.



MARK-MAKING MAGNIFIED – KELP HOLDFAST

Materials used: Pens – Pigma Micron sepia 003, 005, 01; Paper – Fluid 100 hot press watercolour paper

The large illustration of the kelp holdfast and four stipes was mentioned earlier on in this chapter, but I discussed the inking process in this section so you can see how this was developed to ensure it was an accurate and natural depiction of the subject, while considering perspective and creating depth in the final piece.




Using two different size pens to create the initial outline to the drawing is a starting point in creating visual depth and perspective, although it may well be subtle. The elements in the background are outlined with 003 pen and those in the foreground with a 005 pen. When the shadows are added, they are not fully completed as we need to ensure there is accurate tonal balance across the piece as we progress through the different stages.






Also using different nib sizes for mark-making to create tonal values and texture will help to enhance the visual depth and perspective and the development of form. Start with the smaller nib and then increase in size for the darker tonal values if required, remembering to retain the white of the paper in places for the lightest tonal value. It is also important to observe and record differing surface texture and pattern to provide variation and to not make the drawn subject look too uniform in places, where it need not be.






Even towards the final drawing and inking stages, I am still evaluating the tonal balance, particularly gauging whether the darker tonal values are appearing too visually forward when they should be in the mid-ground or background. Remember, in the majority of cases, no shadow is completely solid in tone; there is variation in the values.






The illustration itself is 50.5cm in height and took a very long time to complete. In most cases, I try and keep a note of how long a piece takes me; this was completed over a year in between other work projects and while producing artwork for this book. It proved how high quality photographic images help when you have no choice but to use them.




CHAPTER 8

Fossils

When Drawing Fossils, You Discover More About the Hidden Secrets of the Earth

Palaeontology illustration has developed over time with the broadening of scientific knowledge and the discovery of fossil remains. Nowadays, this genre is often called paleo art after the ancient Greek word of ‘paleo’ meaning ‘old’, and ‘art’.

There has been some discussion as to whether scientific or more technical illustrations of fossils should be included within the definition of paleo art. This is partly due to the popularization of the genre, where prehistoric creatures are restored visually in the artwork, often surrounded by their likely habitat. The artwork can be in the form of illustrations, paintings, sculpture, digital art and the creation of dioramas.

Most representations originate from a scientific basis, based on factual evidence, such as fossilized remains. All art-work can be used to communicate this scientific knowledge to the wider public, increasing an interest and appreciation of animals long extinct.






WHAT ARE FOSSILS?

Fossils are the remains of living things preserved by natural processes. Imprints and other evidence, such as tracks, that have been preserved are known as trace fossils. Fossils are formed when the skeleton or remains become covered by sediment and over time this turns to rock. Any bones are then dissolved by water seeping through the rock and the minerals within the water replace the bone, basically leaving a replica of the animal or plant.




Some of my fossil collection.



WHY ILLUSTRATE FOSSILS?

These are a relatively recent subject area for me. In the last few years, I have started a collection of my own, but I also enjoy visiting an area of coastline in the south-west of the UK where fossil remains are often discovered. One place along this coastline is the village of Kimmeridge in Dorset, where you can walk along the shore at low tide and see the remains of larger ammonites in the rock. The name of the village has its origins from the Kimmeridgian geological time frame.




Working at the Etches Collection, Kimmeridge, Dorset.



Located in the village is a museum housing the fossil collection of Dr Steve Etches who has collected fossils in this area for thirty-five to forty years. This is also the place that fuelled my inspiration to illustrate fossils, particularly in pen and ink.

Some fossil facts:


• Fossil remains come in many shapes and sizes, from just small remnants of a larger specimen to the whole fossilized skeleton of a creature from back in time.

• They are static, which is a huge advantage as you know your subject will not move.

• Their colour is often within the earthy to neutral range of colours; therefore, tonal values can be easier to interpret when planning and completing your drawing.

• Smaller fossils can be handled and examined, in which case you can fully experience all aspects of them.

• If you are able to visit a museum collection, a wider range of fossils might be available for you to illustrate.




CASE STUDY

Working in a Museum Setting

THINGS TO CONSIDER

• Out of courtesy, contact the museum before your visit. As I was going to be working on larger illustrations, I needed to use my tripod easel, so it was imperative that I sought permission first.

• If you can use a pocket-sized sketchbook, you may be able to sketch unobtrusively and permission isn’t a necessity.

• Consider the season in which you visit the museum. I visited in January, which meant there were fewer visitors and more space available. I was still aware of when I needed to move so that visitors could have clearer access to an exhibit.

• If you are confident enough, be prepared for the fact that visitors may want to interact with you. This can often be a positive experience for all.

• Think about the materials to take. Pencils or pens are the most practical.

Stegosaurus vertebra – the drawing process

Materials used: Pens – Rotring Isograph 0.10 and 0.13; Paper – Strathmore Bristol 400 series smooth surface

On a previous visit, I had admired the Stegosaurus vertebra and this further appealed as this particular dinosaur was my favourite when I was a child. I had already taken a good photo of it, but as with virtually all photos, the subject can be visually distorted and lack depth of field, depending on the angle from which the photo was taken.

I used this photo as the basis of my drawing, but did not draw all of the final detail. Once I arrived at the collection, I refined the drawing while seeing the vertebra in front of me. During all stages of the drawing, I had a piece of glassine paper under my hand to protect the paper surface.

The first stage was to outline the drawing using the 0.10 pen. This outline will merge into the drawing as various marks are used to depict form, texture and details. The outline was broken in places with dots and dashes, particularly within the central area where the lines needed to taper off, rather than finish abruptly. The top section of the vertebra was completed, with stippling, broken and solid lines that followed contours, some of them very small. Also, lines were used to depict the texture of the surface.




The Stegosaurus vertebra.






Refining the illustration I had started from a reference photo.






The inking stages of the illustration.



As I do with a lot of illustrations, I gradually built up to the darkest tonal values. It was only in areas with deep shadow that I fully completed them. I would normally evaluate the tonal values of the whole drawing before proceeding further. These darkest values applied to some of the cracks and fissures, the central channel of the vertebra and the base of the top section, all completed with stippling using 0.13 pen first, then with the 0.10.

The 0.10 pen continued to be used for stippling, broken and solid lines following contours, and depicting texture. The vertebra surface was dull, with no distinct highlights, but I was careful to retain lighter tonal values with less dense markmaking, mostly stippling. Where certain areas of the vertebra protruded forward, I was careful to not over-cover the area with stippling, but still applied enough to depict form. Had I added too much, the impression would be that the surface was on one visual plane, with no areas protruding more than others.

The rounder base to the vertebra had a smoother surface with only subtle texture so the stippling consisted more of the mid-tonal values to the lightest values, in patches but not all over. Broken and solid lines were only used for the cracks and fissures.




The completed illustration.





OTHER SPECIMENS DRAWN FROM THE COLLECTION

Ichthyosaur jawbone

Materials used: Pens – Rotring Isograph 0.13, 0.18, 0.50, 0.80; Paper – Strathmore Bristol 400 series smooth surface

Ichthyosaurs were marine reptiles, with some characteristics of the cetaceans with which we are familiar today, such as dolphins and porpoises. One characteristic of this creature was its long snout and elongated jawbone. Amongst several specimens at the collection is a jawbone with many teeth still present.

With regard to the drawing process, I followed a similar routine to that for the Stegosaurus vertebra illustration and partially drew the specimen from a photograph before visiting. Once the details were checked and it was drawn in full, the inking process started.

As there are very dark areas of shadow between the teeth, with little variation in the tonal values, I completed these first. There was little point in using a small-nibbed pen, such as a range from 0.10 to 0.20, as the areas were too large. This would result in damaging the delicate nib mechanism through heavy usage and the collection of paper fibres clogging the nib, as well as causing potential damage to the paper surface.

The solution was to use 0.80 and 0.50 nibbed pens. The 0.80 was used for the darkest, largest areas first and the 0.50 for the medium-sized areas where more control and a finer line was needed. The ink flowed freely from the 0.80 pen and I was careful not to smudge these areas with my hand. Once these were completed, the whole drawing was left to dry for twenty-four hours.

I then moved onto using the 0.18 to outline the main jawbone and rest of the teeth. A 0.13 pen was used for the main areas of stippling and finer detail. The stippling was not only used to depict form, but also to indicate subtle colour differences.




The pen nib sizes used for this illustration.






The drawing that I had already started in front of the actual specimen at the collection.






Using larger-nibbed pens in areas where there are the darkest of shadows is the best approach to take.






Working on the rest of the jawbone.






Emphasizing the conical shape of the teeth.






The completed illustration.



The teeth are conical in shape and overlapping in places. It was important to think about their shape and form and individual surface details. Each tooth is not visually the same and it was essential to show this in the illustration. Once the dark shadow areas were in place, the teeth looked stark against them, so the stippling was used to portray the shadow on one or both sides of the teeth and to break up the stark outline against the dark shadows behind. Cracks and fissures were then drawn, and as the teeth became conical, marks were drawn in places to indicate the contour and roundness of each tooth.


STEP-BY-STEP EXERCISE

Pliosaur Teeth

Aim: To practise varying hatching techniques using multiple ink colours on toned paper.

Materials used: Pens – Pigma Micron Sepia 003, 005. Pigma Micron Black 003, 005. Unipin Light grey 0.05. Unipin Dark grey 0.05. Sakura white gel pen fine 05; Paper – Canson Mi-Teintes pastel paper Steel grey (smooth side)




The Pliosaur teeth displayed in the collection.








Step 1: The specimens were displayed vertically at eye level, which enabled me to adopt an easy observational position. While visiting the collection, I made a quick ink sketch of the first tooth in my A5 sketchbook, so that I had an accurate record of the size compared to the other teeth. With my good quality photo and once back in the studio, I then drew all three teeth onto the paper. I made sure to detail the main cracks and fissures and any other distinguishing characteristics.






Step 2: As the paper was quite dark in tone, it was quite difficult to see the pencil line when drawing. I didn’t want to use a hard pencil as this would form an indentation in the paper with too much pressure so I used a softer pencil, a B grade. Once the whole picture was drawn, I then used the kneadable eraser to lighten the pencil line slightly so that there was not too much graphite on the paper. It was important to only press and lift the eraser, rather than rub, as I did n’ot want to damage the paper surface.






Step 3: One of the main aims of this drawing exercise was to practise the various hatching techniques. Starting with the smaller tooth on the left, I started to detail the very fine ridges on the surface of the tooth point. Contour hatching was used as the marks followed the curve of this area, initially using the sepia 003 for the areas of hatching that were more spaced out (lighter tonal values), and then I changed to the sepia 005 for the areas where the marks were closer together (darker tonal values).






Step 4: I continued with the contour hatching marks, making sure to leave areas of paper blank where no marks were as these represented highlights. The marks varied in size and some went the whole length of the tooth point, whereas others were much shorter.






Step 5: The white gel pen was then used, creating similar marks to accentuate the highlights on the tooth point.






Step 6: Using the light grey 0.05 pen, the outline of the lower part of the tooth was then drawn.






Step 7: Once the outline was complete, a range of hatching marks were used to create the form and texture to the lower part of the tooth. Areas of shadow were formed, whereby marks were closer together in the small areas that were created produced by cracks and fissures and also over this part of the tooth as a whole, in order to create more form to the specimen. Pens used were the light and dark grey 0.05 and the sepia and black 005.






Step 8: In some areas, different coloured pens were overlaid to create the darker tones and shadows.






Step 9: You can see how small some of the marks were using the black 003 pen. This was the third largest tooth and the tooth point was considerably darker than the others; therefore, on the right, the black 005 pen was combined with the sepia 005.




Step 10: More cross-hatching was used on the lower area of the third tooth using several of the pens. This helped to portray the much darker colour and tonal values of this tooth.







Step 11: The finished illustration. This was an interesting exercise and one in which I had to stop myself from using stippling at some stages in the inking process. It is good to take ourselves out of our comfort zone at times and face up to some challenges in our drawing and mark-making techniques. This is what can make us better and more conscientious artists.

This exercise involved the use of toned paper, using a variety of pens in colour and nib size, and also using a new pen – the white gel pen. Additionally, it enabled me to carefully consider the process and to restrict the mark-making techniques too.



MARK-MAKING MAGNIFIED – FOSSIL COLLECTION

Materials used: Pens – Pigma Micron black 003 and 005 (new and those that were low on ink); Paper – Khadi paper medium surface

We have already covered cross-hatching. It can be difficult to know when to use it and there is always that danger of overusing it or combining it with too many other marks, in which case we run the risk of making our drawn subject look too stylized. I have become more confident using this type of mark-making when drawing on paper with a slight texture, such as cold press watercolour paper or Khadi paper, which is the paper used for this composition. In addition, I have discovered that I can achieve a wide range of tones if I am using pens that are nearly running out of ink. This not only applies to cross-hatching, but other marks too. So, don’t rush to throw away those pens that are on their way out, they will definitely come in handy! Do also remember that using fine line pens on textured paper will wear the pen nibs down more quickly than if you were using them on very smooth paper such as Bristol.




Planning the composition, placing the fossils on the paper area so I could see how one related to the other.






1. Hatching was used as a mark-making method in a variety of directions to depict the layers of the substrate visible at the top edge of this fossil. In the middle section of the magnified area, you can see diagonal hatching where the line is less heavy as it transitions into the lighter area. The skill here is to apply pressure initially and then as you move your pen towards the lighter area, apply less pressure and lift the pen from the paper so that you achieve a less abrupt end to the line.


2. The paler remnants of the fossilized fern were too stark against the darkness of the substrate. Therefore, with a 003 black pen that was nearly finished, I was able to draw a very light small scribbling mark to give this a slightly darker value, thereby giving it some subtle form too.

3. Where I wanted very dark areas portrayed, I used a newer 005 pen to create the cross-hatching and went over areas several times to achieve the darkest value. This particularly applied to the corner edge of the fossilized fern substrate.

4. With a newer 003 pen, I used very fine cross-hatching to give form to the fossilized shark tooth, also because it was darker in colour. Again, several layers were applied to achieve the required darker tone.

5. This fossil is known as the Devil’s toenail and is a genus of an extinct oyster. It was covered in ridges around the curvature of the fossil and also with other, more subtle ridges in the central area. Small stroke-like marks were used to define the areas in between the ridge lines, also for the ridges that curved around the fossil. Diagonal hatching and then cross-hatching were used over these marks to give more form to the fossil overall.

6. The ammonite section shows how effective scribbling marks can be when depicting texture. Note how the closer the scribbles are, the darker the tonal value achieved to create shadow within the indentations that form part of the spiral of the ammonite. A newer 003 pen would be used for these areas.

7. The fossilized sea urchin was very light in colour, compared to many of the other fossils, but I still needed to make it look rounded. Note how I recorded the light coming from the top left on this fossil; therefore, the right side was in shadow. This was first created using a 003 pen that was low on ink, with hatching following the contour at the edge and then enhanced and darkened further with cross-hatching.


CHAPTER 9

Insects and Other Invertebrates

It is Estimated that 97 Per Cent of Animal Species are Invertebrates

According to the Royal Entomological Society (2020), scientists estimate that insects make up to 90 per cent of all species of animals on the planet and more than half of all living things, and they can be found in almost any habitat. The class of insects is divided into numerous orders and in this chapter we are going to be focusing on the orders of Lepidoptera – butterflies and moths; Hymenoptera – bees and wasps; and Coleoptera – beetles. The class of insects is included within the phylum of athropoda, which comes under invertebrates. Within athropoda you will also find the class of Arachnida, which includes spiders, and also the class of Gastropoda, which includes snails, both of which will feature in this chapter.

All of these animals have important, sometimes essential, parts to play within the many ecosystems found on the planet. Some of us may fear a few of these species, but it is important to open up our minds to recognize that they are not wholly negative.






INVERTEBRATE AND INSECT ILLUSTRATION THROUGH TIME

There are five artists and illustrators to whom I often refer when I talk about invertebrate and insect illustrations through time, the earliest being Jan van Kessel. Van Kessel was a Flemish painter in the mid-seventeenth century and one of his genres was the painting of insects and floral subjects. His compositions often included several insects combined with fruit or flowers, expertly painted with many still recognizable as insect species we see today. Working in the latter part of the same century, Maria Sibylla Merian was a naturalist and scientific illustrator who often painted Lepidoptera subjects at their varying life stages on a plant in one composition. She also played an early part in observing and documenting the process of metamorphosis and is recognized as a major contributor to the field of entomology.

Moving nearer to the present day, the author and illustrator Beatrix Potter was a very keen entomologist and illustrated many insects alongside other subjects, such as fungi, historical artefacts and other animals, all prior to the publication of her children’s books that she is perhaps best known for. I could look at her illustrations for ever, they are so inspiring. One particular favourite of mine is an illustration showing a Painted lady and Tortoisehell butterfly and alongside these, an enlarged section depicting the scales from each specimen, a magnified view of part of the wings painted in incredible detail.

When it comes to producing illustrations for identification guides and other publications, for me there are two contemporary UK-based illustrators who stand out: Richard Lewington and Carim Nahaboo. Richard Lewington mainly uses watercolour, but has also used pen and ink. He illustrates many of the Lepidoptera identification books and these illustrations are perfect for capturing every aspect of the animal, showing the variations that can occur and producing an accurate identification when working in the field or studying these insects and invertebrates at home.




Pale prominent moth. (© 2020 Richard Lewington)






Aedes canadensis mosquito. (© 2020 Carim Nahaboo)



Carim Nahaboo’s many works feature invertebrates, bringing what is sometimes considered the unusual to life by encompassing many aspects of the creature that you would not otherwise notice. He creates an aesthetically pleasing piece, as well as one that is scientifically accurate. Pen and ink will often be the foundation to Carim’s work, which he then sometimes combines with other media.

ACCESS TO SUBJECT MATTER AND SPECIMENS

In the distant past, the collection of insects was pursued as a leisure activity, with the emphasis on numbers and quality of specimens. There was no awareness of the impact this was having on the conservation status of the species involved. Thankfully, that activity is no longer allowed and minimal collection should only occur as part of official and necessary scientific research projects. Many of these collections from the past are still out there, but are often included within museum collections, and made available for education and research purposes. I may not agree with how and why the specimens were collected, but I am grateful to have access to some of the collections to further my understanding and inform my artwork, as well as help me as I educate others. Many other illustrators will also use them.

There is also the option of preserving naturally deceased specimens you may find in your garden or elsewhere. When I am illustrating subjects from these, I also like to have access to other resources, such as identification books, charts and photos that show the specimens when alive. These enable me to capture the subject’s natural characteristics, as when dead, the specimen will occasionally be set in an unnatural position. Also, when alive, the colour of the animal will invariably be brighter. Solely using photographs is also an option; occasionally, this will be the only option available, but again I would use other resources alongside them to achieve an accurate sense of scale and obtain confirmation of other details.

LEPIDOPTERA

Butterflies and Moths

These can be so difficult to capture on paper when in the field; often gestural quick sketches work best, capturing the movement and basic shape of the butterfly, but they are still valuable as they help us to remember moments of observation. Butterflies can be less active in the early morning and towards the end of the afternoon/early evening, so if you are wanting to sketch them in situ or to take reference photos, these may be the best times of day.




Heather, an attendee on my Wildlife Garden Sketchbook course, drawing Small white caterpillars and butterflies in the vegetable patch. The caterpillars were relatively stationary compared to the butterflies, but Heather has also captured the butterflies in some pencil-drawn sketches.






The Hawkmoth Discovery Sheet.






Privet hawkmoth illustrated with Rotring Isograph 0.10 nib size and colour then added with a watercolour wash. Line, stippling, broken lines, hatching and criss-cross lines were the mark-making methods used.



Don’t forget there is also the opportunity to draw other stages of their life cycle, perhaps in your garden or vegetable patch.

I must admit that even though I do like butterflies, moths are where my interest lies most of all. I am sure many people who are not familiar with moths imagine them to be small to medium brown-coloured insects that often annoy us at night when the light is on in the garden. Well, this couldn’t be further from the truth! There are some remarkably colourful and fascinating moths in the UK, some that occur further south as they are wanderers from the Continent. Gardens have become important places for moths at all stages of their lifecycle, providing food and host plants, so growing a variety of plants in your garden, large and small flowering as well as shrubs, will be of benefit to them. Like butterflies, specific species use certain plants at various stages, so it is good to become familiar with some of these.

When it comes to moths in the UK, the Hawkmoths are perhaps considered the most spectacular in colour and form and I have illustrated a few of them that were used for a Hawkmoth Discovery sheet for adults and children alike.

When starting the research for this project, I came across a Lepidopterist whose main interest was Hawkmoths and he had an extensive photo library of each Hawkmoth species that occurs in the UK, which included images of each life cycle stage. He was very keen for me to use his images as reference, so I combined them with using deceased specimens and other reference material.

How Versatile Can Your Artwork Be?

When, as an illustrator, you are developing a collection of work, think about the artwork versatility and how else it can possibly be used, especially when you need to generate an income as a working artist. With the Hawkmoth project, I drew them all in ink first, then scanned them into digital files. I then applied the watercolour washes to each and scanned them again. This meant that I had images in black and white and colour, giving me more versatility. They were subsequently used for the discovery sheet and several sized greetings cards, and printed onto cotton bags, notebooks and stickers. They were also combined with other wildlife illustrations in an exhibition banner. The original illustrations were framed and sold at exhibitions, but I still had the digital files to use for as long as I wished.


The varying textures and patterns of moths



Here you can see the varying textures on the Large elephant hawkmoth. Not all of the textures on the wings and body are actually scales, there are hairs too. Having the use of a microscope or a good quality magnifying glass can be a huge help in the early stages of the drawing process when you are exploring your subject fully.






You can see from this specimen that the wings are set in an unnatural position, but in my drawing, they are depicted in the natural resting position. When they are set unnaturally, this can often reveal more texture on the hindwings than would normally be showing as these are often covered by the forewings. The texture can still be depicted in the early stages of the drawing process by making the marks in the direction of the texture and following the contours of the body part where they are. You can see this on the top section of the moth’s body, the thorax where it is hairy.




CASE STUDY

Combining Art and Conservation

MONITORING AND RECORDING MOTH SPECIES AS PART OF A WILDLIFE ILLUSTRATION COURSE

I was blessed to have the opportunity to teach at a field studies centre in rural Dorset in the south-west of the UK. Many courses and workshops are taught at the centre on the theme of natural history, landscape and historical ecology, and there are also art-related courses. One of these was the Wildlife Garden Sketchbook Course, where we were able to work in the wildlife garden and grounds of the centre, as well as in the surrounding nature reserve. This gave us the experience of being up close and personal with wildlife and, when combined with my existing ecological knowledge, it enabled me to include other wildlife activities within the courses I taught. One of those activities was monitoring the moth species and making a note of the species found and the quantities.

The moth trap is set up as it gets dark, preferably on a warm, dry evening. The trap in this image is known as a Robinson trap and in the base are broken-up egg boxes arranged in layers. Moths are attracted to the light and they fall into the base unable to escape. They come to no harm and soon hide and rest under the cardboard egg boxes. Sometimes the trap can be left on all night and early the next morning before breakfast, the moths are carefully collected and placed in special containers in which to view and identify them. By this time, the moths are quite placid as the temperature is cooler.

The course attendees really value the experience – it is fabulous to be able to see live subjects in action and witness their other characteristics. It also gives people the chance to take photographic images for reference without any harm coming to the animals.




This type of moth trap is called a Robinson moth trap.



The highlight for me during one of the sessions was seeing two Northern eggar moths, male and female, which I hadn’t seen before. The female is a lovely golden colour and the male slightly smaller and a darker brown.

I sketched from the live subject and took reference images. This developed into a detailed illustration of the female using a sepia fine line pen in 003 and 005 nib sizes.

The 003 pen was used initially to create the outline using solid line, stippled lines and jagged stippling to represent those areas of the wings that had more of a textured edge to them and the thorax, which was covered in hairs. The pattern on the wings and the markings of the veins were all drawn with a stippled line.

The hair on the thorax was then drawn using the 005 pen first, before returning to the 003. Criss-cross lines were used while observing their direction on the image of the specimen. Stippling was then used across the whole moth in varying degrees to represent the shadows under the wings and the differing colour and pattern changes. Note that the paler band of colour across the wings featured less stippling. Once the inking was complete, the illustration was painted with a watercolour wash.




On the evening this trap was set we identified just over twenty different species. The moths were released the following evening when it was darker and fewer predators were around. The list of the species recorded was submitted to the local wildlife trust.






This Privet hawkmoth was resting on my hand and warming up its wings before being released.






The male and female Northern eggar moths.






The inking stages of the female Northern eggar moth.






The completed illustration with a watercolour wash to complement the pen and ink work.





INSECT MIMICRY

Wasp Spider

Personally, I don’t have an issue with spiders, but I appreciate others may not find them so appealing. I have chosen what I consider quite an attractive and colourful-looking spider to focus on, the Wasp spider. It is also a great mimic as yes, you guessed it, it looks like a Wasp, which keeps it safe from predators.

I first came across this spider on a visit to the Lulworth Ranges, which is normally closed to the public, but this was during an organized wildlife walk. Up to a number of years ago, this species of spider was not seen very often and was only located in the south of the UK, but today it is spread further afield. Their webs are quite large and have a distinctive zig-zag strip from the middle to the edge, used to attract its prey. They are quite a large spider and when seen on their web, you wonder how the web supports it.

Materials used: Pens – Pigma Micron black 003 and 005; Paper – Strathmore Bristol 500 series plate surface

I discovered the perfect reference image of a Wasp spider on a dew-laden web, but first I had to re-familiarize myself with the species, so I dug out an old sketchbook where I had completed a few sketches of the subject and made notes. I also looked at numerous other images online and in identification books to confirm various details and to see the consistency of the pattern of markings on its abdomen. The female is easily identifiable due to its brighter colour and larger size relative to the male.




The female Wasp spider.






The illustration of the female spider on a dew-laden web.



The initial drawing was completed using an H pencil and the outer boundary of the composition matched the arrangement of the actual photograph, so not too much thought was needed in the overall balance of the composition. I wanted to maintain the delicacy of the web within the illustration, so this was carefully stippled using the 003 pen and the dew drops were then added with tiny ovals and half ovals being drawn at irregular places along the web structure.

The legs were very thin and I wanted to depict them as more of a cylinder shape so that the form was accurate. To achieve this, stippling was used in the shadow areas where the legs were pale in colour, retaining some of the white of the paper. The darker leg markings were then drawn with denser stippling.

The eyes are located at the front of what is known as the cephalothorax and the latter was particularly hairy, so criss-cross lines were used, making sure that they were placed irregularly to depict the texture, with smaller lines around the edge of this area overlapping the boundary.

Next came the inking of the abdomen. I spent considerable time focusing on the number of dark bands needed across the body, getting these right at the pencil drawing stage of the illustration. While making observations, I also noticed the surface texture of this part of the spider – there were almost circular, scale-like marks in between some of the bands. As the abdomen is rounded, it is important to portray these dark bands as curving around this part, not as flat straight lines. The 005 pen was used to ink the dark bands first, then the 003 pen to create the marks between the bands. Stippling represented the darker shadows, which gave form to the abdomen, thereby making it look rounded.




A close-up view of the mark-making techniques used in the illustration.



The final stage of the illustration was to add the hairs to the abdomen, which were tiny but diagonal in position; these were drawn with stippled lines. The fine nib of the 003 pen was essential for this. As for the hairs on the legs, these were more pronounced and at varying angles. I was sure to portray them as not just protruding from the edge of each leg; some of them originated from the centre and side of the legs.

CREATING OTHER ELEMENTS OF A COMPOSITION WITH PEN AND INK

The Common Earthworm Lumbricus terrestris

The Common earthworm may be a familiar species in your garden, appearing more often on the surface than other earthworms. Carim Nahaboo has illustrated this species and instead of using pen and ink for the invertebrate, he has used the media as the background to the composition. This has given the main focus of the illustration, the worm, a sense of place and it helps to provide a deeper narrative to the piece, visually describing the habitat in which the species is found. The background showing the leaf litter and soil is clearly defined, but not to the point that it distracts from the main subject, which is important when you combine media in this way. The two media should work together and be complementary.




The Common earthworm Lumbricus terrestris artwork in progress. (© 2020 Carim Nahaboo)






The Common earthworm Lumbricus terrestris. (© 2020 Carim Nahaboo)



Oleander Hawkmoth

As can be seen in the illustration, the different stages of the moth’s life cycle were painted in watercolour, but I also chose to show the host and food plant, the Oleander, as a pen and ink line drawing in the background of the piece. I left the line drawing quite simple as there was a lot going on in the rest of the illustration, but notice the direction of the leaves radiating out from the flower. This is the natural growth pattern that I have used to an advantage as they create visual leads to other areas of the illustration.




The Oleander hawkmoth life cycle.



COLEOPTERA

The Stag Beetle

Stag beetles are one of the most amazing insects I have seen in the UK. They are largely located in the south of the country and are rarely seen elsewhere. They spend a large part of their life underground as larvae before forming a cocoon, then develop within the cocoon. Once they have emerged, they are most often seen flying around on warm summer evenings. The males are most regularly seen in flight between late May to August when they are looking for a mate, after which they die. The females are largely ground based and once they have mated, they return to the same site from where they had emerged. Unfortunately, the Stag beetle is becoming increasingly rare due to the lack of suitable habitats and habitat loss. They can also fall prey during the summer months to domestic cats and car strikes.

Their habitats include gardens and parks, orchards and the edges of woodland, with the larvae living in and feeding from dead wood. Each year, awareness-raising events and monitoring programmes for people to take part in, organized by the Wildlife Trusts and the People’s Trust for Endangered Species (PTES), focus on this particular species.

I have illustrated Stag beetles several times using specimens from a museum collection and have since been given a male and a female beetle found naturally deceased by a friend. For this next illustration, I used the male beetle as my main reference alongside a digital image of one resting on a garden fence.


STEP-BY-STEP EXERCISE

Male Stag Beetle in Resting Position

Aim: To demonstrate the techniques used to depict a very dark-coloured subject and how best to interpret the tonal values.

Materials used: Pens – Rotring Isograph 0.10, 0.20 and 0.30; Paper – Strathmore Bristol 500 series plate surface






Step 1: The digital image of the male Stag beetle was printed onto A4 photo paper and even though this was too large for the final illustration, it enabled me to see all of the relevant details. To aid me in drawing the subject at an appropriate size, I drew a grid composed of nine squares on a piece of transparent acetate, which I placed over the image. On the drawing paper, I then drew a similar grid but smaller in size. Once I was happy with this, I then used the grid over the image as a guide, drawing the contents in each square at a time.






Step 2: Using the H pencil, I lightly sketched parts of the beetle in each square and then refined the drawing, focusing on the shape of each part and any appendages. Once I was happy with the drawing, I used a kneadable eraser to lighten the pencil lines slightly.






Step 3: Once the direction of the light source on the subject was determined, I could start inking. The light source was mostly coming from the top right area of the composition, as seen in the digital image. Being sure of this will aid me in creating accurate tonal values and thereby creating form, making sure the shadows are in the correct position and highlights retained. For the darkest areas and where the colour of the insect is a deepest black, the 0.20 pen was used to avoid unnecessary wear and tear on the 0.10 pen nib. I changed over to the 0.10 pen for the thinner areas of the legs and where a highlight occurred, I used stippling as the main mark-making method.






Step 4: Even in the smallest areas, gradual transitions were created, from the darkest tonal value through to the mid-values, which were produced by using the stippling technique. Then the white of the paper was retained for the brightest highlights.






Step 5: The beetle’s wings are folded under the wing cases known as the elytra. These are actually dark black-red, but when in shadow can appear jet black. The outer edges of these in the image were dark and these were inked in first using the 0.20 pen. To create the dense shadow and colour on the elytra, all three nib sizes were used. It is important not to start with the larger nib as we want to create some mid-tones before we transition into the darkest areas and using such a nib would mean the ink covering too much of the paper surface. Therefore, stippling was introduced using the 0.10 pen to map out the area where the mid- tonal values occurred.






Step 6: Then the 0.30 pen was used for the stippling to map in the darkest areas, making sure that the marks were further apart the nearer they came to the mid-values lower down the wing cases.






Step 7: The 0.20 pen was used to add the stippling between the two areas created previously, extending the range of mid-tones.






Step 8: The same methods were used for the other wing case and also the pronutum, which is the next section of the beetle’s body above the elytra, before progressing to the head section. To further develop the tonal values, I swapped between the three different pen sizes, making sure that the transitions between the values were subtle where they needed to be and more evident where there was a brighter highlight, such as at the top of the eyltra.






Step 9: The mandibles are quite impressive on the male Stag beetle and are used during courtship displays and when fighting off other male beetles. They appear flat on the upper surface, but have gently curved edges where the shadows occur, such as in this example. They are not as dark in colour and have quite a shiny surface when in good condition, so the stippling with the 0.10 pen does not cover the whole surface area.






Step 10: The antennae are quite small, so the 0.10 pen is essential when inking these. They are very dark, so where they overlap other parts of the beetle a very slim white line is left, as shown in the example of the left antenna in the image. This helps it to stand out more prominently.






Step 11: Once I had completed the inking process on the beetle, I walked away and left it for a while before coming back and deciding if further work was needed on the subject and how best to portray the background. The beetle was resting on a vertical fence panel and I wanted to retain this in the composition as the rough texture was a good contrast to the smooth surface of the beetle. In time, I may well add some colour using coloured pencil to the background to enhance the illustration further.



IDEAL SLOW-MOVING SUBJECTS TO DRAW

Snails

The common garden snail isn’t always the subject that first comes to mind when wanting to draw subjects from our garden, but in some ways they are ideal. Gathering a few together in a shallow tray with some soil and vegetation means we have several to observe and draw as they slowly move around. The spiral form, also the pattern on the shell, provides added interest, along with the texture of the foot that ripples as the snail moves along.




Lisa has illustrated this snail in her Moleskin watercolour sketchbook where the paper is very slightly textured and a warm white in colour. She used a Pigma Micron 003 pen in sepia to complete the illustration. I like how she has created a sense of movement in the drawing and this has been aided by the angle and perspective of the head and tentacles. (© 2019 Lisa Mason)



HYMENOPTERA

Bee and Wasp Habitats

The work of a natural history illustrator can be largely species based, but there are times when we need to focus on illustrating the species along with the habitat, which can be man-made or natural. Some of the habitats are naturally discarded and we can use them for reference; others are constantly in use, such as functioning beehives producing honey and nurturing colonies of Honey bees. Solitary bees make use of habitats we provide for them. Wasps create nests so structurally fascinating they can be considered one of nature’s expert architects. Other wasp species have established associations with plants, forming abnormal growths on the plant in which the young mature. These growths are known as galls and the wasps as Gall wasps.




A natural beehive found in a hedgerow. (© 2020 Megan Lock)



Inside the hive

I have jumped at the opportunity each time I have been able to view the inside of a beehive, while fully suited up for protection. It is a complex habitat inside which you see the female workers, male drones and a queen. The comb is created by the bees on the frames, and each cell stores pollen or honey, or are used to raise the young, the larvae, before they hatch into fully grown bees.




Inside the hive – a peek into a beehive during an inspection.



Materials used: Pens – Pigma Micron Sepia 003, 005 and 01; Paper – Stonehenge Fawn

Using one of my own reference images, I wanted to produce an illustration that was more visually dynamic, adopting the shape of the cells within the hive and using a hexagon as the outer frame of the piece. Then came the drawing of the individual cells using an H pencil, which, I must admit, was a little laborious, but totally worth the effort and it was quite exciting when I came to draw a cell and there was a bee in it!




Once the pencil drawing was complete, the cells that appeared empty and dark were inked using the 01 pen. Then the priority was to complete each of the bees using the 003 pen initially and transferring to the 005 when needing to add slightly larger areas of darker values for the stripes on the bee’s abdomen.






The next focus was to draw in each cell using the 003 pen. These are obviously hexagonal in shape, but are not completely geometric, with some curving to the sides and points not completely sharp. The wings of the worker bee on the left and the drone at the top were on the move, so to represent this movement, several curved stippled lines were drawn around the edge of the wings, making sure the wing outline was not too heavy in tone.






The other cells were capped. As this covering was not completely smooth and there were shadow areas between each cell, the 005 pen was used to give an impression of these shadows using more of a linear scribble-type mark. I wanted to avoid forming pristine stippled shadow areas due to the natural formation of the comb.






The last element of the illustration to complete was the capping of each cell that was sealed. Minimal mark-making was needed as I wanted to avoid distracting from the activity of the bees in the illustration. A basic area of stippling using the 005 pen was applied to each capped cell.






Bee skeps, a form of beehive made from straw.






A wide range of mark-making techniques were used in illustrating the bee skeps as there were many textures to depict. The usual range of pen sizes used were 003, 005 and 01 fine liners, both new and those running out, the latter of which worked well for areas of light cross-hatching.



Man-made bee habitats from the past

I came across these bee skeps while visiting a garden in Cornwall. They were in purpose-built spaces within the wall surrounding the fruit and vegetable gardens.

Bee skeps were used to house Honey bees in pre-Victorian times and the bees would build the comb within the upturned straw basket. They are very attractive to look at, but they do have their disadvantages. To extract the comb and the honey, invariably the whole colony of bees would be completely destroyed, so as well as the impact from the loss of the bees, the bee keeper in the past needed to find a new colony to replace it. As time progressed, the nature of the skeps meant it became a challenge to inspect the colony to check for diseases and pests and to apply any necessary preventative treatment. Therefore, wooden hives became more widely used.

Doing our bit for the bees

Many of us are far more aware of how we can support wildlife by providing suitable habitats in our garden, choosing the most beneficial plants, creating log piles, and leaving an area for ‘weeds’ to grow. We also have the option of providing additional habitats – either homemade or bought from a supplier – that have been constructed out of wood and other materials, including bee houses. They come in a range of sizes and styles, though not all are suitable for long-term use over several seasons. We have several in our garden and from spring through to the following year we enjoy seeing how they are utilized by solitary bee species. The type we have allows for cleaning so that there is less chance of bacteria and mites breeding in it; it also means we can inspect it regularly through the seasons and observe the growth of the larvae inside.

Overcoming a compositional challenge

One year, I recorded the progress of the Red mason bee larvae inside the bee house, and illustrated the bee and the house itself. I spent a considerable time planning the composition and thought I was happy with it, but as the illustration progressed, I decided it wasn’t working. So instead of wasting an illustration that was nearly complete, I scanned the elements that worked and created a new composition digitally. This works well if you wish to produce prints or, alternatively, provide digital files, but isn’t appropriate for exhibiting artwork, as usually this has to be original.




This bee house has been utilized by Leaf cutter bees (top row) and a Red mason bee (second row from bottom). In both cases, the bees create compartments in which to deposit their eggs. The Leaf cutters cut circles from leaves that they then carry back to the bee house and chew and fold to create individual cells, and the Red mason bees collect mud in a ball and carry it back to line the tube in the bee house, also creating individual cells.






Here you can see how a Red mason bee has used one of the tubes, the top one being recorded in May, the second in June and the last one in July. Within each compartment, the bee deposits pollen that will then sustain the larva as it grows. Once the pollen has been eaten, the larva will form a brown cocoon and pupate, remaining in the cocoon until the following spring when it will emerge as an adult bee and the cycle starts again.






The re-composed illustration, which provides a compact, but meaningful piece of work showing four different growth stages of the Red mason bee.






A complete wasp nest.



Nature’s Expert Architect – the Common Wasp

There is much I can say about the Common wasp, you either love it or hate it as a species, but being pollinators, they are hugely beneficial; they also prey on what we consider to be garden pests, such as aphids, caterpillars and other invertebrates. They are expert nest builders, constructing nests from wood that they chew up and mix with saliva to create a paste, which, when dry, resembles paper.

The queen wasp starts the nest-building process by building a long thin stalk known as a petiole. On the end of this she creates the first hexagonal-shaped cell in which she deposits an egg. She continues to build the individual cells around this central one and once mature, the wasps hatch and become workers, continuing the construction of the nest in which she deposits further eggs and controls the nest.

Wasp nest illustration

Materials used: Pens – Copic Multiliner SP 0.03, 0.05, 0.1, 0.25, 0.5; Paper – Strathmore Bristol 500 series plate surface

I had been given two small wasp nests and I also had numerous reference images of a nest that I had seen photographed a few years previously at a nature reserve’s education centre. The latter was a fine example and still intact, having been built around the woody stems of a vine or clematis. The three nests, along with a wasp, were brought together to create an interesting composition, with lots of detail.

Rather than choose from my usual range of pens, I wanted to use the Copic Multiliner SP pens to see how they held up when completing a larger illustration. This is a good exercise to do when wanting to trial pens you have not used before. As these are refillable, I wanted to see how long each of the cartridges would last and with regard to the renewable nibs, how they wore with continued mark-making.




Bringing together the subject matter, creating a framework to form the outer boundary of the illustration before drawing the subjects in an H pencil.






I started with the 0.05 pen as I had already tried the 0.03 on a piece of scrap paper and found the nib quite flexible and fragile, and a little too fine for the inking I needed to start with. I instinctively began inking the woody vine stems using line hatching and stipple, not taking each to completion.






The smaller wasp nests were easy to handle, enabling me to view their structure closely, both inside and out. It was fascinating to see the internal hexagonal cells in one of them and I decided to position this so I could show this structure in the illustration. The 0.05 pen was used for the majority of the drawings, changing to the 0.1 pen for the darker tonal values.






Now came the time to ink the main body of the larger nest. The surface texture was relatively smooth so I knew that a wide range of mark-making would not be needed. Therefore, line and stipple were chosen, starting with the 0.03 pen for the undulating lines of the nest structure and initial stages of stippling. In areas where there were darker tonal values, I used the 0.05 and 0.1 pens for the stippling.






The bands of stippling were representing the bands of colour on the nest for the majority of the time, but where the nest curved or went into a fold or crease, the stippling also enhanced the form by becoming more dense to show the darker tonal values. As the illustration progressed, I was very careful not to take any areas of the nest to full completion. I needed to assess the tonal values over the whole piece once the basic marks and values were in place. I also had a break from the top section, so started inking again at the bottom of the nest.






Many breaks were needed during the completion of this piece to rest my eyes and to get some exercise. It is so easy to become absorbed in an illustration and then realize that you haven’t moved from your chair in a couple of hours. It is also good practice to look at your illustration with fresh eyes every now and again. You will then hopefully notice any areas that need further work or adapting. Once I was happy with this stage, I worked on, developing the darker tonal values further, particularly on the left of the nest and a little on the right to help accentuate the rounded form. The larger pens were used for this, mostly the 0.1 and 0.25 with the 0.5 pen being used only for areas of the nest where there were very deep shadows due to holes in the surface.



MARK-MAKING MAGNIFIED – MARK-MAKING TECHNIQUES FOR ILLUSTRATING BEES AND WASPS

Materials used: Pens – Copic Multiliner SP 0.03, 0.05, 0.1, 0.25; Paper – Strathmore Bristol 500 series plate surface

I knew from the beginning that I would be including a wasp, but I was unsure as to what scale and if I would portray the whole of the insect. After drawing the wasp in my sketchbook, I scanned the drawing, saved it onto my computer and printed it in several sizes. I then cut them out and placed each one on the drawing to see what worked best in the space I had left. I concluded that half of the insect drawn larger than life would create a good balance to the composition and would be an added area of interest. I followed my usual method of inking and creating tonal values by starting with the smaller pen first and progressing to the larger nibs.




Useful mark-making techniques for illustrating bees and wasps.




CHAPTER 10

Birds, Feathers and Nests

Observing Bird Behaviour Helps You Tell the Story of the Bird in Your Artwork

When it comes to my passion for the natural world, birds have always been my first love. They were the first natural history subjects I drew as a child and I was encouraged to nurture this interest by my family. With my parents, I would observe birds in our garden and on frequent trips to Epping Forest with my grandfather.

Moving to the south coast as a seven-year-old was a revelation, seeing birds from different habitats as I became involved with the Young Ornithologists Club (YOC), the junior wing of the Royal Society for the Protection of Birds (RSPB). Joining the regular trips to the surrounding countryside was also an escape from local bullies. Little did I know that over thirty years later I would be surveying that same countryside as part of my job as an ecologist, experiencing immense joy following a barn owl as it quartered the adjoining fields to the area where I was surveying for signs of badger activity.






Becoming an adult, I became far more aware of bird art and started to admire the works of others, in particular Charles Tunnicliffe (1901–1979), who was an internationally renowned painter of British wildlife and often commissioned by the RSPB to provide illustrations for bird guides and other items. It was at this time I remembered a picture given to me by my nursery teacher that had always hung in my childhood bedroom. I had it reframed and when I opened up the back, I realized it was a print on RSPB wrapping paper illustrated by none other than Charles Tunnicliffe. Now, fifty years later, that picture hangs in our house to act as a reminder of those childhood memories and my early ventures into discovering more about the natural world.

Today, my love of birds hasn’t waned and I will try to get out birdwatching when I can, often combining it with sketching in the field. When I do not have commissions or teaching preparation, I am often pulled in different directions as to what I would like to draw or paint, and birds are nearly always on the subject list.

It would be really hard to choose my favourite bird, should I be asked to decide, but I suppose birds of prey, particularly owls, are favourites, as well as wildfowl, waders and other seabirds. In this chapter, I have tried to include birds from several groups and also some that are sadly in decline. I have also been given nests, feathers and dead birds over the years to study, so they are included as subjects.

THE DRAWING PROCESS – GREAT SPOTTED WOODPECKER

I utilize different resources when drawing a bird: drawing from life if accessible, using a taxidermy specimen, consulting ID books to check details and confirm identification and finally, seek out reference photos. Whatever source I am using, singularly or in combination, the main aim is to create an accurate, natural and realistic interpretation of the bird.




The structural drawing techniques used to draw a Great spotted woodpecker.



For me, getting the posture of the bird right is the first step. If the posture is drawn incorrectly then the final drawing is likely to look unnatural too. Using layout paper and a softer pencil, the line we draw first to represent the posture is the long axis of the bird. This can be in a different position according to the activity of the bird and is indicated by the diagonal line in the image overleaf. The woodpecker has quite distinctive posture as it grips to the branch and focuses on an object in the distance.

The next stage is to create the head and body shapes. Both need to be in the right proportion and not over-exaggerated. You need to remember that these shapes are not the very outer shape of the bird, but they represent a basic form to the bird to which we can add features and further detail. The reason these drawn shapes do not represent the outer shape is that we have to leave room and account for the space needed for plumage, especially if the bird you are drawing is puffed up. Sometimes, at this stage birds can be drawn too rounded. There are angles where the head meets the body and it is here where we also need to observe the angle and position of the bird’s neck. With the bill, it goes further back into the head than we can see externally. Often, there are very short feathers and hairs around the area where the bill continues towards the eye. The lower part of the eye is usually aligned with the central opening line of the bill.

As you develop the drawing, continue to add and refine further features and details. I have added the tail area, refined the feet and eye shape and detail, and have also drawn where the plumage pattern and change of colour occur. With this composition there are no wing feather formations showing, but if there were, they would be drawn at this stage. I have made softer marks to represent the texture of the breast feathers in places and my drawn line is not always a darker tonal value, but it is broken in places to show the texture of the bird’s outer shape. You can now trace it onto better paper when you have got it to a stage you are happy with.

Using Contour Lines

One important thing to consider through the whole drawing process is the form (three-dimensionality) of the bird we wish to draw. Contour lines come into play as part of this process and these can be completed at any stage once the outer shape is in place. As you develop your drawing, you can always use a piece of tracing paper over it to draw the contour lines to reassure yourself that the form is emerging.




Contour lines can help you understand the three-dimensionality of your subject.






The completed illustration with a watercolour wash to complement the pen and ink.



OWLS

The encounters we have with wildlife will all help to inform the development of our artwork and I have been lucky enough to see owls when taking part in wildlife surveys, also unexpectedly when out walking in woodland. I have discovered a dead Tawny owl chick at the base of a tree and have come across an adult happily sitting at an entrance to a tree hole high up, looking over the land below. I have also been given a dead owl, which was a victim of a car strike. In these circumstances, I take the opportunity to carry out some quick sketches, take plenty of photographs and remove a few feathers. To some, it may seem morbid and it does not suit everyone, but you can learn so much from observing dead birds closely and in some ways their spirit can live on in your artwork. Another reason for taking photographs of the dead bird is to gather evidence that it was killed accidentally, due to owls being protected as part of the 1981 Wildlife and Countryside Act. The owl I found also had leg rings, so these were taken from the bird and the relevant organizations contacted so that the death could be logged on their records.




Beebo the Tawny owl being sketched during one of my workshops.






Paschalis sketching a Tawny owl from life, using a birding telescope to obtain a better view. (© 2019 Paschalis Dougalis)






A young Tawny owl drawn in sepia fine line and grey pens. This illustration has a great deal of depth and this has been achieved with an accurate depiction of tonal values and the foreground detail accentuated more than that in the rear of the composition. (© 2019 Paschalis Dougalis)



Paschalis Dougalis is a wildlife artist and illustrator who is a true ambassador for promoting working in the field, sketching, drawing and painting animals from life. Owls are one of his popular subjects and many of his illustrations are created using a variety of fine line pens, often combining different colours together, those more earthy and natural such as greys and browns.

Owl Feathers

All birds moult and the purpose of this natural process is to replace their old plumage with new feathers so that they can maintain efficient flight and insulation. Moulting will only occur if the bird is in good condition and this applies to both captive and wild birds. A friend has several owls that were rescued or bred in captivity, the latter of which cannot be released into the wild. She takes them on educational visits to schools, to see the elderly in care homes and occasionally to art workshops I teach. I am always grateful when I am given feathers from these owls lost through moulting.




The highly textured but soft Tawny owl feathers.



Owl feathers are extremely soft, which helps to aid their silent flight, and some are made up of several layers, incorporating barbs, barbules and barbicels, the latter being a form of hook that attaches to the barbs and barbules below it. This can make them appear quite textural, especially Tawny owl feathers.


STEP-BY-STEP EXERCISE

Drawing a Barn Owl Feather

Aim: To illustrate soft textures and differentiate between depicting colour and tonal values.

Materials used: Pens – Pigma Micron 003 Sepia; Paper – Fluid 100 cold press watercolour paper

I decided to complete this drawing on cold press watercolour paper as I wanted to add a watercolour wash at a later stage. The cold press paper works well for when creating textural effects, as occurring on this feather.






Step 1: Feathers can be ideal subjects to position as long as they do not have too much of a curve. This barn owl feather was held in place using adhesive putty and stuck to a piece of graph paper which enabled me to gauge an accurate measurement of its height and width. Both were placed to the left of my drawing paper on my sloping drawing board. The feather was drawn with an H grade of pencil, starting with the shaft first, taking note of the shape lower down where the shaft becomes the calmus, otherwise known as the quill. Next, the vanes at either side of the shaft were drawn. The narrowest vane is known as the outer vane and the wider one as the inner vane. The pencil was used very lightly with minimal pressure being applied and no solid lines created when drawing the vanes, taking note of the textured edges. On the outer vane there were shadow areas and divisions in the barbs that were more evident, so broken lines were drawn to represent these, making sure the angle of them was correct as they progressed towards the shaft. Finally, the areas where the darker brown patches occurred were drawn in the correct positions.






Step 2: Once inking commenced, the outer lines of the shaft were drawn and then the barbs of the outer vane. These consisted of broken lines created from dots and dashes and as the lines met the outer edge they were stippled, especially towards the tip of the feather. Note the curvature and angle of these lines; the accurate observation and drawing of these will create a more natural but still accurate drawing, rather than rigid straight lines.






Step 3: The downy barbs at the base of the feather were created using stippled lines. At this stage the shaft was stippled, with closer stippling (darker tonal values) on the right side as this was in shadow. The left side had the light coming towards it so the white of the paper was left as much as possible. Also, as the shaft had a smooth surface, stippling was the most appropriate mark-making technique to use. At the base of the quill it was almost transparent and ellipses were evident, showing the internal structure of this part. These were carefully drawn in places and this also enhanced the cylindrical form.






Step 4: When it came to the inner vane, this was much paler in colour than the outer vane, almost white, so it was important to make the marks with as little pressure as possible and to use stippling and tiny dashes where it was textured at the edge. Separation of the barbs in this area was also indicated by extending these marks towards the shaft, but not meeting it completely. When it came to portraying the dark-coloured patches, I looked closely at how the barbs and barbules were positioned in terms of the angles and this was where it was evident that this was where they were crossing over. Therefore, the marks I made were placed in the same direction and shorter textural criss-cross lines were drawn, as these represented the visual texture best, rather than longer lines. As these patches were also a considerably darker colour, the marks were applied in layers to increase their density so that the contrast was stronger to represent the colour difference. As they became lighter towards the left of the patches, the layering of marks was reduced.






Step 5: To complete the illustration, another 003 sepia fine line pen was used, one that had nearly run out of ink. This meant I was able to achieve even lighter value marks to create subtle surface texture following the curvature on the inner vane.



WINTERING BIRD SURVEYS

When working as a consultant ecologist, my busiest time of year was from early spring through to the start of autumn, surveying for a range of species, many protected by legislation. Not many surveys took place in the winter months, but as I was experienced in wintering bird surveys, I was commissioned to carry them out. These often occurred in coastal estuaries and wetland habitats where large numbers of wildfowl and waders would arrive from their summer habitats to feed and stay for the winter and join the usual bird species that lived in those areas. I would wrap up warm in several layers as many of the sites I visited were very exposed, and I would carry my binoculars, telescope, ID book, and also my survey notebook. I would have to survey, counting the bird numbers during high and low tide, the latter being the time when many came to feed on exposed mudflats and in the short vegetation surrounding them. Some bird species would gather in their thousands, while others gathered in smaller numbers.




The Curlew with its arching bill used to probe for food.






Lapwings, otherwise known as the Peewit. (© 2019 Sharon Williamson)



Two of the species I most enjoyed seeing were the Curlew and Lapwing. The Curlew is Europe’s largest wading bird, known for its long legs and distinctive curving bill that it uses to probe around in mud when looking for and obtaining food. It also has a distinctive call, which I love to hear, but is very difficult to describe in words. Unfortunately, the Curlew is in decline, particularly the breeding populations in the UK and further afield. As part of World Curlew Day on 21 April 2020, I completed this illustration, which was used with many other Curlew-themed artworks, to help raise awareness of this species and its conservation status on various social media platforms.

During these surveys, I often saw another bird feeding and resting on the islands in the estuaries – the Lapwing, otherwise known as the Peewit. I have happy memories of seeing flocks of them on farmland when I was out with the YOC, but alas, this is another bird in decline due to changes in farming practices and intensification. It has amazing plumage that almost shimmers when the sun shines on it, a very distinctive head crest and a characteristic flight where it shows its rounded wings and black and white plumage.


CASE STUDY

Drawing Birds from Dead Specimens

CHAFFINCH

Materials used: Pens – Pigma Micron black 003 and 005; Paper – Fluid 100 hot press watercolour paper

WHY DRAW FROM DEAD SPECIMENS?

For hundreds of years birds have been drawn from dead specimens. Originally, in the age of new exploration, bird skins were brought back from expeditions and illustrations completed on the returning voyage or once returned, sometimes by a natural history illustrator who hadn’t even been on the expedition. This could prove challenging as they would not have seen the animal live, nor observed its behaviours to help inform their illustrations, so the resulting work often looked quite different from the live bird. Many of these skins and taxidermy specimens are still in museum collections and are used to this day.

Examining a freshly deceased specimen does not suit everyone, but it can prove invaluable to informing your work and developing your skills as an artist and illustrator. To some extent you are able to understand the bird’s structure a lot more, often examining it closely and seeing how feathers are arranged, how the bill opens, the arrangement of the feet and claws, and so on.

HOW TO CARE FOR NATURALLY DECEASED SPECIMENS

A friend who lives in rural Devon will often save the naturally deceased specimens that she has found by placing them in a container in the freezer (away from food!) for me to use for illustrating study pages and sketches of the species. It is important that when the bird is found there are no major signs of injury, infestation or advanced decomposition and that you wear gloves to handle the bird and freeze as soon as possible if you are not going to sketch from it straight away. When you are ready to use it, remove from the freezer and allow the bird to defrost a little so that it is possible to move the wings or legs to study and draw them. This method works ok for a cooler day and the specimen can be used for an hour or two with no nasty odours occurring. If the weather is warmer, place the specimen on a frozen cool pack while studying and drawing it. Once finished, you can then return it to the freezer to continue later, or I often bury the bird in the garden.




The deceased Chaffinch in position ready for studying and drawing.






Using an H grade of pencil for the initial drawing.






Using two different nib sizes with light pressure to create the texture and tonal values.






The completed pencil drawing.






Using a 005 nib for the darkest areas.



I was able to lie the specimen of a Chaffinch to the left of my paper, once I had decided on the position I would be portraying the bird. I chose to use hot press watercolour paper as I had in mind I might add a watercolour wash at a later stage. The drawing was completed using an H grade of pencil, with a good point so I could achieve accuracy and detail with my drawn line.

It can be a challenge to portray the feathers of birds, particularly when they are so small and appear more hairlike, as in the case of the back and breast feathers of this bird. I started inking using the 003 fine line pen and in the darker areas I changed over to the 005 pen, returning to use the 003 nib when needed, especially for the feet and legs as I was having to draw marks to act as shadow and leave the white of the paper to create the lighter areas. Many of the marks for the feathers were produced with a light amount of pressure, applying more pressure initially and then lifting the pen to form a tiny, tapered line rather than one with an abrupt end. The main mark-making techniques were hatching, criss-cross lines, and contour hatching where the marks followed the contours of the body to help create the form. The form of the bird was also enhanced with darker tonal values in areas of shadow by placing the marks closer together.




The completed Chaffinch illustration, with a watercolour wash complementing the pen and ink work.






Here is another example of an illustration drawn from a dead specimen of a Wren illustrated in Pigma Micron sepia 003 fine line pen.



To complete the illustration, watercolour washes were applied in colours that were carefully matched to the bird’s plumage. The process of applying watercolour washes over ink will be discussed in Chapter 12. To further enhance the illustration and to avoid the subject ‘floating’ on the paper, a shadow was drawn using the H pencil.



NESTS

Bird’s nests can be amazing structures, being built in all shapes and sizes with a variety of materials too, some natural and others not so, which can, at times, cause harm to the young. There is always a sense of awe when discovering an abandoned nest and time should be spent looking at its construction. When we make a discovery, it is often at the end of the summer when the season transitions into autumn and the trees and hedgerows reveal their hidden treasure, and, of course, the time the nests are usually empty. The two nests that I decided to illustrate for this chapter – a Hummingbird’s nest and what is likely to be a blue tit’s nest – originated from different continents: America and Europe.




This illustration was drawn with Pigma Micron fine line pen 003 in black on Khadi paper with a slightly textured surface.




STEP-BY-STEP EXERCISE

Drawing a Blue Tit’s Nest

Aim: To break down the stages of illustrating a complex textural subject.

Materials used: Pens – Pigma Micron 003 and 005; Sepia Paper – Strathmore Toned Tan Mixed Media Paper vellum surface

I decided to complete this drawing on coloured paper as I wanted to add additional colours in tinted charcoal at a later stage.






Step 1: Using an H grade of graphite pencil, a shape was drawn to represent the overall outline of the nest, which is in essence a cup shape. The nest was mainly formed from dried grasses, which seemed to create the structure to which other natural items were added, such as mosses, feathers and sheep’s fleece. These grasses were drawn first around the nest opening and then some detail of the other items subsequently added. When it came to drawing the moss, this was not shown in very fine detail, but was indicated by softly drawn textural marks, rather than being shown in very fine detail.






Step 2: The pencil-drawn lines act as a guide for the mark-making in ink and this was started with the 003 pen. During the first stage, it was about mapping in the detail. The texture of the moss was drawn as scribbled lines, making sure that they were not placed in a regular pattern but more randomly to ensure the effect was naturalistic. The feathers inside the nest were drawn with dots and dashes to replicate their soft texture and pale colour.






Step 3: Once stage 2 is complete, you can progress to adding a range of tonal values which that will enhance the form of the nest, remembering that its overall shape is a cup. Marks used to create the tones in the illustration were hatching (diagonally in places), cross- hatching and scribbling in the denser areas. The dried grasses were not given any deep tonal values, as with other areas, such as where the sheep’s fleece featured – as these areas would be enhanced with tinted charcoal at a later stage.






Step 4: Note how the tonal values were darker in places in the foreground area of the nest, but slightly lighter towards the back. Having this tonal difference helps to create a sense of depth to the nest overall and the indentation in the middle; this is what we call atmospheric perspective. For the darkest tonal values, the 005 fine line pen was used. You can follow the final stage of this illustration in chapter 12 where I add colour using tinted charcoal.



Hummingbird Nest

Hummingbird nests are so exquisitely formed and tiny in size compared to other nests, the one in this illustration being no wider than 4.5cm. As I describe in the illustration caption, they are like little cups with spongy bases and elastic sides that stretch as the young grow within the nest. Twigs, fibres, bits of leaves and lichen are used to create the nest, with spider silk being used to bind the materials together and anchor the nest to its location.

I decided that I wanted to create a more decorative journal-style illustration, so I also included a drawing of a Hummingbird feather and an egg, the latter normally no larger than my little fingernail.

Puffins – Mating and Nesting Behaviour

One of my most memorable trips to discover and observe wildlife was a visit to the Isle of Skomer located off the coast of Pembrokeshire in Wales. Nobody lives on the island except for the reserve wardens and visiting ecologists, but each spring and summer there is the opportunity to stay on the island as a visitor, just for a few days. My husband and I booked our trip for three days and after settling into the old farmhouse we explored the small island on foot. I had decided not to take my sketching kit, partly because we were limited in what we could bring, but also because I wanted to be totally absorbed in observing the seabirds and other wildlife, sometimes using my birding telescope and binoculars. We visited in May, the prime time for the nesting season when many birds are returning to establish new breeding pairs and continue with existing ones.




Mating behaviour in Puffins.






The Puffins nest in burrows and can be seen taking in nesting materials, carrying bundles of dry grasses in their colourful bills.






The range of pen nib sizes used for this illustration.



One such bird is the Puffin. Puffins in particular will usually retain the same mates and also return to the same nesting site each year. When they first greet each other when returning to the island, they perform a type of mating ceremony rubbing their beaks together and stretching their necks. It is a sight to behold when surrounded by hundreds of seabirds flying to nesting ledges on the cliffs and the puffins to their burrows at the top of the cliffs. They guard their burrows fiercely, with one of the adult birds often deep in the burrow and the other keeping guard outside. When safe to do so, one of the pair will go off to find food and, if lucky, will come back with a bill full of Sand eels.

MARK-MAKING MAGNIFIED – PUFFIN IN NESTING BURROW

Materials used: Pens – Pigma Micron sepia 003, 005, 01, 05 and 08; Paper – Khadi paper medium surface

I took many photos on the trip to Skomer and loved one that showed a Puffin keeping guard outside a burrow, so I used this for an illustration. As you can see from the materials list above, a wide range of nib sizes were used. This was due to the many mid and darker tonal values needed to portray the depth and darkness of the nesting burrow, as well as the dark plumage of the bird. Had I used just the smaller nibs, they would have worn extremely quickly. I decided to use Khadi paper as the texture of the paper helped to portray the textural surface of the earth bank that took up a large part of the composition.




1. The 005 pen was used to complete the outline of the bill and eye. The first stage of filling in the background was initially started using a 01 pen and progressing to the larger 05 pen for the darker tonal values. The mark-making technique used was a form of scribbling, making sure that the pattern created was not too regular but more random in appearance. This technique was practised before starting this stage to ensure it was the right one to represent the texture of the earth bank.



2. For the darkest of areas, the largest pen size 08 was used to ensure that the black was as dense as possible where needed for the darkest values.

3. Due to the darkness of the nesting burrow, the back of the bird was not fully visible; it merged into the deepest shadows. In these areas, the darkest tonal value was achieved by applying the mark-making in layers using the 08 pen. Where there was a transition from the black feathers on the bird’s back onto the white breast area, smaller pens were used, 01 first and then 005 to create the contour hatching.

4. Where the earth bank was not in the darkest of shadow there was a wider range of mid and lighter tonal values. The 01 pen was used to achieve these, applying several layers for the darker tones, a smooth transition through to the mid-tones and then using the white of the paper for the lightest values. The same pen was used for the ground that the Puffin was resting on.

5. It was important to ensure that the white areas of the bird were not just left plain white. When we look at white as a colour, there are often other colours present, such as pale greys. There are also tonal values, created by the light interacting with the bird’s form, as well as the textures of the feathers. On the facial disc, the smallest pen 003 was used to create contour hatching that represents the texture of the feathers and also the curvature of this part of the head. In other areas, stippled lines were used to create the less textured feathers.

6. Stippled lines were again used where there was indication of subtle texture from the feathers, created by the 003 pen. As the bird’s breast curved under towards the ground, a 005 pen was used as the texture was stronger and also occurred in areas with deeper shadows.


CHAPTER 11

Mammals

Sometimes When You Are Observing A Mammal You Just Want to Sit and Watch

According to the Mammal Society (2020) there are 107 mammal species found in and around the British Isles, so it was a bit of a challenge for me to decide which to include within this chapter. So, as with the other chapters in this book, I have related the illustrations and text to my own personal experiences of coming into contact with the specific species. Sometimes that contact is not visual but audible, such as the simple and characteristic ‘plop’ sound of a water vole entering the river as I walk along the bank, or it can be a fleeting glance of a hare in the farmer’s field as I make my way to the venue where I teach. Each moment is special and strengthens my connection to the natural world.

There are times when observing a mammal that you just want to sit and watch and take in everything about it. In these days of modern technology, it is good to not always capture every moment in a digital image and sometimes that also means missing out on a live sketching opportunity. I remember the first time I saw an Otter in the wild at Loch Garten in Scotland. I was observing it through binoculars and a telescope so my hands were somewhat occupied, but I chose to just watch and I have never regretted that decision. Soon afterwards, I drew what I saw from memory in my small travel sketchbook.









I used a Pentel brush pen for this sketch and it was the perfect pen to use to capture the fluid movement of the Otter in the water.



A SELECTION OF MAMMAL SPECIES

Hedgehog

The Hedgehog is in severe decline in the UK both in urban areas and the wider countryside and there have been huge conservation efforts in recent years to raise the profile of this species and to help everybody understand how to provide suitable environments if they have a garden. Hedgehogs have such character and can be very appealing to illustrate. These two illustrations give different interpretations and are both equally delightful, capturing the animal’s characteristics.




This is another example of where I used the brush pen, sketching Badgers from a hide by torchlight. The brush pen was bold when I needed it to be by applying more pressure and curving the soft nib as I drew, covering good areas of the paper.






Guillermo used a Mont Blanc fountain pen to draw this hedgehog and it took about one hour to draw. (© 2019 Guillermo García-Saúco Sánchez)






Jenny used Pigma Micron fine line pens in sepia for this illustration. (© 2019 Jennifer Hunt)



Pygmy Shrew

The Pygmy shrew is very small, with its head and body measuring only 4–6cm in length and its tail 3–5cm long. It also has a characteristic pointed snout. While staying at a friend’s farm, I found one of these naturally deceased, so it was placed in the freezer and I was able to draw it when convenient.




I always find it useful to take an image of the specimen next to a ruler where possible. It was fascinating to see the structure of the shrew’s hind foot, the creases, pads and nails so similar to a human hand.






I created marks over the whole shape of the animal, establishing the direction of the fur before building up the density of it, and identified the wider range of tonal values. Initially, hatching and contour hatching were used before I drew lines crossing over each other to show the texture.






I decided to make a small composition of three elements: the animal as a whole, the lower jaw area and one of the hind foot. This illustration was started purely as an opportunity for observational drawing from an actual animal, but I may consider placing a mat/mountboard around it to display as a folio rather than a framed piece of work.



As it was so small, I decided to take plenty of images for my reference collection and this also enabled me to view some of the features extremely closely, as I would if I was using a magnifier, using the zoom function on my camera and tablet computer.

The fur was silky smooth and brown-grey in colour, so I decided to illustrate it in a sepia-coloured fine line pen 003 nib size. I also used cold pressed paper as the soft texture would complement the texture of the animal’s fur. The fur itself was not very long and I spent time observing the direction it grew as it lay over the animal’s contours. When illustrating animals such as this, with fur or dense hair, it is advisable not to draw a solid outline but to draw marks that represent the direction of the fur and the hair as it is around the outer boundary of the animal as you see it. Therefore, I used stipples and also very short hatching.

Longer hairs were present on the tail, so these were created with longer stokes, lightening the pressure on the nib as their length extended. The same process was used for the whiskers.


CASE STUDY

Using Information from Different Sources to Create a Composition

HARVEST MICE AND NEST

Materials used: Pens – Pigma Micron sepia 003 and 005; Paper – Stonehenge 100 per cent cotton paper Fawn. Small piece of Lotka Himalayan paper

About ten years ago, I was teaching at a nature reserve visitor centre and there were some wonderful specimens in the classroom, one being the Harvest mouse nest. I took plenty of images and noted the size. More recently, I have been given a nest and also visited a wildlife centre, where there were some very active resident Harvest mice. I now had the perfect combination and started to bring all of these elements together to create the composition.

The nest was so textured that I wanted to introduce another paper to help emphasize it as a structure within the illustration. I had some scraps of Lotka paper, which was very natural in colour, and I tore it carefully into a round shape. This was then stuck onto the base paper using double-sided tape that is acid free and pH neutral. Due to the Lotka paper having a more fragile surface, it broke up easily with pressure from a pencil or pen. Therefore, the shape of the nest was drawn in very lightly with no detail in the centre. The detail was then developed solely with a fine line pen 003 nib size, making sure to observe the construction of the nest from the reference image and the nest specimen.




The main reference for the illustration, a Harvest mouse nest in place, built around stalks of wheat.






One of the obliging Harvest mice.






The shape of the nest was initially formed by drawing single lines and then drawing a matching line to represent the grass and straw, the materials from which the nest was composed. These followed the contours of the nest and were crossed over to increase the density as the drawing progressed.






As the lines and strips of vegetation increased within the drawing, the next stage was to enhance the visual density of the nest. This was achieved by adding darker tonal values to the negative spaces between each strip of vegetation. Where the entry hole into the nest was located, darker values were used to accentuate this. A shadow was created on the right side of the nest by using light cross-hatching once all of the other mark-making was completed.






Stalks of wheat proved useful for reference when completing this part of the illustration. Their position was similar to those shown in the reference photo, and I also used the bending leaves.






The mice were illustrated in a similar way to the Pygmy shrew, but their fur was slightly longer and their tails smoother.



KEY POINTS TO REMEMBER WHEN USING MULTIPLE REFERENCE SOURCES

• When taking photographic reference images, be sure to make a note of any measurements for your records. This will help to represent scale accurately.

• If photographing animals for reference, try to include another element in the image, even if it is not to appear in any future illustration; this will again help with representing scale.

• It is also beneficial if you can have a few actual specimens to use as well so that you can make comparisons with those in the photographic image. Something as simple as the wheat helps with this.

• Use other reference resources, such as the Internet, books and identification guides, but be sure not to copy from these in order to respect copyright regulations. Use them to check the size, physical features, texture and colour. No image should be copied, unless you have specific permission from the individual photographer or artist.




STEP-BY-STEP EXERCISE

Otter

Aim: To create a complimentary background to an illustration and to demonstrate how to depict wet animal hair.

Materials used: Pens – Dip pen with Leonardt III EF nib; Ink for drawing subject – Rohrer & Klingner Acrylic and drawing ink Umber; Ink for background – Daniel Smith Walnut ink, Roberson Permanent pigmented ink Ochre yellow and Green olive; Paper – Strathmore Illustration board for wet media; Spray bottles; Water

Many natural history illustrations are created without a background due to their purpose, often for publication, but others can take a more aesthetic and decorative direction when a background is included. For this piece of work, I wanted to include colours and some details of the environment and habitat in which the mammal species is found, without detracting from the animal in the illustration. I approached this using several coloured inks and a lot of experimentation went on before committing these techniques to this piece of work.

I chose the subject of an Otter for this piece as the image showed the animal when it had just stepped out of the water. I was thrilled to capture this image when attending a photography day at a wildlife centre. We were allowed into the enclosure and spent about an hour observing the animals and taking pictures. As you can imagine, I took hundreds of photos, and just not of Otters either, as there were many other animal species present at the centre.




The original photograph I took at the British Wildlife Centre.








Step 1: The illustration board did not need to be taped down to a separate board as it was thick enough to prevent buckling once moisture was applied. I decided on a boundary framework to the illustration and masked this off using a particular type of masking tape that did not damage the board surface once removed. The surface was sprayed with water from a misting bottle that gave a semi-continuous fine mist rather than a targeted spray. If I felt there was too much water on the surface where it was pooling, I gently removed it using a soft paper towel without rubbing the surface.






Step 2: Using three smaller spray bottles, I diluted some ink in each, after I had already decided what the water-to-ink ratio should be earlier in my experimental practice. The inks were then sprayed individually onto the damp board surface, sometimes following on from the other or letting each layer dry in between, depending on the effect I wanted to achieve.






Step 3: This shows the board once dry and when the masking tape had been removed. Interesting and different effects were achieved, depending on if you were spraying the inks onto a wet or dry surface. If spraying onto a dry surface and the ink is left to dry, then the spray marks can appear more evident. Alternatively, when a layer of ink is virtually dry, you can then mist water on it and this will soften the marks made in the previous layer. If you would like to try this technique for creating a background to your work, the best thing is to experiment and practise.






Step 4: For drawing the Otter, I chose to use a drawing ink that had an acrylic base to it. This meant that I had to be absolutely sure of the marks I would be making and where they would need to go, so the drawing of the Otter was transferred onto the illustration board using the tracing method. I tried each of the nibs I like to use on a scrap piece of the board to see how the board surface took the ink from each of the nibs. I chose to use a Leonardt III EF nib due to its individual level of flexibility. To prevent spillage onto my working surface, the ink was decanted out into a small glass and placed in a plastic container.






Step 5: The first stage of applying marks to the Otter drawing was to create the shapes formed by the wet hair of the animal. These varied according to the direction in which the clumped hairs were lying. Many of the lines were pointed, like the tip of a leaf, or were composed of single lines where the hairs were individual and less clumped together.






Step 6: At this stage, the form of the animal is not evident due to the lack of tonal values later created by further mark-making, but the marks made already are considered as foundation marks to guide us through the rest of the inking process. Remember, if you are using a dip pen, to wipe the nib every now and again to keep it clear of clogging, which can affect the width of the mark being created. I also stir the ink in the small glass with a teaspoon or several cocktail sticks taped together. This helps when you are using a pigmented ink for a period of time as there may be some settling of the pigment particles in the glass.






Step 7: Some of the hairs on the Otter’s face were less clumped together due to being shorter in places, but it was here that contour hatching came into play where the lines were more curved following the contours of the face. I also like to complete the eye early on in an illustration as I feel that it gives a positive starting point and it may sound strange, but it helps to give life to the portrayal early and this helps drive you forward through the drawing process.






Step 8: Now that the shape of the animal is drawn, it is time to add the tonal values by using hatching closer together where we need mid-values and even closer still where there are dark shadows. Where there are lighter areas of hair, no marks are added or are very minimal.






Step 9: On the main part of the Otter’s body, where the hair was more clumped together, the tonal values were added, which helped to create more form to the drawn subject. It was important that these followed the same direction of the previously drawn lines that formed the pointed shapes, otherwise the drawing would be in danger of becoming over-stylized and not so naturally realistic.






Step 10: The same applied to the hair on the face; in places, the darker values were made even darker, with further marks drawn on top of the first. This also applied to the rest of the body when I worked on this further.






Step 11: At this stage, I wanted to have a break from drawing the Otter and I knew that I did not want to include grass at the base of the illustration as in the photograph. My next choice was to include the drawn shapes of seaweed and shells in the same ink colours that I had used for the background, although they were now not diluted. I wanted the Otter to look as if it was just coming out of the water on a shoreline covered with seaweed.






Step 12: Once I was happy with the tonal values across the whole illustration, it was time to add the whiskers, which were of varying lengths and quite prominent in places. I used white acrylic ink with the dip pen. Once dried, it seemed a bit harsh and too obvious against the Otter and the background, so I gently drew over each whisker with a colour pencil to tone down the white ink.




The finished illustration. The elongated landscape format was intentional to complement the look in the Otter’s eye where it appears that it is focusing on something in the distance.





Brown Hare

The Brown or European hare is such a wonderful species to see in the countryside. I used to catch a glance of them early in the morning driving through some of the rural country lanes on my way to work, stopping when I could to observe their behaviour, which included leaping through the fields, a pair boxing, and often one just sitting there on the lookout for any danger approaching. Now I see them quite regularly at the rural venue where I teach my workshops and courses; they have made a wonderful comeback to the working farm and surrounding land.




The background of this illustration was inspired by the colour of the arable fields where I often see the hares and was created using a similar method to the previous Otter piece. It was drawn in sepia fine line pens 003, 005 and 01 nibs and a white gel pen 05, the latter used in adding highlights and accentuating lighter areas of hair.






Similar steps were taken when illustrating the hair to those when drawing the Pygmy shrew and Harvest mice, but the drawn lines were longer. The mark-making techniques used were contour hatching initially, then the lines becoming crossed-over in places to create criss-cross lines and deeper areas of texture. Where the hair became finer as it left the face, it was drawn with broken lines of dots and dashes.






The completed hare illustration, portraying the animal as if on guard in the evening sun.



Greater Horseshoe Bat

This bat species is very rare and the UK population is of international importance. It is quite a large bat, with a distinctive facial feature – a horseshoe-shaped flap of skin positioned on their nose, which is used to aid echolocation and to locate prey. I feel very privileged to have seen the Greater horseshoe bat on a couple of occasions when I was using my bat detector in an area of the Devon countryside where they are known to occur. I was in position at sunset and the bats started to appear about half an hour after sunset, leaving their roost in a cave and flying low along the hedgerow and in and out of the treeline and using this linear landscape feature as a guide to the feeding areas. Each species of bat produces different echolocation calls and these vary in frequency. With a basic bat detector, you can turn a dial through a range of frequencies and detect what species may be around you, as the detector picks up on these and transforms them into a sound we can hear, with the sounds differing between species. It may sound easy, but it isn’t and ecologists also use many other features to help identify species when on surveys, such as flight height and pattern, size, and the many other bat sounds that can be picked up by the detector, such as feeding buzzes. The Greater horseshoe bat makes a quite pleasant warbling sound when heard through a bat detector, unlike those made by other bats, apart from the Lesser horseshoe bat.

It is a complete fallacy that bats can become tangled in your hair. They may fly close to you as they echolocate in search of food and when en route to roost sites, but not once in the many surveys in which I have participated have they followed this old wives’ tale. They are a misunderstood mammal and once you start to become familiar with them, you realize how fascinating they are, with each species utilizing and filling different niches within the landscape and surrounding environments.

MARK-MAKING MAGNIFIED – GREATER HORSESHOE BAT

Materials used: Pens – Pigma Micron sepia 003 and 005 black; Paper – Strathmore Bristol 500 series plate surface

I sourced an excellent reference image of the bat in flight, but as I could not see all of the detail and features close up, I had to use other resources to check details, particularly how the facial features were formed. Initially, they seemed quite variable, but once I started the research, I realized this variation was down to the position of these features while the bat was in flight and foraging for food, with the mouth being open at times and the nose area being more compressed.




The early stages of the drawing process, using other reference material to check details.






1. The bat’s wings are a marvellous structure, with the bone structure being very much like a hand with a thin skin-like membrane in between. The Greater horseshoe bat has quite large wings that they use to wrap around themselves while roosting and hanging upside down. To ensure that I depicted the wing membrane accurately, I tried to keep the mark-making to a minimum as the wings seem quite smooth in texture with subtle creases and lines evident. These features were drawn with stippled lines, while the shadow areas on the wings consisted of stipples.


2. It was important to show the curvature of the wings and any subsequent folds that resulted from the wings being open in flight. Due to the curvature, the main fold was in shadow, but I still wanted to show the subtle vein-like marks so the stippling for the darker tonal values was positioned in between these.

3. The body of the bat had a velvet-like texture to it consisting of short hairs, so this was drawn as such, with the direction being noted and replicated. White areas of the paper were left to extend the range of tonal values and accentuate the form and curvature of the body. You can clearly see the horseshoe-shaped structure on the area of the nose. The ears are rather large and once the mark-making was complete on these, the edges were darkened with a wider-nibbed fine line pen 005, helping them to move visually further forward.


CHAPTER 12

Combining Pen and Ink with Other Media

Other Media Should Not Dominate or Mask the Quality of the Ink Work but Complement It

The one thing to ensure when combining pen and ink with other media is that each medium should complement the other and that the second medium that you apply to the illustration, either wet or dry, should not dominate the pen and ink. All of the mark-making that has gone into an illustration is there to create the shape, form, texture and pattern and it is a great shame after hours of work if the results of that work are obliterated or reduced in quality through applying additional media. If this was to happen, the form and depth can disappear and the resulting illustration would look flat, rather than three-dimensional.






Before making any choices as to whether to combine media, do create some trial pieces so that you can see how each medium works in combination with the other. Also, for those who really enjoy drawing, but may feel overwhelmed with colour, then using pen and ink with another medium can be a positive compromise. I was once asked by one of the students in a class, ‘Well, isn’t pen and wash just like colouring in? Why bother?’ In some ways it is, but the enjoyment and learning has to be through the whole process and the fundamental skills needed are particularly at the drawing and inking stage; the addition of colour is an enhancement not an obligatory part of the process.

As the main focus of this book is pen and ink illustration, the following sections that focus on other media will be an overview of the use of each, rather than detailed instructions of techniques when using them independently.

WET MEDIA

Watercolour

Quality and properties of watercolour paints

It is important to use good quality watercolour paints that are labelled as either artists or professional quality. The pigment-to-binder ratio is higher, the resulting colours are therefore more pigment-rich and it will be easier to mix more accurate and natural washes. With watercolour paint that is of inferior quality, you will often notice that mixed colours can appear quite dull and can easily turn ‘muddy’ when combining them.




These paints have been applied over the top of the ink layer and then left to dry. The first three on the left are opaque pigments and you can see how they are masking the ink and clearly lie on top of it. With the fourth colour, which is a semi-transparent yellow, you see that the paint sits on top of the ink a little, but it does not mask it in the same way as the opaque colours. The last three colours are all transparent and even though they have been applied on top of the ink, they look as though they are underneath, which are the results we are looking for as the ink work is still dominant.



With professional quality paints you will soon discover that each pigment has its own individual properties. These include granulation, transparency/opacity and lightfastness. Some colours have several pigments, while others are single pigment. I endeavour to use those paints that are single pigment, with only a few in my palette comprising two pigments or more. When I mix colours, I try to use only three pigments as a maximum to help keep my mixes fresh and more pure.

I have already mentioned transparency and opacity – these are the properties we have to focus on when combining pen and ink with watercolours. There are different levels of transparency: transparent; semi-transparent; semi-opaque; opaque. In pen and watercolour wash, you want to avoid using semi-opaque and opaque paints altogether, as they will mask and dull any pen and ink work underneath them. I also do not have black in my paint palette as this also tends to be opaque and can dull mixes when added to them. I highly recommend that before starting with pen and watercolour wash you try your watercolour paints over a band of mark-making created with ink. Do this once the ink is dry and you will soon see how the ink is affected by the transparency/opacity level of the pigment.

Appropriate paper to use

Due to the application of moisture to the paper, it is best to use a watercolour paper above 140lb/300gsm in weight. Hot or cold press is fine, according to the foundation upon which you have completed your ink illustration. Always tape your paper down before applying paint and leave it on until it dries. A gentle masking tape, such as Washi tape, should not damage the paper surface. Watercolour can be applied to Bristol paper too, but usually it can be more unpredictable as the paper does not easily absorb the moisture. If I am unsure as to whether I will be applying watercolour to my illustration, I will always opt to use watercolour paper to be on the safe side. The alternative is to use an illustration board suitable for wet media.

Painting Techniques and Recommendations for Pen and Watercolour Wash

Make sure that the brushes you use are soft, but still retain a good point and overall shape. Firmer brushes can be more abrasive on the paper and you want to avoid breaking up the surface with a firm brush and moisture. Once this starts to happen, the ink work will disintegrate due to the disturbance of the paper surface. Use the right sized brush for the area of the illustration you are painting; if the brush you use is too small you may not have enough paint and moisture on your brush and the resulting wash will appear uneven.

• Create colour swatches before starting to apply paint to your illustration; then you will avoid mixing the wrong colour during the painting process.

• Your watercolour mix should be fluid, with enough water and pigment combined. Make sure that the pigment-to-water ratio is correct so that the paint flows easily from your brush.

• After the application of the wash, allow each layer to dry before applying the next. If you do not do this, the excess moisture applied will soften the paper too much, the surface will be disturbed and the ink work will start to deteriorate.

• Avoid over-using the wet into wet technique of painting. If you do need to use it, keep the colours to a minimum. Rather than apply water to the paper first, I apply the first layer of paint and then add the other colour while the first is still moist.

• Multiple layers of paint are not needed when combining pen and watercolour wash. We need not create so much form and tone with the watercolour as the ink work has done the job already.




This brush is made with good quality synthetic fibres and holds its shape well when painting.






The chosen colours for this illustration were matched to those on the reference photo.






Here I am adding the sienna colour to the grey wash on the paper to replicate the texture and colour of the brick work using the wet into wet technique. This would then be left to dry completely.



Examples of Artwork Completed with Ink and Watercolour Wash




When illustrating this subject, the black areas were created using Rotring Isograph pens and ink; therefore, the black was very dark compared to others, which was what I wanted to achieve. Note that on the paler areas of the bird I have not covered the paper with paint completely to help retain the form and the natural colouring.






Ann drew this illustration on paper that had been stained with walnut ink and has applied limited and more dilute colours so that the form and texture created by the ink work is not lost. (© Ann Tromans 2018)






The illustration of the persimmon was drawn in Pigma Micron fine line pens in sepia on Khadi paper, so it had quite a textured surface. The vibrancy of the outside of the fruit was retained by only applying two washes of watercolour, but ensuring that there was the right amount of pigment in the water without overloading it and making it too thick.






Sepia fine line pens were also used for this illustration on cold press watercolour paper. The paper itself was not as textured as some cold press papers. Note how the drupes in the centre of the illustration have been painted. They are not totally covered in a watercolour wash, some of the highlight has been retained by lifting off some of the watercolour in this area on each drupe.






I wanted to share this sketch by Libby as I love the fluidity in it, from the flow of the ink sketch depicting the movement in the leaves to the way in which she has applied the watercolour in a looser painting style. Smaller, quicker illustrations can still capture the essence of the subject. It is great drawing practice and can also help to cement drawing and painting memories in our mind, informing future artwork too. (© Libby May 2019)



DRY MEDIA

Colour Pencils

Quality and properties of the colour pencils I use

I am not a colour pencil artist, so they are not my media of choice, but I do like using them for study pages, sketches and when combining with pen and ink illustrations on coloured paper. The main colour pencils I use are Faber Castell Polychromos as they are made with high-grade pigments and have excellent levels of lightfastness. They are oil-based, produce vibrant colours, and the core and tips are firm, which helps when you want to achieve fine detail and sharp edges in your illustration.

Appropriate paper to use

The key thing is to use colour pencils on a smooth paper, so Bristol board works well, also hot press watercolour paper and coloured papers that have a smooth surface.

Techniques and Recommendations for Ink and Colour Pencils

• Following the usual process with other colour media, I always create swatches of the colours I am likely to use after matching the colours to my subject matter. If working on coloured paper, it is especially important to do this so you can see if the pencil colour is visually different on a coloured base.




These are the colour swatches I tried out and the actual colour pencils that I used for this illustration of Harvest mice. I also used Derwent Studio colour pencils as they are quite firm too. The paper I used was Stonehenge 100 per cent cotton paper in fawn.



• Rather than using the pencils as if you were completing a colouring book, each pencil is gently applied with minimal pressure to the paper with smooth strokes and individual colours layered, if needed. If too much pressure is applied, the heavier layers would start to mask and dull the ink work underneath.

The following example was again drawn on Stonehenge 100 per cent cotton paper, but on soft grey this time, a subtle grey suitable for a whole range of subject matter. The subjects were Sand dollars, which are a form of echinoderm, the same phylum which includes starfish and sea urchins.

Charcoal Pencils

This medium is quite new to me and I was inspired to use them with my ink work after seeing an exhibition of Leonardo da Vinci’s artwork, some of which he had created with ink and chalk, the latter being in earth tones. The nest illustration was drawn on Strathmore Mixed Media paper toned tan using sepia fine line pens.




To help accentuate the texture of the fur, the pencil strokes followed the direction of the pen marks, layering the two colours starting with the lightest shade first and adding the darker option in the areas of shadow. Even though white was used, this was kept to a minimum and employed very lightly in places to accentuate the chest, ears and lower leg of the mice.






What you are seeing on the left are the remains of the Sand dollar, in effect, its exoskeleton left after any fleshy short tentacles disappear once the creature is stranded on the shore. The longer they are exposed to the elements, the whiter they become, although there can be some colour variation too. The subjects were drawn with a light grey fine line pen.






The application of the colour pencil to the paper differed from the previous subject. Rather than creating strokes, the pencil movement produced small ellipses (circular movements) to ensure that the media was applied evenly across the surface. There was minimal blending of colours and this really only occurred on the top and bottom Sand dollars, as well as the attached barnacle on the middle specimen. The middle Sand dollar had more distinct colour differences due to the surface pattern on the subject.






The tin of charcoal pencils I had were all of earth tones and I tried out some of the colours until I found those that were most suitable.






The paler areas had colour added to them first; these included the areas where the sheep’s fleece had been used, as well as the feathers on the inside of the nest. The charcoal pencil was gently applied to the paper with light pressure to ensure that excess charcoal powder was not dispersed across the paper. After each area was shaded, I blew carefully over the area to disperse any loose particles of charcoal. The next stage was to add colour to some of the grasses, making sure not to cover the ink work already completed. Next, an olive-green charcoal pencil was used along with an ochre to add colour to the areas of moss.






It was decided in the final stages that the nest needed to be depicted as resting on a surface, so a shadow was created using cross-hatching with a 003 sepia fine line pen. This was further enhanced by a grey charcoal pencil. When using charcoal and other dry media such as pastels, an aerosol fixative is often used to stop the media from coming off the paper. I avoided this, due to having used ink before the charcoal and wanted no unnecessary interference. Once completed, the illustration was carefully covered with glassine paper until it was time for it to be framed.




CHAPTER 13

The Protection and Presentation of Artwork

Treat Your Artwork as Being Part of You and Protect it Through the Whole Process

We make such an investment when creating our artwork, from the time we spend and the research we undertake, through to the materials we use, so why would we not protect it during our working practice before we make the final decision to frame it? At the framing stage, we spend more time making decisions as to how to present the work, ensuring that the materials used during this stage do not cause the work to deteriorate over time. All of this engenders a positive working practice.






PROTECTION OF ARTWORK IN PROGRESS

• While drawing and inking, always have a form of protection under your hand that is non-abrasive resting on the paper surface. Options include tracing paper, glassine paper or paper similar to the illustration surface. This is to ensure that any natural oils, particles or dirt are not transferred onto your work. If this happens, it often acts as a resist and the application of ink, and watercolour if being used, will not adhere to the paper surface evenly. An alternative option is to create a mask from tracing paper or glassiene and cut holes into it to access the paper surface below. This ensures that the rest of your work is completely covered.

• Each time you finish working for the day, cover up your illustration so that airborne particles and insects and their associated frass do not contaminate or damage the work.

• If you do not have space to leave your work out, cover and protect it in a folder or folio. Also make sure that any work has dried thoroughly before being stored, particularly if placed in a plastic wallet. This lessens the opportunity for mould to develop.

• Think about the environment in which you are working and how this might affect your work. If your paper is stored in a damp or humid environment, consider keeping silica sachets in the bags in which your paper is stored, making sure there are no openings or excess air in the bags.

• When you return to your illustration, take it out of the folio and allow it to rest for a while so that it re-acclimatizes to the temperature of the room. Many working surfaces will react to the environment they are in, particularly those made from natural fibres, such as paper with a cotton or wood content.

Protecting Sketchbooks

As my sketchbooks get considerable wear and tear while I travel, teach and carry out fieldwork, I will often make a fabric bag in which to store them. This is also an ideal way of recycling previously used fabrics or remnants of new fabric, which is made into a simple pocket shape.

Types of portfolios for protection and presentation

There are several kinds of portfolio available. One is a deep, box-like folder with a carry handle and shoulder strap, it has a bit more depth than other folders and is ideal for pieces of work in progress on a drawing board, especially when travelling between home and classes. It is available in several sizes.




A larger, wide portfolio ideal for transporting artwork between venues.






A durable presentation portfolio for long-term use.






Lightweight board portfolio ideal for storing several illustrations on separate sheets.






A presentation file I use to keep artwork and working examples, which I can use for teaching resources. This one is A3 in size.



The board-type portfolio is also available in a variety of sizes, some with metal-reinforced corners for protection. It is ideal for single unmatted illustrations and work in progress if not taped to a drawing board and useful for when travelling as it can also act as a drawing board. A smaller size can easily fit in a travel bag or backpack.

A presentation-style portfolio is ideal for long-term protection as the work can be stored in durable plastic wallets. Available in various sizes, usually with a strong zipper and carry handle, it is perfect for travelling and displaying work for meetings with clients.

A lightweight presentation file is ideal for work in progress, as well as for presenting work. If you do not use a sketchbook and prefer to use different papers, then this gives an affordable storage and display option. I prefer to use the version that has a more durable hard cover. It is very affordable and generally available in several sizes (A5 to A3).

PRESENTATION OF ARTWORK

If you are a busy artist often exhibiting or completing commissions, then using a commercial framer is one of the best options. Some artists do frame their own work once they have mastered the necessary skills of cutting mats and assembling frames. If pursuing the latter, you do have to evaluate if it is a commercially viable option, however, as you need to take the extra time into consideration, as well as the costs associated with purchase and the storage of equipment. It could be time spent drawing and painting.

I have been lucky to use the same framer for many years who always stocks a variety of mats, moulding and glazing options. He will also look for new styles of moulding and keep up to date with current trends for styles to suit a wide range of customers.

If you are less experienced in choosing matts and moulding, the framer should guide you without enforcing their opinions. You will also need to consider the exhibiting guidelines if for a specific exhibition and/or art society. Over time, you will become more aware of what is suitable for your style and choice of media. Any frame or mat should complement your artwork, not dominate it, and all the components should be acid free to ensure longevity of artwork.

Choosing mats

Use neutral/pale colours for the top mats. If drawing on white paper, choose a mat that is not too different from the colour of the paper.

Colour mats

If using a colour mat, place it below the top mat rather than on top. The ideal amount of colour mat to show is 0.5–1cm. Using a coloured mat can complement the work when its colour is similar to the one in the illustration. I would generally avoid using very dark mats, but for pen and ink work, a black or dark grey mat can often work well. A neutral mount with a black core works well too.




Neutral mats. It is useful to have samples that you can place next to your artwork to see which suits best.






Suitably coloured mats for use with natural history subjects when a double mount is required.






This mat has a black core but a neutral outer layer and is great for displaying pen and ink work.






The Barn owl feather matted with a neutral mount of suitable proportions.






The Helicoid shell framed with a mat and frame that is complementary to the subject, but which does not detract from it.






Illustrations and paintings presented as folios at the Royal Horticultural Society Botanical Art Show.



Allow your subject to have space

If illustrating a singular subject with space around it, do make sure you allow enough space between the drawn subject and the mat inner edge. Your work is likely to need space to ‘breathe’ and not be visually restricted. Also, make sure that the mat is not too wide or narrow.

Frame style

When visiting major exhibitions, be aware of the styles of frames and gauge what works well with the subjects and is the most popular. Remember, the frame should complement the work, not dominate it.

Framed Picture or Folio?

There are two main ways to present a two-dimensional illustration, such as pen and ink work: as a folio and as a framed picture.

Folio

An illustration that is matted without a frame moulding is often referred to as a ‘folio’. You may see these at exhibitions in a browser stand, individually wrapped in cellophane or presented on the wall with a protective transparent cover such as transparent acetate.




The elements of presentation when displaying your work as a folio.






How to attach your illustration to the back of the mat board.






The backing board is held in place by flexi-clips and then the back of the picture is completely sealed with purpose-made framer’s tape.



Attaching artwork to the mat – the hinging process

Attach a small strip of acid-free mounting tape to the back of the painting. Do this in three places along the top edge, then align the illustration to the aperture in the mount. Once attached to the mat, add another small strip of tape to reach across the first piece of tape. Repeat this for each strip. If your artwork is considerably large, you may need to add additional attachments of tape as described above.

Attaching your artwork in this way ensures that you are reducing the amount of adhesive in contact with the illustration surface. In addition, it will allow for any natural reactions in the paper to the surrounding environment. When you see artwork buckled within a frame, it can be due to the work being incorrectly matted by adding tape fully along each edge of the illustration, which does not allow the natural contraction and expansion process to take place.

Framed artwork

For a framed illustration, the work is prepared in the same way as a folio, minus the cello-wrap or acetate. If you are using a ready-made frame and framing the picture yourself, ensure that the backing board that comes with the frame does not come into contact with the back of the actual artwork without mat board, as often the backing board material is not acid free.

My framer will always use a backing board that is acid free. Some boards will look corrugated in construction, but they are dense and protective, often having an internal membrane to protect against a damp environment. Flexi-clips attached to the moulding will hold the backing board in place, but this will then need sealing with a wide tape to ensure that there are no areas of ingress for insects or dirt to get in. Parcel tape, masking tape and Sellotape are not suitable, so use a specialized framing tape.
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When the wings are tiny it can be difficult to add the detail. It can also be
easier when they are enlarged like in the illustration below. Also, when the
specimen is set rather than in a natural position. As they are semi-transparent
you can add some of the detail that you see below them on the abdomen but
not at the same depth of tone as the rest of the abdomen. Where the wings do
not cross the body you can add similar detail as seen in this example.

Areas of dense black should never be depicted \
as a solid area of inking as they will lack form.

Even though minimal, there is an area of lighter
value in the centre of the thorax, which will
help to create a feel of roundness to it.

Where the wasp or bee is particularly hairy and
the hairs cross over onto a dark area you can
create the feel of texture by leaving very thin
areas of the paper showing through. If you feel
that these are too wide, use the finest nib to
make them narrower. This also occurs where the
hairs overlay the legs.

Where the hairs overlap the outer curve of the abdomen, note
how they are not in a formal line following the boundary, they
are crossing over this and are drawn over each other too, to
maintain their natural appearance in the drawing.

Where the hairs overlap the lighter areas they
will appear darker and are formed by stippled

§ d i The abdomen has distinct coloured bands, but of course we are
lines using the smallestnih. ~——

using pen and ink, so we show the colour difference by inking

the darker colour and using the white of the paper for the lighter
colour. Each area will still need the addition of some tonal value
as the stripes are all part of the abdomen which is curved and
therefore in shadow on the right. This shadow is shown by an area
of stippling.
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Challenge Subject example Illustration example Chapter

number

Overlapping texture and colour The hairy abdomen of a bee Bee abdomen and thorax 9
Intricate texture overlapping and Bird’s nest Blue tit's nest 10
depicting form

Depicting white hairs Hairy stems and seed pappus  Milkweed seeds 6
Transparent subject Insect wings Bee wing 9
Very dark areas Inside of seedpod Milkweed seedpod 6
Large area with a smooth surface Surface of fungi Collared earth star 6
Very small subject Very small buds Buds of winter twigs 6

Very narrow subject Stems and grasses Harvest mouse nest 11
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THE DEVELOPMENT OF PENS

+ Reed pens invented by Ancient
Egyptians

- Metal nibs for dip pens were used
in Ancient Rome

Feather quills were popular in the
western world and largely replaced
reed pens

822

827

928

930

953

1958

Mass production of metal nibs
began
First fountain pen produced in
France

First ‘nibless’ fountain pen
produced by Rotring

First reliable ballpoint pen
produced

First Rotring Rapidograph
developed

Rotring launched the 2nd
generation of technical pens

960s First fibre-tipped pens produced
970s First roller-ball pens produced

THE DEVELOPMENT OF INK

The Chinese made ink from plants, animals and minerals

Ink was made in India from the 4th century BC; called ‘masi;
made from burnt bones, tar and pitch

The Greeks and Romans made ink from soot, glue and water,
known as ‘carbon’inks

The production of Indian ink was well established in China by
220-265AD

From the 5th to the 19th century iron gall ink was popular
and was made from iron salts and tannic acids. This was also
known as oak gall ink or iron gall nut ink

From the 10th century, the Chinese sought to make ink from
rock oil, which originates from within geological formations
and is petroleum-based. The ink was derived from the soot of
burning petroleum

In the 12th century, ink was also made from hawthorn
branches that were cut in the spring and left to dry. Then
there was an extensive boiling and drying process where wine
and iron salts would have been added

Iron gall inks become less popular as inks are developed
chemically and are more dye-based

Over time, it was discovered that some dye-based inks were
not stable or durable and there has been development to
ensure that high-quality pigmented inks are available to use
in many modern pen options, including the fine-tip pens we
use today

Artisan inks are still produced by small companies and
individuals from natural materials
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shape
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White surface to reflect light
back up to object
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