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Many teachers recognise the usefulness of simple draw-
ings in their teaching. Drawings have many advantages:
they are quick to do; their content can be determined
exactly by you, the teacher; they are easy to reproduce.
But many teachers think they cannot draw! Or if they can
draw they feel they have not got enough time.

This book is based on years of enjoyable experience
gained in helping teachers to learn how to draw. It con-
tains a careful introduction to drawing and over one
thousand drawings for teachers to copy.

Who might use this book?

The main users of this book will be language teachers.
However, teachers of other subjects and indeed anyone
whose job involves communication will find this material
relevant. I have met speech therapists, sociologists, youth
leaders, yoga teachers as well as teachers of history,
geography and economics who all make use of simple
representations.

The organisation of the book and the selection of language
items

The sections, topics and language items in this book are
based on the Threshold Level, a document produced by
the Council of Europe for language syllabus designers.
I have also referred to the Cambridge English Lexicon.

Language is enormously rich. A word can have many
meanings depending on context. I have had to be selective
and have often only been able to illustrate one of several
possible meanings. I have omitted concepts that are
impossible to represent pictorially and language items
which are relatively infrequent, i.e. within stages 5 or 6 of
the Cambridge English Lexicon.

Ambiguity

Of course, pictures are ambiguous, thanks to the variety
of human minds and experiences. In the early days of
audio-visual language teaching, every picture was ex-
amined for its ambiguity and all were found ‘guilty’.
However, there is an increasing awareness today of the
way people respond to and interpret information. Above
all we realise that objects, actions and words gain meaning
through their association with other information. An
object in isolation can itself be ambiguous. Is a cow a
religious object, a dangerous animal or a source of milk?
A word can mean different things according to time,
place, cultural context, people concerned and so on. A
picture usually contributes to understanding by being a
part of a context. It is not surprising that a picture con-
sidered in isolation is often found to be ambiguous. See
section 6 (pages 119-123). for further discussion on the

teaching of meaning through pictures.

Pictorial language

It has often been stated that people who are not familiar
with the conventions of pictorial language are unable to
interpret a picture adequately. However, it is my con-
tention that these conventions have gained a universality
in recent years due to large scale printing and an increased
flow of information, making pictures such as the ones in
this book more accessible worldwide.

Are simple drawings insensitive and a threat to artistic
vision?

Teachers of art and others concerned with the develop-
ment of their students’ artistic vision are often critical of
teachers who make use of crude symbols. However, the
fault lies, not in the notion of simple drawings, but in the
use of crude generalisations and clichés . . . and these can
also be found in speech. I hope you will feel that the
majority of ideas given for drawing in this book are not
based on a closed system but on the development of a
sensitive awareness of forms in life.

Using pictures in language teaching

Traditionally, pictures have been used for description or
for illustrating a recorded dialogue. In recent years, how-
ever, there has been an emphasis on the communicative
use of language. Pictures are very useful in this respect.
They provide references to which the learner can make a
personal response, such as expressing likes or dislikes.

Group work is essential if communicative competence
is the ain.. ['here is no alternative if each learner is to have
the opportunity to try to use the language he or she has
learned. Pictures provide a focus for this essential activity.

This is only a brief look at the role of pictures in language
teaching. Further ideas for using pictures are given in
Section 6.



1 How to draw

In the first section I have reproduced the way
in which I help people to draw more effectively.
The level is higher than you need for copying
the drawings in this book. However, I have
decided to put it at the beginning of the book
because you need basic help even for copying.
Essentially, in order to copy (i.e. without
photocopying!) you must:
1 judge proportions (is a line is longer or shorter
than another, or a shape thicker or thinner);
2 judge the angle of the lines (whether they are
lines or the edges of shapes).
These are the main things. However, it will
also help you to study how I draw solid people.
When you learn my approach you will be able
to copy my solid people much more easily.
Similarly with the settings: when you learn
how I have avoided using perspective, you
will be able to copy them much more easily.
So, please, even if you are only going to copy
the pictures in this book (and not produce your

own), do look through this first section.
Thanks.

Materials and techniques
Card or paper

Teachers’ flash cards should certainly be on
card and not paper. Card lasts longer and is
easier to handle. For pupils it may be as cheap
to use duplicated sheets rather than card. In
Britain it is possible to get cheap or free offcuts
of paper and card from printing houses.

Adhesives

Sometimes you may want to stick thin paper to

card. You can:

1 use a rubber based glue which does not
wrinkle the paper. Professional designers do
this.

2 use a paste. If you use a paste put it on the
thin paper and leave the paper to expand for
some time before putting it onto the card.

Photocopying

1 Don’t go to the edge of your paper.

2 Don’t use larger areas of black than your
machine can reproduce. _

3 If you stick smaller pieces of paper down so
that the levels are different put typist’s white
opaque along the edges to remove the shad-
owed line.

Grids

To give a sense of organisation to your text and
pictures arrange them within a frame and align
their edges. A frame (in British English - a
‘grid’) may be made of one, two or even more
columns.

Tracing

If your top piece of paper is too thick for you to
see the image clearly put them both against a
window pane and copy it like that.

How big?

Letters should be about two cms high. But
guiding rules like this are not very useful. Try a

sample — see what it looks like from the back of
the class.

Colour

It is so tempting to use lots of bright colours in
order to please the students. Much better to
choose colours for other purposes:

1 to make an object more recognisable if the
shape is rather ordinary, for example, an
orange;

2 to direct attention to something, particularly
if it is small within a picture, for example,
one person giving another a present. The
people could be drawn in black line and the
present in a colour;

3 expressive or decorative reasons for using
colour are probably less important for
the language teacher making his/her own
pictures.



How to draw

stickpeople

— no necks, no shoulders

- — no hips, no hands

Amazing facts about the human body

The head and body are equal in length to the length of the legs.
The arms are as long as the body.

More amazing facts

\q Don't bother with hands
k‘( undess ym woank him

AG-OF DOIAE, . 4 €lbows are halfway
o hdld someth o Rl down the arms and

point backwards
—» knees are halfway

down the legs and

point forwards

| don't like these shckmen,
(&)

~ //Q/

. P

The flicky style is distracting and even hard to ‘read’ especially if there is a
background.




How to draw

stickpeople

We can only interpret a stickman’s actions The ‘real’ people you must copy could be
if he has the essential features of a ‘real’ you (yourself, acting out the position and
person: so you must copy real people’s copying each bit, starting with the body)
actions. Don'’t try to draw from memory or a friend or someone in a photo.

until you are more confident.

4(\? If ym ov yowr friend are achng owt o pc.:sihm,ﬂ\em
dose the curtauns and lock the door n tase yom are
looked wpon and judyed cruzy !

Here are some actions to copy. Study the

angles of the body, then the arms and legs.
Judge the angles of each bit by comparing
it with either a vertical or a horizonal line.




How to draw

stickpeople

Copy these drawings. Start with the body.

Y. 41

%

Start with the chair, then do the body.

Make drawings from these photographs, stick by stick. Start with the body.
Compare the angles with vertical and horizontal lines.

Rle




How to draw

stickpeople

Note. noses show whwdh wan the
Characters g Person 1s looking.
Balance Two ballek danwr 13 fuﬂmg He can't pick
over because her weigie up the box .
15 net over her foot. becaunse s foo

Draw furniture, cycles first.

Two thicknesses of line (and/or colour)

make the drawing less confusing. - /// 8
//I 7




How to draw

boxpeople

Box people are useful because they have
character and can be seen more easily than
stick people in a complicated picture.

The vibad achon of the bxman 15 achieved exackly like thak
of o stickman. However, stat with the bOd.y-.
Whot sot of body do you want to gwe him ?

Choose one ."

Bl INaYa

Drow bhe body fust. Then draw stickmen lumbs un the achon
you wank. Drow the twmbs from the corners of the box.




How to draw

boxpeople

Now draws w (mes representing the other sdle of the umbs.
These nes shoudd not imitate subtle FUds of cloth etc.

Draw wn the feek as thangles. Don't tn) to represent real shoes;
W > oo difficudt and not wevth the effort.
Dramw wm tihe heads and. hands .

@

Now the patterns, tones and textures can go .




How to draw

boxpeople

Here are some move boxmen all drawn v the same stuges as
outlned above. No how Uies ‘disappear’ behind bodies
or dther lumbs.

- e & Jadte

;5%4

\\\

Most of the dramings . ts book ave of shckpesple becautse
they are fast o do. Howw you cam make anuy of them sslud
by the techmgme gwen heve.

10



How to draw

faces

Ay rugh crde will do for a fae, particulady If ik s
wreguiar and bwmpy !

OO0

Put n the eyes and. nose fiirst: they don't show expression
w sumple draw wng.

OOEQ

Yow hawe three ines feft, one for the mouth and two for the oyebrws .
With these lines an extraordunany munber of expressions can be
made . However, as w Ufe, the fauad expressions yon make wild
remomn ambiguous. Fauad expressions contributc to meanwy
together with other body commumcation, verbad comrmnication,
settwg and the percecver’s expectakions eke.

It 15 almost impossible to draw an expressionless fuce !
Try . '

High eyebrows = Low eyebrows Angled eyebrows
show surprise. show concentration. show pain.

11



How to draw

faces

C}eﬂl}g sadder !

- -
~ —
Vs N

The eyebrows rise The eyebrowsare  Eyebrows still more Now the head is

in the centre. There now slightly concave and further back. The brows
must be a gap concave — this gives apart. The mouth, are nearer the
between them or he that look of pain. down-turned, is eyes dueto the
will look too The mouth isnow  weakly down more concentration
determined. The longer and weaker on one side. of the outburst.
mouth turns down. and further down. The mouth must

turn down.

Gettmg more swpnsed !

@ \0
)

Arching eyebrows. High eyebrows, not High eyebrows.  Surprised horror.
Small mouth, in this too close together. ~ Small eyes, rather Bulging eyes.

case very slightly Slightly larger eyes. intense. Small Tiny mouth.
upwards, givinga  Mouth shows hint  down-turned
hint of pleasure. of pleasure in the mouth.

surprise.

12




How to draw

faces

qeap)g happier all the twme !

The eyebrows rise The eyebrows are The distance Now the head goes

and curve. not only high and between the back (you show this

The mouth begins rounded butare  eyebrows is so by placing all the

to curve upwards. now further apart. important for that' features higher on
The mouth, of simple open smile. the face). The eyes
course, is now a close. The mouth
fuller smile. opens.

Geﬁﬁ«g grummer !

BIGE]e)

This faceis - The eyebrows are The eyebrows now One eyebrow rests
surprised, almost ~ now nearer to the touch theeyes. They ontheeye: the
sad! The eyebrows eyes and nearer to nearly meetandthey other has flown

are rather high. The the centre. The tip downwards upwards. There
mouth looks a little mouth is bunched towards the centre. is a compressed
weak — perhaps and a little nearer fold of skin
because it is rather the nose. between the
low. eyebrows. Note

the corner of the
mouth is down.

13



How to draw

faces

Here are more faces showing how the positions and shape
of the three lines can produce many expressions. Note the
combination of angry eyebrows with a smiling mouth.

Note : younger people the features are (ower down theface .

Plus a few more nes !

14
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How to draw

faces

How to make more individual faces

Haw, different eyes, clothe s, make all the difference ;




How to draw

caricatures

Essentially caricature means exaggeration.

[f someone has a squarish head it is made
square. If he has a longish pointed nose it
is drawn very long and very pointed.
Position cf features: if the eyes are near the
top of the head they are drawn at the top of
the head.

A real test of a caricature is if you can
redraw it from memory. For people with
poor visual memories this means being
able to remember the appearance of the
caricature in words.

Try it with the caricatures drawn above.
Look at them for a few moments, describe
them to yourself, and then, remembering
this verbal description, try to draw them
from memory.

16




How to draw

caricatures

es
ajar 0" ememer

=804
AV D )))ﬂ




How to draw

caricatures

pear head
eyebrows small and ok tsp of head

eyes by and dark

nose beguas st tep oF head
and echoes shape of head

mowuth smadh

pear bodry smadler than head
shck armas

legs & Witle longer than head
lgg; close together

A N small tnangwlar feet
walking sitting/eating cycling running picking

e N o

seeing ghosts pointing carrying sitting lying in bed

18



How to draw

caricatures

a (ucky charm. shot haur; he rejeds the
He wears k& ak all bmes. long ha styla.
ewen w bed.

by ears and eyes, he likes to
know every th@ that 15 h“PP"W‘
sly smue '

big) dun,; he likes to think he
Looks bswgh.

Pou"\tuhg; he Wkes

tellwg people
hal b .

money, but net too much,

he 1s sanvung s maoney to buy
A fast car.

large. boots,; he 15 rather rsugh
with other pesple and s “hools
symbdUse this characteristic.

Having invented a caricature like this, ask the students
to suggest the kind of characteristics given here.

To show he can do things

playing riding a motorcycle drinking

19



How to draw
caricatures
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How to draw

caricatures




How to draw

caricatures




How to draw

caricatures

23



How to draw

animals and objects

If you want to draw from a real object or a
photograph of it, there are, basically, two
things to think of: first of all, the
proportions of the basic shape(s) and
secondly the angles of the edges of the
shape.

Basic shape of objeds

IF you wank to make a drawwg of a car, fwst of ald fv('bt

ito & very basic shape like a redangle. Get the rectangle correct *
Istk too fak 7 Make tk slimmer ! Is b too slum ? Make ik fatter!
These are the ondy two queshons to answer at this stuge .

Angles of the edyes of the shape .
When you have got the poportion of- the mawn redangle correct,
look for itmpotunt mremal shapes and get the angles correct.

Now yow have got the maw propetions and shapes correck
you tmn add the few essemtial detaids wmch wld onfirm to the
viewer that & is a canr.

P A i

So=—=0c~

24



How to draw

animals and objects

Exactly the same approach can be applied to any objective
drawing you do.

2/’?16 box Can

1 be removad
ond ¢ few
cwrver Puk’ .

KN

‘s

7+

25



How to draw

animals and objects

Here are more examples
of how to find basic
shapes in a variety of
creatures.

Once you have this
basic shape you can
put in a few important
curves and details.

Nole: |prefer t0 fnd a redangle
as a basic shape.

It 0 mmoh easier 10 judge the
proporbions of a redrangle or a
triangle than a curcle orovad.

Teu B fand oo reefoungle fov s
ans :

726



How to draw

animals and objects

There are many animals and objects drawn
in this book which you may wish to copy.

On these two pages (pages 27-23)
you will see how | made the fnal
drawing s anat how yom wan

wyy them.

27



How to draw

animals and objects

i
:
i

@
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How to draw

scenes and objects

and avoid perspective

The idea of concentrating on basic shapes and their
proportions together with the angles of the main sides
can be used for anything. You do not need to know about
perspective if you can copy shapes and angles!

ﬂ;’ed*y“iﬁi

-1
Pavement wilk e
Vertical Sicte of kx
Pictire.

Although the first aim of this book is to give you drawings
to copy, you will still need these basic approaches to get
your copying right.

29



How to draw

scenes and objects

and avoid perspective

Avoid all perspective drawing if at all On the right nearly all the lines of the
possible. Draw buildings and similar furniture and the buildings are either
objects face-on rather than going away from  vertical or horizontal. Also note that the
you. It is nearly always possible! Compare chairs, the table and the people’s feet are
the drawings below. On the left are some  on the ground line.

typical attempts to draw perspective. On

the right is the easy and effective solution.

X S

Here are two more. There are many more
in the section on settings.




How to draw

scenes and objects

Of course, when you draw something ‘flat
on’, without perspective, you must still
make decisions. You must decide which
view to take. Some objects are easier to

recognise from the front, some from the
side.

cpponol

Televisions are most easily recognised Chairs are most easily recognised from the
from the front. side.

From the frwt —

Il

Both are OK! __

A O

oo 0o [

-

mme—ae
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How to draw

special effects

32



How to draw

special etfects

33



How to draw

Materials and techniques

Thick and thin
Two thicknesses of
line used on the
same artwork look
very effective. On
the blackboard you

I

can use the point of
the chalk and the
side of it, e.g. note
the thin box and the

thick lines of text

and drawing.

Gestalt perception

Some of the principles of gestalt are useful
to the designer. The idea of grouping
information so that it has an obvious
connection is seen on this page.

Big and small

Any contrast

of shapes gives

a stimulating effect.

Similarity and proximity
Similarity of shape, of

tone, of colour or of

size all suggest a connection.

®.
*o¥
(o)

X
@

Square and round
Contrast of
roundness and of
squareness and of
angularity are
attractive because
of their variety.

Regularity and irregularity
Irregular shapes
contrast with
regular shapes in
an attractive way.

Dark and light

A line may not be
bold enough by
itself. Filled in
shapes have strength
by their contrast with
background.

It helps to group

the information

(gestalt).

34



2 Settings

When people say they cannot draw they often
mean they cannot draw things in perspective.
In fact, perspective (in the sense of parallel
lines converging to a vanishing point) is usually
unnecessary! Indeed, it is often clearer not to
use perspective and it is certainly much faster.
On page 36 | have drawn one of the pictures of
the street in perspective in order to demonstrate
that there is no particular gain.

If you draw flatly across the picture all the
lines on buildings will be either vertical or
horizontal. But avoid perspective even in the
case of objects like cars or even a brush! (See
pages 29-30).

Thick and thin lines

In a scene there are a lot of lines: this can be
confusing for the student. Of course, you can
use colour to identify one subject from another.
If you cannot use colour, as I cannot in this
book, you must use different thicknesses of
line. For example, draw all the stickpeople with
a thick line and the background with a thin line.

Another way of separating people away from
the background is to draw them as solid people
or boxmen. In the following section I have
used both stickpeople and boxpeople to show
what the effect looks like.

Lines which are sketchy and which do not
join up with other lines of the same object also
cause confusion.

All these points relate to the ‘gestalt’ theory
of visual perception, which argues that we
gather together visual information we think
belongs together.

For uses of settings by language teachers,
see Section 6, pages 119-123

35



