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HOW TO USE TUiS PAMPHLET 
The secret to successful]v earning a merit badge is for you to use both 
the pamphlet and the suggestions ci vour conuselor. 

Your counselor can be as important 10 yOU as a coach is to an athlete. 
Use all of the resources your counselor can make available to you. 
This may be the best chance you will have to learn about this particular 
subject. Make lt count. 

If you or your counselor feels that any information in this pamphlet is 
incorrect, please let us know. Please state your source of information. 

Merit hadge pamph!ets are reprinted annually and requirements 
updated regularly. Your suggestions for improvement are welcome 

Send comments along with a brief statement about yourself to National 
Advancerneni Coinrnittee, S209 • Boy Scouts ofAnierica • 1325 
West Walnut Hill Lane • P0. Box 152079 • Irving, TX 75015-2079. 
merit.badge@Scouting.org . 

WHO PAYs FOR THIS PAMPHLET? 
This merit badge pamphlet is one in a series of more than 100 covering 
all kinds of hobby and career subjects. lt is made available for you 
to buy as a service of the national and local councils, Boy Scouts of 
America. The costs of the development, writing, and editing of the 
merit badge pamphlets are paid for by the Boy Scouts of America iii 
order to bring you the best book at a reasonable price. 
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1 Discuss the following with your counselor: 

a. What art is and what some of the different forms of art are 

b. The importance of art to humankind 

c. What art means to you and how art can make you fee! 

2. Discuss with your counselor ehe following terms and 
elements of art: line, value, shape, form, space, color, 
and texture. Show examples of each element. 

3. Discuss with your counselor the six principles of design: 
rhythm, balance, proportion, variety, emphasis, and unity. 

4. Render a subject of your choice in FOUR of these ways: 

a. Pen and ink 

b. Waterco!ors 

c. Pencil 

d. Pastels 

e. 0!l paints 

f. Tempera 

g. Acrylics 

h. Charcoal 

i. Computer drawing or painting 
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5. Do ONE of the following: 

a. Design something useful. Make a sketch or model of 
your design. With your counselor's approval, create 
a promotional piece tor the item using a picture 
or pictures. 

b. Teil a story with a picture or pictures or using a 
3-D rendering. 

c. Design a logo. Share your design with your counselor 
and explain the significance of your logo. Then, with 
your parent's permission and your counselor's approval, 
put your logo on Scout equipment, furniture, ceramics, 
or fabric. 

6. With your parent's permission and your counselor's approval, 
visit a museum, art exhibit, art gailery, artists' coop, or artist's 
workshop. Find out about the art displayed or created there. 
Discuss what you !eam with your counselor. 

7. Find out about three career opportunities in art. Pick one and 
find out the education, training, and experience required for 
this profession. Discuss this with your counselor, and explain 
why this profession might interest you. 

1 

Scouts team the finer points of painting 
. 	from the Boy Scouts of America's official 

artist, Joseph Csatan. 
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What Is Art? 
The question o wha: -art is has occupied the minds of been of signficant 

o 	aici 	cs ever -me numankind 	io think 
d argue. The term has been apphed te man ,-  forrrs of vi-sual impomnce to 

medla. especiaiiv to -,he fine arts—drawing. painting, scuiprure. huniankind. WhiI 
alldi 	-i 	Bu,  n aiso 	 . 	c 	Leinduswial  

cartung ths ment - 	. 	. -
rr. desgn. tasnian aes;eji porto: - . ami weavmg. Tne dterence 

is „hat byte arts are cancerno 	: niv with beautv and expression :e, you wift 
and the others—:hcugh the 	: ma.-  be heaurifui—iocu dscoverffie 
an turtotton. 

This merir hadge pamphlet concemrares an two-dino rnanyforms of 

sional,  an, 	J:rawing and 3 1 tr. r 	Je 	rfledtd 
Orte requirement introduces vou w design appiications in the 
fields of graphic ans and indusirial design 	Are vou learn cn;mun: 

ahorn an historv and design pririciples. vou will understand i 	ü- 
how these iieids relate to fine art. 

can represent 

Ait as Reat  
:pie flrst made 

cave 	:.::.c ......:rs have trted 
ta portr. 	cr.::: 	. ..t wnat 15 

reaiirv?That :1:. -.Js.The 
Egvprians r, 	their 	. 	r 
kirigs and q  
thev posed thom in rlgid 	- 

amt tornial nosmc-ns in 
keepingwithagods 	 .- 
aweinspiring maiestv. 
The ancient Creels. an the 	‚ 

hrrnc1 	dhe 
‚ou 	nik 	a peop e 
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Roots of Modern Art 
In the seven:c-c-:;: 	chteenth centuries, man governrnents 
changed drastic : 	he wav people earned their living. 
Artists responde: 	changes in basicallv two ways. 

One group of ar::s:z.  i by Jacques-Louis David, looked 
to ehe past. to ciassical Greek and Roman times when a religious 
or ruling dass held all authorit. This movement was called 
neoclassicism, or "new ciassic." lt was a more formal style that 
:cccsed on ehe noble 	c:cc:r 	::c:c, m.ci Lic G:ee 

‚r Ht 

Jyi-L 	D:H 	Harne Recamer 18OO 

e 
from what ehe public expected and paine from their own subec-
tive viewpoint. The movement, called romanticism, emphasized 
feelings and Imagination rather ehan reason. This style was the 
beginning of personal artistic expression. 

ART 	9 
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Ectouard Manet's "Le Fifre 
(The Ffer" (186$) 

In 1849, Gustave Courbet, a French artist, reacted against 
die rornantics, accusing them of trving to "escape from the reall-
des of the time&" He also criticized the idealized art of the neo-
classicists. Courhet chose his subiects from everydav life and 
painte 	xactiv as thev were. He was part of the move- 
mcm c:. 	ilism. 

douard Manet, another French 
artist, continued the rebellious trend 
' 'ising commonplace subjects. He 

'cted conventional wavs of paint- 
emphasizing the two-dimensional 

tracter of the picture surface. He 
nlied paint heavilv, allowing the 

..r .sh strokes to become ;rt -: the 
te ture. Manet ciaimd that a paint - 

w-as 

	

- 	 -.-- --- - -------- --  

ts - 

ClauLi-- ---- -- 
- 	-.:1. exid'\la 

- he  
They :.p1oitd ihe ctiects - 

: color, treaung them wu 

	

a .-:.. 	 mortance as the su.ect 

xperirnented 
with shape andstruture bv reduc- 

ing 	.ts to geometric 
- rms. He thought all 
onects in nature were 
uasei on the cone, 

- - - e, and cvlinden 
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Claude Monet's ' Waterloo Bridge, Gray Day" (1903) 

Paul Cezanne's "Appies and Oranges" (1899) 
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Vincent Van Gogh's paintings expressed intense emotions 
through violent color combinations and vigorous brushwork. 
His work influenced expressionisrn, ehe movernent that depicted 
inner experience by distorting images in the natural world. 

t 

‚ 

-- 

- 

Vincent Van Gogh's "La Grenouillere (The Riverbank)" (1890) 

In less than 50 years—from Manet to Van Gogh—artists had 
gained recognition tor their new ideas about art. They were no 
longer bound by tradition or what the public expected. Artists 
had freed themselves to expiore the elements of art within the 
context of the painting, 

ria rmri riirn 
Pablo Picasso introduced the element of time, the fourth dimen-
sion, into bis artwork. He looked at still objects and still figures 
from all sides and angles and then reassembled his mernories of 
those views into one image. His work marked ehe beginning of 
the modern movement called cubisrn. 
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In fte style eI Pablo 	- some modern artists express their 
a'tintheformofCut 

In 1910. \Vassiiv Kandinsky, a Polisn artist, began to paine 
in a compietely different way—in an abstract style, which made 
no attempt 10 represent anv real subject. Kandinsky beleeved 
that ehe power of the painting was in its elements of line, shape, 
form, color, space, and texture. 

Kandinsky's abstract art launched modern art movernents 
in the 20th centurv, mcluding s rnholism, art deco, surrealism, 
social realism, pop art, op art, conceptual art, and Internet art. 
Brnwse throueh some of the art historv books listed in the 
r 	- 	to' - 	- ‚ore. 

Atstracta isiasnu n Ifrom the example .' 	 n -- 
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Willi am Leghton Leitch's Radicofanir (c. 1881) 



Elements of Art 
and Design 
When you create art, you are expressing your ideas, your fee!-
ings, or your beliefs. If you intend to share your art with other 
people, you need to know how to organize your design so that 
they will understand what your art is teilung them. lf you 
understand what the elements are and how to use them 
and apply the principles of design to your composition, 
you will encourage the viewer to spend time with you 
through your art. 

Elements of Art 
The elements of art—line, value, shape, form, space, 
color, and texture—are the basic visual symbols for 
communicating with the viewer. 

Lina 
As an element of art, a line is a continuous 
mark made on the drawing or painting sur- 	j.. 
face. Although lines vary in length, width, 
texture, direction, and degree of curve, they 	- :- 	-i 
are measured by length and are considered to 	/ -- 
be one-dimensional, There are five kinds of 
lines: vertical, horizontal, diagonal, curved, 
and zigzag. 

Lines outline shapes, divide space, connect 
shapes, and indicate movement and direction. Some 
lines are so wide that they look like shapes. Some 
lines are drawn 50 dose to other lines that together 
they create a texture. 

:.: 
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Claude Monet's "Bridge at Argenteuil" (1874) 

The horizontal lines indicate 
a still boat on a calm river. 

( 

Certain lines are imagined rather than seen. For example, 
when you look after dark at the traffic on a highway, you see a 
series of white headlights or red taillights. You know these dots 
of Iights come from separate cars, but in your mmd you connect 
the dots to form white or red lines. These lines—called irnplied 
lines—are suggested, not real. Other examples of implied lines 
inclucle a trail of footprints in wet sand, the edges of colored 
objects, and the contrast between light and shadow. 

Lines also express moods. For example, horizontal lines 
express caim or inactivity; diagonal limes express tension 
or instabilit' 

Artists use lines as actual marks to draw the pictures. 
They also use lines—implied and real—as part of the whole 
experience of looking at a painting. Artists arrange lines in 
the composition tu direct the viewer's eye to different places 
in the picture, to create a sense of rhythm, and to express a 
mood. As an element of art, a line is about technique as well 
as composition. 
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The diagonal Eines indic :er 
unstable boat on a roug ,  

\ 

1 

J. EL €1arK s # Ships BoaeAttackmg fc. 18001 

Value 
Valu 	concerned with ligbE- 
ness or darkness. lt depends 
how much Iighr a suriace ref 2 . 

Using values with shading t 
luques oreates the illusion of 
ehree-dimensionality. Artists use ‚ 

the contrast between IIgIit ar.. 
dark values as a design elemei 

Mary Stevenson Casstt s 
SeatedWoman' 1879 

LT 
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A shape is the outline er external surface of a form, 
dimensional, measured bv iength and width. A sha.e 	- 
and mav be drawn as an outiine er as a fiiled-in area, 	es 
are either geometrie er free-form (irregular and uneven, often 
found in nature). 

A form is a solid, three-dimensional shape measured by 
:-ngth. width, and depth. There are :X basic geometrie forms: 

tube, sphere, cone, cvlinder, p\ 3nd prism. 

0 
00 

A _ 
Each geometric form has one or more related shapes, dependrng on the angle 
you are seeing. 

Artists use geometrie shapes and forms as the basis for 
drawing obiects as weil as human and animal figures. The 
also use shapes and fonns—geometric and free-form—as design 
elements to express motion and rhvthm in the painting and to 
control the direction of the viewer's eve movements around 
the canvas. 
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In art, space is defined as 
positive and negative. Positive 
spaces are the shapes and 
forms in a drawing or painb 
ing. Negative spaces are the 
ernpty areas surrounding the 
shapes and forms. 

Artists use the size and 
shape of negative spaces to 
describe the positive spaces. 
For example, a large negative 
space around a single human 
form may indicate a sense 
of isolation or loneliness. 
Positive spaces in dose proximity with slivers 
of negative space might suggest a fE 
of togetherness or crowding. 

Wei 
When white light passes through 
a prism, the colorecl Iight rays 
bend and projedt a band of all 
the colors—the visible spectrum. 
The colors of the spectrum always 
appear in the same order: red, 
orange, yellow, green, blue, and 
violet. The color wheel is the 
spectrum bent info a circle. Artists 
refer to a color wheel to understand 
how colors mix, contrast, and harm 
nize with one another. Color has th: 
properties: hue, value, and intensity 

Hue is the name of a spectral 
color. The primary hues are red, 	 A cotor wheel with primary, 
blue, and yellow. You cannot make a 	secondary, and tertiary hues 

primary hue by mixing other hues together, but mixing two 
primary hues together produces the secondary hues: red and 
yellow make orange; blue and yellow make green; red and blue 
make violet. Mixing a primary hue with its adjacent secondary 
hue produces a tertiary hue: for example, red and orange 
make red-orange. 



ELEMENTS 	;;T 

Value refers to the relative lightness or darkness of a color. 
White is the highest value and black is ehe lowest. All other 
colors fall between them. The more light a color reflects, the 
lighter lt looks. You can change the value of a hue by adding 
black or white. A light value of a hue is called a tint; a dark 
value is called a shade. 

LILI   
TSS 	 - 

Intensity is the brightness or dullness of color. A pure 
color is the brightest. The more neutral a color becomes, the 
less intense the color. You can neutralize a color by adding 
black, by adding white, or by adding the color's complement 
(its opposite on the color wheel). 

Pointillism 
Like the impressionists, Georges 

• 	 . 

 Seurat (1859-1891) was con- 

cerned with reproducing optical 

color—the color that people 

. actually perceive when they 
• look at something. He devel- 

oped his own systematic paint- 

ing technique—called pointiltism 

because of the small points of 

• ; pure color he painted next to 
- 

:- each other. Seurat's method is 

‚•' called optical mixing because 

the separate points or dots 

- 
ek hiend in the eye to make colors, 

• 	 -• 	 ‚ 	 .‚ 	 • 	 .•. 

 

not on the painter's palette. 

Georges Seurat created a painting style called pointillism, in which separate 
dots "blend" together to form an image.This close-up of Seurat's "La Parade" 
captures the details of his technique. 
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Texture 
Texture refers to what a surface 
feels like. The actual drawing 
surface may feel smooth or rough, 
depending on the materials used 
and the amount of medium applied. 

Texture also refers to what 
the surface of an object appears 
to fee! like. Some artists who excel 
at drawing can make you think 
you can feel a satin skirt, or a 
lace collar, or a velvet curtain 
in their paintings. 

Impasto is the thick application of paint 
that forms an opaque, textured surface. 

- 
n'SIGN  

4 

Jean-Marc Nattier's "Francoise Renee, Marquise dAntin" (1738) 
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Just as you learn grammar to organize words and communicate 
in spoken and written languages, you learn the principles of 
design to organize the elements of art to communicate effec-
tively in a visual language. These principles are guidelines—not 
rules—to heip you express yourself artistically. Understanding 
these principles also will help you to appreciate how other art-
ists try to communicate through their work. 

The six principles of design are rhythm, balance, propor-
tion, variety, emphasis, and unity. 

Rhythm 
Rhythm indicates movement by the repetition of a certain art 
element or combination of elements. The repeated element-
a shape or line, for example—is called a motif. The artist 
uses the repetition of a motif to lead the viewer's eye around 
the work of art. 

Random rhythm happens 
when a motif is repeated in no 

f apparent order, with irregular 
spacing between one motif 

' 	and the next. 

- 	1 
4t & 

may become monotonous to 	 -‚ 
the 

 	i1 1P 
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A formal balance occurs when 
similar elements are placed on each 
side of the central axis (a drawn or 
imaginary line through the center 
of the work). When both sides of a 
composition are mirror images of 
each other, this formal arrangement 
is called symmetry. 

Balance 
Balance is the visual stability of the composition. If a work 
of art has visual balance, then the viewer feels that the ele-
ments have been arranged just right. If there is an imbalance, 
then the viewer feels sornething's wrong—that the elements 
need to be rearranged. 

"Pair of Cranes in the Shadow of 
Flowers" (c. 1715) by Lang Shih-ning 
shows an informal, or asymmetrical, 
balance with unlike objects arranged 

with equal visual weight.The different 
elements of art—line, value, shape, 

space, color, and texture—all influence 
the visual weight of a composition. For 

example, a small area of bright color 
can balance a larger area of dull color. 
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Average bocly proportions 

Proportion 

Proportion refers to the proper size relationship of one part 
of the composition to another, and to the whole work of art. 
The size of the object itseif has no meaning unless you can 
compare it to something else. 

The proportions of a 
human figure are not defined 
in terms of inches, but in ratios 
of one body part to another. 
To determine the proportions 
of an individual figure, measure 
the length of the head from the 
chin to the top of the ski!!. The 
average adult is adult is seven 
and one-half heads tall. A young 
child is five or six heads tal!, 
and a baby is only about three 
heads long. 

Artists use correct propor-
tions to show peop!e or objects 
in a realistic way. 

But some artists, like the 
expressionists, distort or exag-
gerate proportions to communi-
cate feelings such as horror or 
depression or utter joy. 

Sca!e refers to the size of an 
object in relation to a standard 
reference—usually the human 
body. If you look at a painting 
of what seems to be a moun-
tain—without a building, tree, 
or human figure in the picture, 
how do you know how big the 
mountain really is? 

To find out more about drawing the human figure, read 
some of the books listed in the resources section of 
this pamphlet. 
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Without the 

human reference 

in tw: ofthese 

dr 	 ud 

be difficultto 

judge the size cl 

the mountans. 

Variety 
Vari: 	rc.::r.i with di fference or contrast. A compo- 
sieion has w:et wheri something different is added es 
the design es keep ehe repetition from beine monoe 
onsus. Suppose vou bad painted red polka dots 
ci equal size, spacing ehem regularly al o 	4 the canvas. That would be boring, iigln 
Bull ii vau changed just one 81 those 
dots from red es green, that different 
one wouid grab your attention. 

Contrast creaees varietv, too. Different 
elements placed nexe es each seher (smooeh 
and rough texeures, fine and bold limes, free-
form and geometric shapes, dark and lighe 
values) are in rontrast es one another. 

ffl-, 
IM 
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In this composition, ehe artist used one focal point. 

~aj 

Emphasis 
Emphasis makes one part of die composition dominant, or 
more important than die other parts One specific element-
such as color, form, or texture—dominates the whoie work. 
Or, one area of the composition dominates all the other areas. 
Those elements or areas that are not dominant are called 
subordinate, or less important. Emphasis controls the order 
in which a viewer looks at the vork and how much attention 
the viewer gives to each element or area, 

if the emphasis is on a certain area of the work, that 
dominant area becc::T:: - : foc' p«:, oi he :jce 
viever iooks. 

Positioning Your Focal Points 
One way to create a strong composition that will attract and hold the 
viewer's attention is to draw a grid to locate focal points of interest. 
Divide the field of vision into thirds, vertically and horizontally.The liries 
intersect in four places, all good focal points. 

The faur places where ehe 
lines intersect are all good 
focal paints. 
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am 
ffls paintg, iiot4ce bow the boy% ey* 

looking at the violin bowThis deta add-
mphais to the coinpositk. 

MWA 
the quahtv ei beng compiete—wheri the Separale 

elemenzs erve thewhee and ne:hing eerns ota of place er 
aided unneceariv. Te create viva! unit'; in a cernpoition 
the airt reles on design priacipes to arrange :he eernent 
ei art o thev werk together. 

A -:oi plan vour prouecis te meet „he reutremems for 
the Art mern 	ge an,'look at workS creat€d hv other anisis. 
thtn aheut wha: seerns right about the compesitions. Identliv 
tbe steciiic art eiemems the arts: chose and which design 
pridles appv. Xhen veu uridersiand how the artist create-d 

-isuai unizv Ui :he coniposition. von will discever tha: von 
acivallv aporedate die artwerk more. Von mighi even reaize 
,h--i ncw von like a painUn er stvle that von didnr think 
von liked before. 
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Art Media 
and Techniques 
The visual artist can choose from a variety of media, or 
materials, to create a drawing or paintirig. Each medium has 
qualities that make it better for certain applications than others. 
Try to learn what these qualities are so you can pick the right 
medium for each of your renderings. 

ni ‚ d1T, 
Drawing is the basis for painting, scuipture, and printmaking. 
Of course, it's also the basis for drawings—graphic images 
usually created with pencil, pen and ink, and charcoal in 
black and white tonalities. 

A drawing takes three forms: 

• Sketch—a quick impression drawn with loose lines suggest-
ing something seen or imagined 

• Study—a preliminary drawing in which the artist works out 
problems for a more involved work 

• Drawing—a composition that is a finished artistic statement 
with visual unity 

Drawing Media and Materials 
In addition to the actual drawing media, you will need 
other materials to create a drawing. Before you make 
your first mark, set up your work area with the 
right supplies. 

Tone isthe 

general coloration 

or balance of 

values from 

lightto dark 

in a painting. 

Ah 



Paper. Both handmade and commercially made papers 
come in different weights, textures, and degrees of absorbency. 

lt you carry a Hobpressed papers and illustration boards have hard, smooth 

sketchbook you surfaces—just right for making sharp lines. Cold-pressed papers 
and boards have a textured surface, which absorbs paint weil. 

can capture quick Choose the rlght paper for the medium so you will be pieased 
impressions of with the resuits. lt you want your work to last, use acid-free 

paper so lt wont change color over time. Before you're ready 
objects gestures to seal a drawing, you should protect lt with a sheet of tracing 
tacial expressions, paper to keep lt from smudging. 

or anything eise Drawing surface. The correct position for a drawing surface is at 
a 45degree angle so that the artist can draw figures and objects 

that you mght in the correct perspecilve. Professional artists work at a special 
want to develop desk with a surface that can be tilted. You can use a drawing 

later into a 
board or clipboard; just be sure to hold lt at a 45-degree angle. 

Erasers. A kneaded eraser can be manipulated into fiat shapes, 
fmished work. Be points, or edges, and is meant to be pressed down on drawn 
sure to match the marks, then lifted to remove the graphite or charcoal medium. 

sketchbook paper 
A white eraser with a slightly gritty texture is good for rubbing 
a mark oft the surface without leaving color on the paper as a 

to your sketching pink eraser would do. 

medium: pencil, 	Sharpeners. Youll need a pencil sharpener to keep a fine point 
on graphite, charcoal, and pencils. With a craft knife, you can 

pen, or charcoal. 	sharpen corners and edges on a charcoal or pastel stick or 
shave lt to make a powder. 

Bending toos. A tortillon and blending stump are pointed 
cylinders made of tightly rolled paper. They are used to blend 
and spread the media. You can also use cotton balls and 
chamois cioths for blending. 

Spray fixative. To prevent your finished pencil, charcoal, or 
pastel drawing from smudging, you'll need to seal lt with a 
flxative. Hold the aerosol can about a foot from the drawing. 
Spray across the drawing, not straight down on lt and keep 
the can moving. 

Fixative fumes are toxic and flammable. If possible, 
spray your work outdoors. If you "fix" your drawing 
indoors, wear a dust mask in a well-ventilated room. 
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The simplest and most available drawing media is the pencil. 
With a graphite, or "lead," pencil, you can create a monochro-
matic drawing showing complicated details and hghting. The 
quaiitv of the graphite is rated in a hardness range irom the 
hardest, 911,  to the softest, 6B. You produce the darkest value 
with the softest pencil. Most artists use 6B and 2HB pencils, 
‚rvulable at art supply stores. However, \•ou can draw with the 
basic No. 2 pencil „hat is commonly used at school. Keep your 
pencil sharpened to a fine point. Just remember: The softer 
th "1d " th 'rnnpr th' nnint is hliinted. 

A monochromatic 

drawing is one 

drawn in shades 

of one color. 

IVIUIUOUIIIUUIIOIUb jJtUJflI JloVVuuUJa 

You can adjust the quality of the marks you make by 
'arvi ng the pressure of your hand movements. Press lightly 
on the paper with a sharp pein: 	nake thin lines; press hard 
with a blunt point to make h]d, broad lines. The pencil drawmg 
works best an paper with a Juli textured surface. For sketches 
and studies you don't intend to keep a lang time, you can draw 
on a pad of newsprint. Clean up smears and unwanted lines 
with a kncaded eraser. 

Unlike graphite pencils, colored pendils have a waxy nature 
so you cannot blend their colors. lnstead, you bufld up layers of 
crosshatched colors to create the visual effect of hlended color. 
Refer to the "Drawing 'ilchniques" section to learn more about 
cross-hatching. 
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PEN ANDINK Aa r  
Artists have been drawing with pen and ink for centuries, but 
they used to draw with quills, reeds, and bamboo. You can still 
draw with them today, but you can also choose special pens to 

0 , p~d 	suit your style. You'tl have to experiment with different pens to 
find out which ones you prefer. 

Pens that come with self-contained ink include fountain, 
rolIerbll, felt-tipncd, and technical pens. Thco are available 
in different tip sizes to draw fine, medium, and boki lines. 
With these pens, you get a steady flow of ';-ik and a consis-
tency of lines. 

A dip pen comes with a nib holder and different widths of 
nibs, or tips. YOO can vary the thickness of lines according to 
the amount of pressure you exert on the nib. The ink for this 
kind of )CIi coines in a bottle. The most common ink colors for 
drawing are black and shades of brown. Inks are vaterroof or 

Without shading 

	

	nonwaterproof. Most nonwaterproof inks will fade graduaiiy if 
exposed to hgio. 

pen-and-ink 	 Use a heavyweight paper or Illustration board with a 
drawings tend to 

	

	smooth surface. If you dra' with a dip pen, wipe your pen 
carefully on the bottle each time you dip into the ink so you 

look fIat, or twa- 	dont spill or bloh ink on your paper. 
dimensional. Refer 

to the "Drawing 

Te c hniques" 

section to learn 

about how to use 

shadingtechniques 	

( to create the 

illusion ofthree-

dimensional 

shapes. 
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You can't erase mistakes in pen-and-ink drawing, so here are a few 
to prevent unwanted marks: 

• tf you're right-handed, start working on the left side of your drawi 
Start on the right side if you're Ieft-handed. 

• After working on one area, turn your paper around to work in a na 
arca so you won't smudge the wet ink. 

• Pace a piece of paper 	' your drawing hand, but keep 
you draw. 

CHARCOAL 

Charzea sticis and pencis comain an impure farm of carbon, 
made hv burning s:icks of wood wiah {ittle oxvgen. The char-
ccai is compressed te varving degrees of softress. Man-, -  arisrs 
eniovusing cha:coa beeause the': can draw quckv and can 
make corrections withou: ruiring the papa:. 

Uze the corners ei cha:cn 	irks te make fine limes. er lav 
tbe suck fla: to make hroad 	Yen can easkv manionlate 
cta:coal. 

 
blending lt witfi a 	tuatr, a cotton bali, er --.-en 

vour fingers Wi:h a kneadeu von can lifi charcoal oft 
the pape: :o oreate a Egh:er tone. Experiment with the medurn 
bv applving differam amonnEs ei pressu arcoal stick 
an a va:ia ::: smoo:h and rough parat 

v 

Crauotie.vrg 

AEtIsts after. usa 

: - coaaneke 

:‚en 

drev, c :t - : over 

lt with another 

medium. lt iau 

veid to frame 

orkeep your 

charcoal drawing, 

ha sure to spray 

itwlth a fixativ 
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Gesiwe drawings 

Drawing Techniques 

	

is .2 	 car. 
ea:: roh  

	

p:a:::e. Ad 	re :iictce. 

ee raw:: 

DSCOVERH G BASIC CHARACTEL.{OS 
e v'ir 	rec : 	ascv- 

cr, 	:a;v 	Cerz:u: an 
TI- e c:1ed 	ec: appeaisas  

,e Bul:: 	esasi.2oorul t :e 
iien'na 

ge:e drawing ): a 
m-OvemennU:ik 	:c::: 

‚'Y ave ne 	u:e 	o: ieai. Ths 	Ic es 	up 
scrt'es 

 
and hl-Da 



Solid shading 

Hatching 

 

CREATINGTHE ILLUSION OF FORM 
Modeling uses light and dark values as a way to suggest the 
three-dimensional qualities of a drawn object. lt involves the 
following basic shading techniques: 

• Solid shading—biending or smudging pencil, charcoal, or 
pastel rnarks with a stump, cotton ball, rag, or fingers 

• Hatching—shading with a series of fine parallel lines drawn 
dose together for a dark value or loosely tor a lighter one 

• Cross-hatching—hatching with two or more intersecting 
sets of parallel lines 

• Stippting - shading with dots instead of lines 
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CREATING THE ILLUSION OF DEPTH 

If you want to draw convincingly, you must learn to observe 
correctly so your eyes don't fool you. Otherwise, your drawn 
buildings might appear to lean or the forms in your still life 
might seem ready to slide off the table. 

Artists use a System called perspective to correctly draw 
the interrelationships of objects in space. Perspective is a way 
of showing the illusion of depth on a two-dimensional surface. 

The picture 	The controlling elements are: 
plane is an 	• Eye Ievel—What you see depends on your position when 
imaginary vertical 	you are looking at the subject. You may look straight, down, 

plane between 	
or up at the subject. 

• Vanishing point—A specific point on the horizon line where 
the viewer and 	parallel lines seem to meet. 
the subject. 	 In one-point linear perspective, the front of the subject is 

parallel to the picture plane. All receding parallel lines seem to 
meet, or converge, at one vanishing point on the horizon. 

~ z"1,rill~ 

mm . 

mm {H 
- 	

- 

nnnr
H  
in flHP: 	 1 

LILJLJH LL 

flDDLLiÜ;' 	FF 
One-point perspective 

For more information about onepoint, two-point, and 
three-point perspectives, refer to the resources section. 



Artist's tip: An easy way to maintain accurate propor 

tions for all the images in your picture is to use your 

pencil as a gauge. Hold the pencil at arm's length and 

align lt with an object in your composition. With one 

eye closed, measure the image exactly as you see lt 

from the tip of the pencil to your thumb. Transfer that 

measurement to your paper to draw the image in iden-

tical size.You can use this method tor portraits, still 

lifes, and landscapes. 

- 

'.- 

II!I 
1 

JL 
L 

EI 
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Fundamentats of PaTritng 
Aists use Hne artd coior ir. dtfferem ;vavs tc maze 
In same artwori. de Iine drawing is the basis r he p:ttmg 
and ccr is a ondarv element adde.i ze desc5e :he cm 
hned ferms. in cnher wo:kn coior is de arect Z ±e aTng 

No matter hcw von pan io use ccn von ne-,d u 
hmv te mtx oigments ar.d arpv  die pa:nt 

Painting Media and Materials 
Pant is tmned when a pigment is mixed witt a bindhig 
meihim. Pgrnen: is tnev gronnd. cio;ed pewde: ma: cornes 
from namra sources ke mnerais anci piauts or from cherncas. 
Bmdng medium is a hquid su tarce that hod pgmem pan 
ces :oge:her an.i attaches them :c a snrace Tius :bstanceis 
asc cailed a vehice tecause ä carries de 	 ne:. 

Iaddinon :o paim. VOUi need oder rnateriais and sup-
pes. These v:i derend cn whch paint medi vcn pan :c 
use: paste.. watercoen tempera. acvic. .r 

1 

II 	\ 
1 	2 

tu \ 

1. 

ase 
• Pan:.ng snraces sncn as Pape -. 

ha:dheard. cr p:imed canvas 
• Mediums te thin er 

acrv:c :anu 
• Linseed 	ani :.rpentine icr 

OB plus 
• Painhnc 	y.  setn: 

spcmger 
team r.r.ers 

• B.enmrtg rus: 	 and 
sznmp. chamois 

• Pae:ze 
• Paene 
• Rags 

• prav xatives • 
Be sure you have 
the nht tools and 
iate 	before 

- yOu Stdr( paintieg. 

AS 

•; 	
. 
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PASTELS 

Pastel is hasicaliv chalk mixed with pigment and a binding 
medium. lt is considered to be both a drawing and a paint-
ing medium because it can be applied dry with a chalk 
stick or pencil, or spread with a wet brush. 

The pastel types are: 

Soft pastel. The chalk stick—the most popular form----comes 
in bright colors. lt smudges, so it is easy 10 apply in broad 
strokes and to blend. The cha!k particies are like dust, so use 
soft pastels on paper with a rough texture. You'll have to spray 
a rixative to heip the chalk dust stick. Soft pastels are water-
soluhle, so they can be aJ.)plied like watercolors. 

• Pastel pencil. The pencil is a harder version of the 
chalk stick. lt doesn't smudge, so you can use it to 
draw lines and fine details. 

• 011 pastel. This pastel is soluble in turpentine. lt acts 
more like oi! paint. Its biggest advantage is that II is 
dustless and doesn't require 1 fixative. The oil pastel 
is best for hold, pure color. gcause the oil pastel goes 
on like a paste, the artist 3'l use it on smooth paper. 

Here are three ways to start a picture with paste!: 

1. Linear—Draw the who!e composition as a line 
drawing in one color with a paste! pencil. Then fill 
in color with soft paste! sticks. 

2. Block-in--Block in lhe whole composition with 
masses of color, using the broad side of a soft 
pastel stick. Add lines, if you wish, for detail and 
for emphasis. 

3. Crosshatch—Make a crosshatched drawing of the 
composition using pastel pencils in various co!ors. 
Then spray a workable fixative over the !ayer. App!y 
color with soft paste! sticks. 

The key to a great pastel picture is working in 
!avers to add and blend co!or. \Vith soft pastels, the 
chalk dust buikls up in the t:  ves of the rough paper. 
If too much chalk huilds up, the color will look muddy. 
To avoid that, spray a fixative over the picture between 
lavers of color. The fixative will darken the colors siight!y, 
so applv each !ayer of color with a !ight touch. 



300-pound paper. 
Watercolors are transparent when mixed with water. They 

reflect light, producing a delicate effect. You can hlencl colors 
together directly or layer colors in watery washes for soft shifts 
in light and dark values. Try the wet-on-wet technique by damp-
ening the page first with a wet sponge. Then let the watercolors 
flow frorn your hrush onto the paper. The wetter the paper is 
when you inake your strokes. the more the colors will spread 

the wet-on dry technique, let your first layer 
;hstrokes dry. Then add more paint. The brush-
)ly over the dry layer will keep their sharp edges. 
ne  lighter as they dry, so allow fni• this by paint-
er than you want your final pidiie to look. 

Watercolor was a favorite medium of Scouting 
founder Robert S. S. Baden-Powell. He painted 
numerous outdoor scenes, including this one. 
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WATERCOLORS 

Watercolor paints corne in tuhes or hard blocks, called pans. The 
tuhes keep the paint from drving out, but the pans are convenient, 
too, because they can he stored in metal watercolor boxes. 

You'll need two or three soft sahle brushes in different 
sizes to make fine tapered lines and hroad brush rnarks. The 
sable brushes cost a little more than synthetic brushes or the 

Paper comes carnel's hair brushes in chilclren's watercolor sets, but they Ire 
in weights. Try worth the monev hecause the sable brushes give you a lot of 

140-pound paper 
control and keep tIeir shape Ionger. 

with a slightly Clean your brushes after every use with mild soap and 

texturen surface. water. Make sure that you wash out the paint that collects 

in the heel of the brush (next to the metal ferrule). With 
lt you plan to 

your fingers, reshape the bristles to a point, and lay the 
apply a really wet brushes on a fiat surface to dry. When the bristles are 

wash, then use completely dry, store the brushes—point up—in a jar. 



- 
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TEMPERA 
Teni:3 	 he ki 	afiar paint you prob.-'-'-,
have 	:::r.es 	c. Like :atercolor, tempera pa: 
is solubl 	-)ut the paint is not as transparent. Also, 

hrighter, stronger colors and do not dr 
je as fast 	vaercolor. 

If vou have not used :e:npera much before, experiment with 
ii a few times be:c you start the painung for requirenient 4. 
\öu 	ihin the consistencv of tempera 	ddh . .. :. or 
can . n thick. For interesting effects av' bot 	- :'s tence 

medium and large brushes. Use ...: zu Ice.. cd about 
-.:ng co1or 	: 	:.. - 	s. 	a rnou i...t. or ..'. ii a face 

ianv bi 	our subjects 
will 	ohd sha: 

— 	 .- -.'.. 

............ 

1 

Start bv skecr- 'eour s -.bject Iigh:x .: encil. "'.'hen 
youre ready to te. ..'.se fLe: e.istle bru :es :c app:': eroad 
washes of color first. Then use round or fiat sable brushes in 
outline shapes a:c: :: :.etaiIs. 

As with other ::::.e, vaull need to practice a lot before 
youre able to achietc dl the tones you want. 

Huridreds ofyears 

ago, artists mixed 

colored powder 

with egg to make 

a paint called 

tempera. They 

applied itto 

paintings on the 

church altar. The 

egg caused the 

paintto dry to a 

hard, shiny tinish 

so the surface 

reflected light. 
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ACRVLICS 

availabh : 	::.s: :: 	: 	vears. 
.:satile of all painih:;: media: 

Once drv, the plastic paint is almost indestruc:::le. Acrlics 
are unaffected hv extremes in the weather. 

• Colors are brilliant and e35: to mix. 

• Acrvhcs 

 

-an 	::s 	on . :s: cnv s 	ace—:1xc  
conta:::::ig oh c:.:3r<, R. 	z e on 	avasscs : 

Synthetic bristle 	oil p3::::. If vou 	c::: :.. :::': a verv shin: c:c: 

brushes are best 	surface like metal or c: 	.:zen the surface a litt"; ,  L:ith 

tor using wah 	
sandpaper so the paim Ww dunere. 

• Acrvlics .3ct like ci ...is bu rv almost nc!v, so von 
synthetic paint. 	can:c 	a paint:ac :: dav ::stead of weeks  

Anv brushes that could be used for watercolor or oil can 
with acMic paint, but make sure to clean all traces of 

an oh.: :::s:es hecause those substances 
•' - Ji ac: :- 	3,flt. 

Experiment with the fohc.:ing techniques to expiore some of 
the mac:: . :s to use 

Opaque technique. For maximum color coverage, use 
undih::•..l acr::c  paint. C:: :c: r.::i, acrvlics :cncl to dry 
to a C. finish. To achiev€ a s .:::.s:r fini .... 	can rix 
an ac:vc gloss medium witi: :h ......: ::c::: r:::c- rau 
it. By doing so, you make the acu: 	3:::::c:e fluid and 
ecscr to brush cn. T 	:::cre vater vc: 	Iie n:c-um, 
t]: ess giossy :aur f.: 	will be. T:c cc:::: nedhc: -  dries 
clear and aliows you to see colors painted urcc:neat: c:.c 
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Trarsparent technique.. Mix a glazing medium wirh acrvlic 
u.5 apelv dIe naim like wae:coiers. L'nlike watercolors, 

hcwever. acrvlic colors :emain separate anti are waterinsolu-
ble ence drv. se you can build avers ei transparent color 

.-i±out the colors dissolning mto others erbecoming muddv. 

Textunng technique. Yen can increase ihe vo!urne anti 
dnckness ei arviic pair: hv mixing 1: wi:h a ge medium 
er modeErtg paste. ApIv the pain: with a brush er pairuing 
itniie. Uvon want a heavv imnastoed surace. build texuire 
:n ave:s. Vhi1e :he nain: is still wer, veu ran scratch the 
surface. press crumpled icH mto the paint, er dab ir with a 
stift' hrush. Experiment re inven: vour own texture 

Collage. Acrviic pain:s and acrviic mediums are adhesive. 
so :hev are ideal for rembining maierias inte one picrure 
Anv ma:erials smcH :e .x pressed inu acrvlics will stav 
e:manentv 

 
in piace wher'. :he pain: dries. 

The advamages ei acrviic—iz dies quickiv anti 
pennanem—can 

 
-„ü-ip inte dtsadvantages for von ii vou donr 

platt vaur pan::ng flrsr. Draw veumpairning ott the su:iace 
before von appiv paint. Expertment ott praciice prciecis 

............ van: painting ihr requfremen: 4. 

Aa'. paitng 
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OL PAINTS 

F : he 	 a:s 

:3::. Be.se ±e pam e  

chges 	::e mp:.cn. 

ac:e ±!ffr:v 	v 

cr 

I. :e ar1sz ca'k 

czcr 

Paint 'fat over lean" is the basic principle of traditional oil painting. "Fat" 
oil paint has more oil medium (Iinseed oh) in it; lean" oil paint has less 
oil medium in lt. The more oil medium in the paint, the more flexible it is. 

As artists apply successive Iayers of oil paint, they add more oil medium 

to the paint to make lt fatter and more flexible. This fat-over-lean rule 

ensures that the upper layers don't dry faster than the lower ones, which 

can cause the paint to crack as lt dries. 

T:e inc nvc' veh 	- - 	ig—i:e::i. 

Direct method—Tie o1 p.:n 
:-akeanc 1 - ::Ic-.. vi'i 	can 	nete 

ptc 	r aiise : 	rcs 	wa:g :nie --e-01 	:re ad 	- 
inne: ia;c 	Cc'crs 	hes 	n:i 

-equerneP 4 	ou 
en ne canvas nave sc':2. ce 	ea;:ng 

'13y paM1 e • Indirect me hod—'V:h :s n.ine :r1ca aptnach. 

p cture with fasti- vouan - ofle,  pan: n avers. gradnativ aiunng he :aair: 
1c'nceaing 	overag 	and Iransparen:: 	re roins 

dP;rossoioL 
.:Teate r:ere:ll in1CCZ5 

can firsh it befon - 	 - 	- TI e 	-' 	'ie rcr-c -n. 	r-- i 

you ce eb'-ate .viiich s hasicaIv a bnrsi 	one 	: nvc 	k'rs. TIs 
:irst :in-e: of nanz estah rsbes :he 	asc z:1cn. Pain he 

two b - 'indavs - hnes :r: :ie un 	rpantmg str'nge: :na:; viu n:enc mcm 	ni' be 

hi the mreantirre in inc fr.a1 stage iecause scbse 	ent gazn. 	seimen them 

ontm'atcithe mt 	nxm step er steps. appv ginzes c :aver oIer. Yr'u 

carm va:nt ecajue ce;or Cmrectv p'-" 
ca rtdr. = 

-.vherm inc Tave: ines. 

same::-msm 
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When the painting is complete, allow it Co dry completely 
in a dust-free area. Don't leC it dry in ehe dark because the lack 
of light may cause a Chin film of oil Co risc Co the surface and 
yellow Che picture. lt may Cake six months Co a year for an oil 
painting Co dry thoroughly. When you are certain the paint is 
dry, protect your painting wiCh a coat of varnish. 

Clean paintbrushes thoroughty with turpentine and 

rags.Then rub the bristles in a jar filled with brush 
conditioner or human hair shampoo.Then rinse 

thoroughly and squeeze out the water. Stare the 

brush with bristles up. 

COMPUTER DRAWING AND PAINTING 
If you make arC wiCh your computer, you won't 
gee your hands dirty, you won't have to wear a 
mask Co keep from inhaling toxic fixaCive fumes, 
and you won't have to clean your tools when 
you're done. But you will have fun! 

You need a compueer wiCh software ChaC 
includes—aC Che very least—some drawing tool 
BuC Co really learn how Co creaCe computer art, 
you'll need a drawing and/or painting program 
You'll also need a desktop prinCer. 

OCher compuCer drawing Cools can be useful: 

• A scanner will heip bring photographs, 
prinCed images, and your own rough sketches 
into Che computer. 

• A digitalizing tablet and stylus (pen) is an 
input device, similar Co a mouse. When you 
move the stylus over the tablet, Che cursor on 
the screen moves. The flaC drawing surface is 
pressuresensiCive, so it reacts Co Che amount 
of pressure you apply with Che stylus. The 
harder you press, the Chicker the electronic 
"paint" will flow on the computer screen. 
Many artists like to use the digitizing tableC 
because iC makes drawing and painting on 
a computer feel more natural.  

" 

41r  

Computer drawing and painting 
programs give you lots of options 
for the effect of your art. 
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Computer Graphic Images 

Pixel is short tor 	Graphic images are stored on the computer as bitmapped 
images er vector images. 

pcture element. 	A bitmapped image is made of tiny square cells of color 
called pixels, which are arranged in neat rows and columns like 
a grid. The grid is called a raster, so bitmapped images are often 
called raster images. Each pixel is independent of ehe others 
and contains one color (like a mosaic tue). 

A vector image (sometimes called an object-oriented 
image) is stored in the computer as a Set of mathematically 
defined objects, er shapes. One advantage of a vector image 
over a bitmapped image is that it can be scaled (changed in 
size) without losing its appearance. 

ä 
j 

This is an enlarged bitmapped 
image. Notice how the comers 
of the pixels show up on the 
curved line and make the 
image look jagged. 

This is an enlarged vector 
image. Notice how the vector 
image retains its smooth line. 
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Computer Drawing Programs 
Drawing and illustration prograrns are vector-based appIica 
tions. Thev were originally developed tor mechanical drawing 
and technical illustration because they produce such clean lines 
and hardedged irnages. Vector images appear solid and 1::, more 
like two-dimensional shapes. Artists often use 
vector-based drawing programs to design 
logos and graphics composed of individual 
obiects or shapes. 	 ( 

‚30Y SCOUTS OF AMERICA 

These are examples of graphie images created in a vectorbased 
drawing program. 

To draw a vector image, start by creating a 
path that denes the boundaries of the object. 
Each dick of the mouse sees sec down anchor 
points, which are the path segrnents. To control 
a curved path, use the direction lines and their 
control points. When Ehe outline is complete, 
acld color to make ehe shape. 

A drawing prograrn creates Independent 
obiects that can be placed on top or underneath 
each other, moved apart, scaled one or more Co 
diffe:d zes, or reshaped. In contrast, a paint 
ing p:gr.:n creates separate obects, but they 
are n 0 ependent. 

To reshape an im agedrag a 
Control pTnt at the end ofthe 
direotion line, er drag an anchor 
pointen the curved path. 
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Computer nting Pograms 
Pain:ng :r:g:r::s 	-ase1 c: bitmapped irnages. The digital 
toolccx 	ee::::.nir pantbrushes, which ran be used 
to imita:e 	o natural paint media. The variety of 
painting toc S 	 to add color and adlust light and 
dark values, ci'.: 	ensity, and adcl texture. A computer- 
painting prograr. . .;s the user to paint realistic images 
an an electronic canvas. 

A special feature of these programs 1 lr:: lIese are like 
stackable canvasses, each holding part OL :e ulr.mL:e Image, 
lt is possible to work with each layer indepe 1 -tly or to work 
with groups of layers. When the combination of stacked images 
is complete, the iayers ran be iiattened into a single Image, 
and a blending tool ran be used to blend edges into one 

Image. 

r 
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Instead of creating original art from scratch on the computer, 
most artists start with a scanned image. A rough sketch or 
study can be made with a real pencil then scanned into the 
drawing or painting program. Digital painting tools then can 
draw over ehe scanned sketch. 

Photoshop File Edt Image Layer Setct Filter V 

-. 	. 
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Norman Rockwell's "Froni Concord toTranquility" (1973) 



Visual Storytelling 
Prehistoric artists were storvtellers first, artists second. 
Their painti:gs 	carvings on the walls of caves 
and cliffiz 	oniv ciues we have about how 
thev sav 	: 

1..':s artists draw and paint pictures to teil 
storcs 	'.it ho.v :hev see the 	v::1d, too. In 1973, m 

Rockwc-i---regarded bv ;:anv as one of 
America's finest artists—pa:c-i the pic::2 cailed 
"From Co::cord to Tranquili:;.  

i •!r. Arneri.an Revol 	 .aciiusetts, 
the moLi 	:da .............. 	ae<ge technoiogy 

represented by astronaL 	\ 	rnlstrong in his space suit 
!Nouce [:c..v oc.:ii nas orzi:;zci tnis pa::ig. Lveryone 
is facing :i:e san.-1 iirection a::. suting the »nerican flag. 

nd of mood does this paing express? What do you 
thin :he artist is telling you about his world? How does this 
painting affect you? 

Regardless of whether you paint in a realistic style like 
Rockwell or an abstract style in which nothing looks 

real, your picture must have three parts: 

1. Subject—.people, objects, and landscapes 

2. Content—the story, expressed as mood and message 

3. Composition—the ordered arrangement of the 

elements of art to reinforce the content 

One of the options for requirernent 5 is to teil a story with a 
;c:ure or pictures, or with a 3-1) rendering. To do that, you must 

at the beginnng—not the "once 'ton a time" heninning, 
at the bec::;±.c;  of vour idea. Yc. have to have 	.iea to 

have a s:o'. 
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cxjress Are yci 	tor 
on;;; ::;;- •. 	:. ..;:;L:. 	 At:x.: us a:..; .jving 

about drawing a picture o: :;ur 
dog wa::g at your bed:;rn windc.: .v ith one of your caps 
in her moüft You '.s:w s;:oo1 s Street 
heiov vour ;;idow. 	 tha: 	.c :cribe a 
storv and express a rnood. The viewer doesn't know the actual 

fillsiti: 	:.: 	•.:. 

the . 	the storv is complete. 
Once vou 11:;w; : hat vour mood or mc:..: :5, von 

dectd wh 	co will he—perhaps 	7 	of k;„-' ,z 

	

e of •:::r messv 	a c:site 
by the lake. 	::au have to consLr 1mw to organize all the 

..;;s, values. ss am: :.:::..:: 	.......‚ 

	

:—to c.;tforce the 	or 	. ‚.;... ;. i 	:cio1es 
of 	too. But dont get overw;A 	 what v.;:: :s 
to communicate your 

Make a viewfinder to help you frame your story. 

Step 1 —Cut two pieces of cardboard into L shapes according to the 

dimensions in the illustration. 

Step 2—Hold the cardboard strips in front of you and adjust the two 

L-shapes to make frames of different sizes and shapes around a scene 
you want to draw.You might even get an idea for a picture by moving 
the frames around a room or outdoors. 

Step 3—When you frame a view that pleases you, make a quick pencil 

sketch of the cropped view so you can begin your composition. 

1. 
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Telling a 2-D Story 
'öu hav 	iie optior 	tellir.r 	 :: 	:: 	::rures. 
lt von ce o dr 	a coc::: s::. ..- .........: h- :..... ......II the 
sorv. Dont .:st illustrate a .:. ::: : ::::i :-.::: :: 1:-: he 
vords in the haikons over the characrers 1. :. J  teil the whole 

stom U :n1v die words that i. :'-: explain mc action or erno-
tions th:.: te drawin2s show. 

\bu are not liir..::-::1 bv am -  format or n:::.um. 11 vou 
choose to illustr: 	cmiv : :ok. a comic strip. or a series 
of reiated painnis .: di 	ead. 

This diorama ja an exarnpa a 30 rendering. lt you make your c.' n diorama, 

youilcreate scm-atning L asad onthestoryyouwantto teil. Forts kndFofproject 
you will need some basic materials: a shoebox (or something similar), glue or tape, 
paint media, papet and scissors. Gather other materials around your house or from 
nature as needed. 

TeHing a 3-D Story 
would prei-,  o teil a sloiv i. a thre.imeionaI rrnat 

in st:: ofcreati:c .: :::rure. vo.: ::.n dc z : in a::: vav 
choose. s..... could make a mixed-media collage, mobile. scuip-
rure, Uit, or whatever vou can dream up. 
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Functional Art 
and Design 
\!anvp:: 	ant- 	 and, 

vall 	a tab; 	; Jon't realize 
riv evervdav (ibiec-is are an. :—created to be usefuL \ 

ihm ......a herne irnprovernem store and look at aH 
snk iaucets for sale. And doorknohs. And rlding lawn rucuvers 
All ftose products have been creared bv designers—neople 

2.-  arzforT:::rl 

Design for Use 
Ore of the options 	requirernent 5 gives von mc opportunliv 
mc design sornethin: eful and heaumifui. 1-lave von ever heen 

von were trt'in: :: dc sornething and wondered 
wnv no ene isas invenmedSomeltung zo make vouir task easlcrl 
Vei now is vo:r chance to design sornemhing thom makes Lfe 

saler ...: 	srneliing 
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Lessavv:::: :.snabea  

mieage 	auss- : 	:: 	.0w  

f(-b -,  an e::1 	---i a 	::  
is too bw to;-  ihai 'erson o get in or out. If von rede- 
signd..............neIdervpersonitw 	.. 

hih to ri: :.:: -.:ieae. Mavbe von cou]d  

but:: .. ..........::.:.Loappe: 	a 
-who von:: 	:s:n 	wan::s.s:........... :i: 	s::::o;rn -  --- 	 . 

caf 	se von ha 	. ........ein the 
eno 	. ..:::. i, 	-oL,  a.so know w 	von are . -.::n 
go;:.: : ::.: :et in 	our rromouona; pece. \ou want peo- 

f 	f an ad fc: :. biIIboar 	ak:. 	am::: 	Bin vc.:  

.:s;gntheadi. 	.::::::t::voungu:::.:.....:: ivan::: 
drii: .ssotheycan 

.... 	 ............... 	 . 	 .. 	 . 	 . 	 .‚.. 

::1:ruurig ....riv 	our :s . .............ne useo. 
e 	g: -. ::ocess by sketchi::: .::s:s and mak- 

ng rtcrts 	..)raw diurnhnail Sketches or vOur des;gn 
from dLs: mit angles and show wavs t mioht be used. 
\Vhois::.:igtouseitDev.useer .... : 
leni.: 	If so. 	::::-.: die 

je!a je]. Ther: 	sate 
;ict p  :: von: ds:::v 

Vour pr::::: - ::: ::al piece can he as an 
artnouncemc:::. fiben or pos :er. :: : be more corn- 

hke 	Dlded mailing pic:: . use vour imagi- 
nadn and die tnfo::::::.:::: von hav: :arned about 
what inakes good 

stepher~s maZiflg 

"Care-ftee" oWeriflg Pols 

are \W in Full BloOm! 

NEVER NEEDSWANG!!. 

CALL 123 4578 
TOpLACEYOUR ORDER 

From a sketch to the finished 
produet designing a functional 
piece of art lets you use your 
imagination and talent. 
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Design for Identity 
A logo is an ide:: ........::: s'mbe de;gne 10 ::.e eQpe rec::- 

 ucT 	t;::e tev see :. Tfte Bo 

ts of  

.....JrnavdegnaI1c3Te3 

1 :::: for  

ft)o:aser 	.- 	spe::da:o;rnenngtodeer- 

mine w1 	:. 	: 	3U1 3 cc ian: or 3 -0 	Z, a 

ihev •. . : :::: - 10 : -: a n:es.Sae -.ha t  5015 ±0 

comnanv or produci apart fron .s roeon. Then :liev 

rrand?e ±e wr:ten in:: .- logo :o :se : ervti:ng 

vou 'ooll :: ::-. BSA logo, hat da  

vou kcc vhT ±0 desgre: com±ned fiejrde-Iis. eac, 

±ied. aId [WO fie-0itited a5 

Für  

design eements [na: contmun.ca:e ±0 T055300. Be prepared 

tc' evnian :I:e s:gmdcance of :iiose 	 10 car coLnse:o:. 

F . ...............: ..rawmgs vi .......11 cela: and de:as 

After von i -.:•. - c- iesigned vc ....- cgo. v01 mas: 	I-•1  1: 

:o Sccv a4ui:i::en:, rt±ure. rrtcs 0: ;ahrc. hcw 

voa a:: ::bout Iliz de. -  . -,d< mainv on v.ha: ±e a±ce s 

.1 :s a pi000 01 	 ou C3U 5 ::v trace 

:ne ies:gn where veu want :c 3702Iy il 3± rt[efl fa11 

±e logc on ±e :race design. if van wanz Ic' ont vorn 

Ir 

id use the scree-pfr::ing proce 

appv veur .:: n::zJ .- 	how 

men: badge pamg'her. 

k 	Vi.: z 	:u ahontthis 

vo:ir 30:31v :a 
1 

03r35ameth:nE. 

Applying a logo to a useful item is 
an easy way to show off your art. 
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Art Shows and Spaces 
Looking at a piece of art 

In a book er on the Internet 

is like Icoking at 8 travel 

brochure. 

You can't reay appre- 

ciate the art or the exohc 

Island undl you see lt in 

person.Thats why you 

raust visit a museum, art 

gallery, er special art 

exhibtt tu experience the 

artYou might be surprisecl 

tu find out that a portrait 

you'd seen in an art book 

and thouqht was about 

3 feet high is actually more 

than 7 feet high. Or that a 

painting of what !ooked 

ike a huge hrown square 

on your computer monitor 

actua 1 ly h asma ny !ayered 

colors that saum tu blend 

into a solid color. 

At a museurn—or, 

perhaps, at a gallery or special exhibit—you'fl have a 

chance tu see art created hy many artists,You can corn-

pare the ways they used the elements of art and applied 

the princples of design tu different compositions. Is 

there 8 specific painting you like the most, er a particu-

lar style you prefer? 

Try tu arrange a visit tu an artist's studio.TaIk tu 

the artist, if possihle, ahuut the work and the medla and 

toois used. Find out how the artist solved design prob 

!ems.Think about how you might apply what you've 

ca med tu your own artwurk, Discuss your experience 

with your counseior. 
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Careers in the 
Visual Arts 
Sowie veople create art 	the pure CV of doing so. Thev have 
a pass..)n for commur1icang their ceas and emotions thronh 
paint, m;1-- cl, wood, film, or other mcca—regardiess of cche:her 
or not thev get :. Most mc artists—painters, scuiptors, 
ccntmakers, phc ccc c; cc.z_v:ork alone in private scces. Some 

to get comnvssc•vs c ::e<e a pieCe of art bv ev:erng corn- 
petitions open to other 	Many sign contracts with art gal- 

: repccs entand sc 	wor from solo shcvs or group 
ex.:.c::ons. CE-:tin 	tis:s esabiish 	ceputation fo 	specia! 
:ec::icue oc: ac:v...:.cc style the'.'.'e devel ce; .ven 
happens, private cc ccors, corporate buyers, gailery owners, 
and museum cwatc: come to the arttst with financial 
opportunities. Gene:atv. h3wever, fine a:csts prefer to spend 
their tirne making art rather than marketing their art to seil. 
Conecev:'.. 'avrit of self-emplc'.e:d fine ars:s have 
a di 	 .:co:vng themseives s::ctly frorn ;e saie 
of their pieces. 	c:c-v iave to suc:cevent their income 
thrc•ce: other avenues. 

Corvrercia! 	s--vs::ctc -s, 
graphic csgnei. cc 	::ss.cc-c sketch 
artists, for example—can find work in 
aost evex area of ac:ivitv, includtvc 
:rci:ufaccc:ine. ente::ccnment, publ.-h- 	________ 
ing adeiu' 	education go ernment 

	

"ev '.vaet te sketch criminal 	-. 
susec:s, desec:'. C) cccccccs. 	.cstrate chil- 	 / 
dren's book . :cc:eap Computer garne art, 
ord:c.';renc.e::vgsofh'.!vtcicars,vou 
mus:cevelc;' 	skills, :ain, studv, 
and learn the business of art. 

A commission is 

an agreementto 

produce a work of 

art as described 

for a specific 

place in exchange 

for a certain 

amount of money. 



Education and Training 
An artist who makes art for person 	.easure does not 
get trair. !'.:t if vc': wan 	oareei io 	c visual ats. 
need sc::e ::::nal Icss.ns. 	talent •.trtists cc:.: 
the san -.. 	so companies can 	their 

ho l.:':' exc'I :-nt 
dra :ter" of 	kno 

Coes ar 	 c-::» 	:c-:e:r programs 
that ieau to the :.-ii Ot juiC a ..- 	- fine I.ts 

degrees. In add-:: the core cousss i::..'i: a all :iior 
areas of stud', these programs include art histo:; and studio 
art ciasses. 

A portfolio is a collection of samples of the artist's 
best work. Many art and design schools expect to see 

a portfolio and evaluate the student's talent and quality 

of work before they decide whether to accept hirn or 

her into the arts program. Every year, various schools 

host a "portfolio day" so young artists can review their 

portfolios with representatives frorn many different 

art schools. 

Independent schools of art and design offer two-year pro- 
of art or bachelor c 

e::ihasize studio work an 
ing 	: -‚::::e: gr.::cs progr::s and computer-aided design 
anc 

C.:. 	eers .2 . . .e srecial knowledge and coursework. 
:Ie, rr.:s have ar:s:c ability as 

weil as spe::c knowiedge about li;::g org::......:.:‚ human 

tha: c.r: ::c.ude a fo:::r :'.ch. .r's  
and premedical courses. A master's :cgree in medical i :tra-
tion is recommended. 

Anvone who wants to 'each i in nuh!ic schools must 
hav:: bac::r's degree as ...........::*:: certificate. 
A r:: s:er o - :: - e ar:s ?gree is requrc: for a permanent or 
full-time teaching position at the coiiege level. 
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You can get hands-on training working for an artist as an 
apprentice, or assistant. No matter vhat tasks you are assigned 
to do, you vi1i team something about art just from being in 
that environment and observing the artist at work. 

To find out more abaut -t2CtftC careers in the visual arts, 
refer tu the resources secton. Taik ro vour guidance counselor 
at school about the training and education requirements for 
those careers that interest you and find out about good art 
schools. If yoii have a chance to meet sorne ai'tists white voure 
working on this merk badge, ask thern how ihey got started. 
Then share with your merit badge counselor what you learned. 
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Art Resources 
Scouting Literature 

Digital Photo Magie; Architecture, 
Basken)', C'ornmunw(ilion, i.)rafnug, 
c;rapfic Arts, Leathi'rwork, A'iodet 
Design e'ni liduig. P/otography, 
Pottery, Sculpture, Theater, and Wood 
Caruing rnerit badge pamphlets 

Visit the Boy Scouts of America's 
official retail website at 
http://www.scoutstufforg  for a 
complete listing of all merit badge 
pamphlets and other helpful 
Scouting materials and supplies. 

Art History 

Cumming, Robert. Great Artists: 
Lives of 50 Pain:er 

t:niored Througliz 	Work. 
11K Publishing, 1998. 

Gornbrich, E.H. The Story of Art, 16th 
cd. Phaidon Press, 1995. 

Hesk'wood, Juliet. The History of 
%'stern Pcünting: A Young Person's 
Guide. Raintree Steck-Vaughn 
Publishers, 1995. 

Traditional Media 

Capitolo, Robert, and Ken Schwab. 
Drawing Course 101. Sterling, 2005. 

Creevy, Bil!. The Pastel Book: 
Materials and 7'ci?7dqu.es for Today's 
Artist, 2nd cd. WatoiiGuntill 
Publications, 1999. 

Edwards, Betty. Drawing on the 
Right Side of the Brain, 4th cd. 
Tarcher, 2012. 

Guptill, Arthur L. Renderirig in 
Pen and luk. Watson-Cuptill 
Publications, 1997. 

Janson, Klaus. The DC Comics Guide to 
Pencdhfrzg Comics. Watson-Guptill 
Pubicauons, 2002. 

Johnson, Cathy. Painting Watercolors 
(First Swps Series). North Light 
Books, 1995. 

MacKenzie, Gordon. The WatL'l -o!onst's 
Esential Nrevook. Norrh 1.igio 
Books, 2000. 

MacPherson, Kevin D. Fill Your 0/1 
Paiuings V/ith Light and Color. 
North Light Books, 2000. 

Parramon's Editorial Team, cd. All 
About Techniques in Oil. Barron's 
Educational Series, 2007. 

Shi'aks, Barclay. The Aciics Book: 
Materials and Techdr'nes for 
Toanes Artist. Wate -Guntill 
Publications, 2000. 

Thomas, Gregory, and Earl A. Powell. 
How to Desiryi f.ogos. S'.unho's.nnd 
Icons: 24 h t('rnc2!una/;y ReIn V?200 

Studios Reveal Don' 'I'hey Deuelop 
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7iadcmarks for Print und New 
Media. 110w Design Books. 2003 

Computer Graphics 

Ashford, Janet. Tie Ans und 
:1 'rupurc'r. Usirig Your 

(Tornpun'r as an Artist's Tool. 
Peachpit Press, 2001 

Hartas, Leo. 1--ion' to Draw und Seil 
L)ig'tal 

 
Cartoons. IJarron's 

Educational Series, 2004. 

Pardew, Les. Garne Art for 7ens, 2nd 
ed. Course Technology PTR, 2005. 

Pollard, Jann Lawrence, and Jerry 
James Little. CrL'ative Computer 
Tools for Artists: Using So/marc to 
LJ•' 'elop Drau'iitgs und T'aintings. 
Watson-Guptill Publications, 2001. 

Schminke, Karin. Domthv Simpson 
Krause, and Iionnv Pierce Lhotka. 
Digital Art Studio: Techniques for 
Ccnnhiniu.g Tnkc't Pnin tiug VVith 

rt 2latenuls. \'Vatson- 
Guptill Publications, 2004. 

Organizations and Websites 
Bureau of Labor Statistics-
Occupational Outlook Handbook 
Website: http://www.bls.gov/ooh/  

National Association of Schools 
of Art and Design 

220 Roger Bacon Drive, Suite 21 
Resion, VA 20190-5248 
ft'iephone: 703-437-0700 
Wehsite: http://nasad.arts-accredit.org/ 

National Portfolio Day Association 
Website: http://www.portfolioday.net  
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MERIT BADGE LIBRARY 
Though intended as an aid to Boy Scouts, \Iarsty Scs. 2nd qualified Venturers and 

Sea Scouts in meeting rie.t badge requ rere:s 	.se namphlets are of general 

interes and are - ade avaiiabe by man so:: s 	:iblic libraries. The latest 

revisc. date of eaot pamphle: - ight not corr i::n .. 	:he copyright date shown 

below, because this 	s correced only once a year. in January. Any number of merit 

badge Pamphlets ma oe revisec throughout the year; others are simply reprinted until 

a revisio cecomes necessary. 
fa Sco..t has already started working on a merit badge weS 2 'ew edition for that 

pamphlet s orcduced. .e .«- ay cc'ttinue c use the saie mer.' baige oamphlet to earn 
the badce nd filfill the reqLiirernents tnerein. In other words, the Scout need not start 
ove- au ith the new pamphlet and possibly revised requirements. 

Merit Badge Pamphlet Year 
Am 
	

2002 
A'oncan 
	

25 
25 

‚‚.T.encan 
	

2026 
Ammal Sc 
	

2006 
Archaeoc;, 	 2006 
ArC -2 
	

2004 
Arcti sz.ire and 

Landscape Archtecture 2:0 
Art 26 
Astronomy 
Athtetcs 
Automotive Mantenance 
Avaton 
Backpactong 

<etry 
	

2003 
B - Study 
	

200z- 
13..: ing (See Music) 

2005 
Cance 
Cher- 
Chess 
Cine - 	:aiiy 

2005 
o in the Nation 2005 

World 

Com Coilecting 
Colections 
Ci-munication 
	

29 
Cposile Matenais 
Computers 
	

2 009 

Cookmg 
	

2007 
Crime °'eventmn 
	

2005 
Cyct 
	

2003 
Dent -. 	 2006 
Disabilties Awareness 
Dog Care 
	

2 
0ing 
13 s:ncity 
	

24 
13 ecironcs 
	

2:04 
Eergency Preparedness 2.2 

0v  

Merit Badge Pamphlet 
EnvirosSc 
Famy Lite 
Farm Mechancs 
Fngerprmtmg 
Fire Safety 
First lud 
Frsh and W3dhfe 

Management 
Fishing 
Fly-Fishing 

eneamgy 
I3eocachmg 
Oeology 
308 
3raphc Arts 
Hiking 
Home Repars 

.iuufflaSm 
Kayakmg 
Ladscaoe Architecture 

ass .0c itecture) 

.eathe :s 
Jtesa 

S - jdy 

Mesav 
Model 	in and Bwlding 
Motortc 
Musc ai 13..: 19 
Nature 
Nucle 
Ocean::i - ; 
Orientes-
Paintir: 

3 

PC 	s13ment 
Ps 

p 

Merit Badge Pamphlet 
Pls 
Plumbing 
Pottery 
PubIc Health 
Public Speatong 
PuIp and Paper 
Radio 
RaIroading 
Reading 
Reptile and 

Amphibian Study 
Rifle Shooting 
Robot,cs 
Rowing 
8sf ety 
Stelesms -  o 
S:holarsnp 
S;outing Hentage 
Suba Divino 
5ulptws 
Ssarcha iescue 
Shotgun Shooting 
Skabng 
S-,aU-Bcis Sa13ng 
S 0W Spcs 
Scil artd vater 

Otonservation 
Siace Exploration 

Cotecting 
Surveying 
Swimming 

Trah,c Satety 
Truck Transpc-s: in 
Vetennary Mec.c.e 
Water Sports 
Weather 
Welding 
Whitewater 
Wldern€ss 5.. 
Wood Ca- - 
Woodwors 

Vear 

2005 
2008 
2003 
2004 
2007 

2004 
2009 
2009 
2:: 

2005 
2010 
2005 
2002 
2006 
2007 
2009 
2010 
2008 
2008 
2010 
2006 
2012 

2003 

2003 
2009 
2007 
2010 
2008 
2003 
2003 
2010 
2009 
2003 
2008 
2006 
2003 
2003 
2013 
2006 

Year 
2005 
2004 
2008 
2005 
2013 
2006 
2008 
2003 
2003 

2005 
2001 
2011 
2006 
2006 
2003 
2004 
2010 
2009 
2007 
2012 
2005 
2005 
2004 
2007 

2004 
2004 
2006 
2007 
2004 
2008 
2003 
2005 
2006 
2:05 
2005 
2007 
2006 
2012 
2005 
2007 
2006 
2011 
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