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INTRODUCTION

The Human Figure

There is no other vehicle so subife or so effective for
the expression of human thowghts and emctions as the
human figure.

The artiat wha has masferad drawing of the human
Tigure can call human personalities to life ar will, and
depict tha specific attiludes, actions, mood, and emations
which will best pxpress the situation he wanrs fo parray.
He tramsports the viewer o a world thal may be far
remaved from immediate experience, and enables him
to live, momentarily, an imaginary exisfence with
imagirary people. The great artizts are dramatists in paint,
wha can help their fellow men bridge the gap between
imagination and raality,

From previous attempts, you may have concluded that
drawing the figure is axfremely difficull, This Baak will
show you that it can be muech easier than you think.

But you must be willing to progress one step ol & time,
mastering wach step as you go along.

The chisf reason mast studentt have fraubls masiaring
the human figure is very simple: They want ta start
right off by drawing a fully clothed medel in a complicated
pose. They spend a great dea! of lime worrying aboul
details of features, arnatomy, and drapary. Thay try to
eapturs the exprassion on the medel’s face, ger a good
likeness, ard render lextyres convincingly. But in their
concern ahout these dietails they lose sll senae of
proportion, construction — and, mast of all, the salid
farm of the figure.

Tha soundest way 'o approach the prablem of drawing
tha human figure is to begin with a very clear canceps
of the basic form. The human body s nat a fwo-
dimensional symbol on a flat surface: nor is i1 8 paper
doll with such decarativa detalls as hair, eyes, teeth,
clothes, shoes, ofc., drawn on top of it. The human figure
is first and primarily a three-dimensional cbject, a gelid
gbject with bulk and waight It is as thres-dimensional
85 & piece of seylpture in wood, marble, ar bronze.

This solid form of the human body locks complex,

It is chviowsly not o single sphere or cube ar eylindar.

But when we examine it we discover that this complex
form is actually a combination of very simple forme
which anyone can draw . Onece you can draw thosa forms
well, vou will have no difeulty pulting them tegeather

to miake the total human farm.

This chapter will show you how 1o analyze the human
figure in terms of these simple, bawce forms. 1t will show
yau what the propartions of these individual Forms are,
in relation 1o the total faom. It will illustrate the methods
by which these individwa! forms are connected, and
demonstrate how the parts move. In ather werds, we
will explore the basic construction of the Nigure. Then you
will ba shown how to draw this basic human form in
any position, engaged in any kind of activity. Concentrate
on this Bagic form ligure until you can do anything you
want with it, Drow it in a3 many pesitions os pessible,
Lok for it in phetlographs of peeple, paintings, and sbove
all in the people you see arownd you.

In the fallewing chapters detsiled studies of aratomy
will be presented, examining the bene and muscia
structuras which heold the basic form together and makea
it move. This book will alse consider special problems
invalved in drawing individual parts of the bady, such ag
tha head, the hands, and tha faat.

The information presented in this chapter i3 3o importani
that it is not enough for you merely 1o read ir. You
should actuslly memorize every detall thoroughly. You
can da this most effectively simply by making dozens of
drawings, Most of these practice drawings can be
done in just a few minutes. Practice of this kind will help
train your hand end your mind in the proportions,
construction, and relationships of the individual forms
so that you will never farget tham,

These essential facts about the human form are as basic
and invaluable fo you, as an artist, as the simple
migltiplication rable is 10 the marhematician. You may be
drawing the human figure the rest of your life, so
build your knowledge and confrol of it as solidly as
YOU i,






Leonardo Ca'vinci's & head human proporiond.

CHAPTER 1

The basic form figure

The basic farm figure an the laft demonsirates the all-
imporfant principle emphasized throughout this book —
the fact that the human body it made up of simple,

salid forms, The basic ferm figure presents the body in its
estential masses. Every distracting element has been
eliminated. Think of the form figure as if it were carved
oul of heavy wood; it is solid, three-dimensional. In

this drawing the form figure has been pulled apart, or
"muploded,” to emphasize the varicus separate elements,
They consist of head and neck; upper torso and lower
tarso; upper arma, lower arms, and hands; upper lags,
fower legs, and feet,

Compare tha form figure with the photograph of the
living model 1o its lefr. Nate that the model and the basic
form figure are gimilar in basle mass and conatruction,
with the same association of parts, In both model and form
figure the neck, the arms, the legs, and tha tares are
eusentially modified cylinders. The head is basically a
simple sphere. The hands can be redvced 1o cubic forms,
while the feaet are combined cone and cube forms.

It is extremely important in the beginning to view the
body in terms of these simple, basic forms, understanding
the essentisl masses of the separate parts, and placing
these in their proper proportions and relationships.

Faor the present you can ignore hair and featuras, as well
as the mare subtle curves resulting from underlying bone
and muscular struchure, Onse yeu can contrel and

draw the basic forms properly, you will have liftle
trouble drawing tha details of thete forms

The artist uses tha human head as his basic unit of
measurament for the entire human figurae, The head can ba
viewed in two ways, however — in terms of its height,

and its width. The height of the hesd fram chin fo

tap of skull is the ruler by which all vertical measurements
are made. For example, the artist speaks of an “aight-
head figure,” by which he means that the figure is eight
vertical heads high. It is more convenient to use the width
of the head in making horizonial measuremeanis. The
shoulders, for insfance, sre three head widih across.,

If you lock at the people around you in real life, you
will see that they differ considerably in proportions.

Cine man has a head which we think is large for his body,
another has a head which seems emaller than normal,

The great majarity of pecple, however, are reascnably
similar in proportions and shape at any given age. It is
because of this fact, of course, that it is possible for
elathing marufacturers 1o design “ready-made” suits and
dresses. Mast people can be fitted into standard pattemns
sccessfully with anly minor adjustments.

COin this basis we could easily arrive at average
proportions for the adult figure. There is a distinct
difference, howewver, between the “average™ and the
“ideal.” Artists have always sought to discover the perfect
figure. The Greek sculptors, for example, established
a set of propertions for their idealized figures of gods
and goddesses. In the same way later artisis, such as
Legnardo ard Durer, set up thair own canons of
propartions for the ideal figure. In many respects the
concept of the ideal changes fram nation lo nation, and
from period 1o period. The hefty, woluptuous beauties
of the Rubens murals were much sdmired in their day,
when women were considered beautiful anly if they
had pehisved menumental propertions. [t is obvious that
today popular taste has swung in the opposite direction.

11



7-head division

Thie model i1 @ man of owroge height ond good phy. 2 The hood i fhe boals uait by which the figere s meae
seal dewelopmenl. Hiv sasal helght 15 spven Hmei the urgd, In the heod-wnit “fules™ obove, the wesiical
hsigh! of kis kead. B yeu ran infa kim ecsidemtally in beighd of the hood it wiad te moke worfical meamre-
weol e poa wowld casdsder bim wellproporisned, Ye marti Bl thi bady. Thid we oy (ke 1he madel
when we doow him en poger, o1 the ihovefly demen: s o “sevenhead” figure.

wratms, be weems 1o be mwch broader ond steckier
than et Amaricans thlal ihe Videal” man should be.

Proportions

In aftempting fo draw people who will seem ideal 10
the sverage person of loday, we must set up a canon of
proportions based on present.day taste. This canon need
not necessarily ba the same ag the meaivrements of
the preseni-day average man or woman, In the photegraph
silhovetted above, the madel is & well-developed
male of average height. He is a “seven-head figure.”
Maost prople foday, however, do nol consider a saven.
head figure tall encugh fo safisfy their concept of the
ideal. They prefer the eighi-head figure, which they feal
handsomer or more elegant,

On the right-hand side of these two pages, you will 2ee
hovwr the eight-head figure looks. To make this figure
the sarme height as the saven-head figure we divide the
height into eight parts. One of these paris serves as the
basic head measurement unit, After drawing in the head,



8-head division

In bhe ideal Bgure the bady s eight Gimes 1he height
&f ihe bead, 05 we howe diogramed chave. Malics hat
althawgh the paral haighs of thiy sigh-head fgure i

-

™ |
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4 Hers (ke sight -beod fgute it preiented (n basic lors,
Study the relalanihip of the different ports &f the Rg:
wre, nalicieg bow they ore Bolonced on @ vertical oxis,

thet gt ap that of dhe peven-bead figure ot the el
thee wae of ihe baad hos been reduied s ihe h‘ihl
head fgurs. All the other parhi of the Egurs Rbave

t‘m i - ad F‘Hrl.l
aow seemi lim oad grocelsl,

we posifion the other paris of the body along the
wartical axig, The bedy alone, fram neck 1o feal, now
measures seven head units, instead of 3ix. The parts are
all slightly elengated becavse of this; and a3t a result the
figure seems much better proportioned.

The sighi-head figure ¢ the et of proportians upon
which we will base most of the instruction in this beak.
Ceeasianally you will want 1o draw people who are
obviously not average. if you want fo caricature a persan,
or show that ha is shorter than average or taller than
awverage, you can do this very easily by refaining the same
width messurements used to draw the eight-head figure,
but reducing the haight fo five or six heads, or increasing
the haight to nine or 1en heads. However, any departura
from the eight-head formula should be deliberate,

Rely on your eyes for correct proportion. The head as

dely, so thot the fgurs

a unif af measure is convenient and helpful while you

are firs? learning figure proportions. You must realize,
though, that you do not make Nigure drawings with a pair
of dividers or a ruler. You make them with your pencil
and your eyes. Actually, the only time you can litarally
measure the body and see how many heads long ir is,

is when the figure is standing belt upright, in a pesition
of attention. Any other time — which maans most of the
tima — tha figure ar parts of it are foreshortened to
soma axtent. Therefore, the only way to gauge propartions
is with your eyes. If it looks right it is right. By all

means study the charr and fix in your mind the size of
one part of the body compared with anather, but put your
ruler away when yau start to draw. Mever farger for a
moment that skillful drawing is simply skillful secing,
1ransferred 10 the surface of your paper.

13
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The individual parts
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Tha aight.head male dhaslden iR
eyt a pocs Hwoe boods wide

Tha chart on these twa pages presents tha individual parts
of the idealized eight-head figure side by side, so that
you can compare the parts directly and see how largs
they are in relation to each ather,

The upper torto, tha upper leg, and the lower lag
including the foot are all approximately rwo heads high.
The upper arm, and the lower arm including the hand are
slightly less than two heads high. The lower torse is
ere head high, or half as long as the upper torsa, the
wpper leg. and the lower leg.

Use the heads at the top of the page fo maasure the
width of the parts. It i impartent that you have » good
visual ides of how wide each part is in relation to its
length, and in comparison with the width of the other
parts.

Urheberrechllich geschitztes Maleria
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Studion of rmale and Female Tigures fer
Uage d'or by Ingres: collecion Fogg A Museun

Structural differences—male and female

Up to this point we have presented the male figure
propartions exclusively, The female figure is constructed
in the stame manner, following the eight-head formula.
Important differences between the male and female form
are considerad on thede pages,

Both figures are shown the same height on the right-
hand page in order to make direct comparisons.
Harmally the woman is drawn slightly sharter than
the man beside her, To do this, using the sight-head
formule, you should construct her with a smaller basic
head measiurement than that of the man,

18
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The Deughters of Edward D, Boér by John Singer Sargent,
coflection, Manewm of Fne At Bosion, Mass,

Relative proportions at various ages

18

When a child s barn, soma parts of its body are much
turther developed than athers. I1s head, for exampla, i3
quite large as compared with the langth of its arms

and legs. By the time the baby is a year old, his body
fram neck to feel it aboul thres and one-half fimes the
lerngih af his own head. In other words, he 15 about four
and ane-half heads high. Hiz lags are atill quite short
compared ta the length of his hesad and torse; therefore
the center of his body i at & lineg through the stomach,
rather than af the crotch,

Az the child grows older hit legs and arms bacome
much lenger. By the time he is sight, the center of his
body has moved down to & line sbowve the hips. At
the age of twelve, he is abowt seven heads high, and the
center of his body falls at the croteh. From this time on,
until he becormes a full grawn adult, he broadens sul in
addition to becoming taller.

Tha proportions given here are for the "ideal” children.
Actually, of course, it is very difficult 1o be specific
about the proportions of a child at a particular aga.

Some children grow much mora rapidly than others, and
girls tand to develop faster than boys. In practice the
infant is often made chubbier than he might be in real
life, ard the child of ten or fwalve is somelimes given a
mature grace. Despite individual variations, the
proportions shown here are satisfactory for most
purposes.
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The haman toria i erenlsally tea farm
joined together om o flesible spine
whith permils morement In all dires
fioae. The wpper form b opprosimetely
teice on high oy the lower,

Thix Is the woy we wasld drow thess Fes
smpls glom cylindery, Il pou think ol tha
glotss on Hea wppar ond sower pos=
Sont of the loro, ond draw Fhe glanes
throwgh, you will haw B Mouble viveal-
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In eeder te whwalite ¥he rFelafonihp
el the iwo forms, gl fwa crdinary
tumblers, one twice =3 high oa the
athar. Lks these two glowss, the two
lorms of ihe hemon forso ore enes.
Hally simple cplindsrs.

In fhis drawing you see bow fhe two
perts of the tama B lndide the twa
glanss. The jorio Pormi look eomwine
imngly thise-dineniional Estovis They
wiupy the weleme of spoce you have
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Think of the twa port of the rorsa on Fining
insicde the gloves By chonging the relotion.
ship of the glawer. you won then Imagine the
farae in any poaities. Deew through the glaas
ligisi fa ersate o thiss desariianal relume
el apase, asd than drow Fhe salid loria thrsugh
Enpdde Wiy spoce. I you Pollew this prooeders
yau will find i wosy te viwale ond droe the
forse sven in fwitling or forshortened pase.

Construction

It i+ helpful te reduce all objects ta their simple basic
forms of cube, cone, sphere, or cylinder. This can be done
very easily even when the object seems quite compli.
cated. On these pages we will demansirate how fo
think of the torso, arms, and legs as modified cylinders,
the hands and feet as cwbic shapes, and the head as a
simple sphere. If you can draw the basic forms you can
draw the human body.

n



The arm

You can easily visualize the upper and lower parts of the
arm as modifled eylinders, rapresemed by the shapes
of twao drinking glasses. The shapes are longer and
slimmer than those representing the torso, but the
principle i the same. Asillusirated here, the cylinders
can be placed in any position that might be assumed by
thie armi, 11 s the shapu- af the l;-'-]mdn-r'i ¢!|lp$¢ which
determines the degree of foreshortening involved in the
pose. This is the resson why it i& o impoarfant fa

“draw through.”



The leg

Like the arm, the two sections of the leg are madified
cylindrical shapes, but are even longer and heavier than
the arms. The major diffarence is tha the joinms of the
arms and legs are hinged in opposite directions. Other-
wise, the same approach can be followed in drawing
arms and legs, visualizing them first as gliass tumblers,
Cinee you have defermined the degree of foreshortening
imvelved |n the position of each section, you can easily
modify the cylindrical shapes 1o resembie the contours of
the limbs,



The hand

The hand, ot first, loaks complex. It 100, however, can be
reduced fo very simple basic shapes. Later on, the form
and structure of the hand will be rreated in more

detail. However, it may be interpreted far the present

as a combination of simple forms which represents the
real hand with reasonable accuracy. At the lefi it is freated
&5 5 wedge-shaped cube divided into two sections. The
upper, broad section of the cube symbaolizes the palm;
the lower, tapering wedge suggests the mass of the
fingers. The wedge of the palm, viewed alone, is 8 nearly
perfect square. The finger wedge is about as long a3 the
palm wedge. The visible part of the thumb is about

the length of the litte finger. This simplified presentation
of the hand will serve for aur basic form drawings.

24



The foot

While the underlying structures of hands and feet are very
similar, their outward shapes differ in shape and proporfion.
The foct is approximately as long ac the haad is high. The
vpper portion of the fooi can be reduced quite logically 1o
8 cone that hat been cut off at the paint where the tep of
the {oot meets tha ankle. This cone is ot symmetrical; if
has & much sharper angle al the back, where |t mests

the heel, than it does at the front, where it slants down

ta meat the toe farm. The tae form and tha entire sole

of the foot is best considered a thin cubic form. This
approach to the foot will terve for your present drawings.
The important thing now is o realize that it is & solid,
three-dimensional abject.



The head

Of all the individual parts af the human body, the head

is undoubredly the most impariant from the viewpoint of
the artist, Later we will make an exhaustive study of

the placement and formation of the features, the handling
of the halr, and 25 on. For the present, howewver, it is
axtremely important fer vou o ignore these details and
think of the head only in terms of its essential salidivy
and mass.

The basic head is a spherical form, like an egg, set on
thie cylindrical column of the neck, The nase and ears
are nat part of the basic egg form; theay are wedges which
project from the surface. If you sliced down through
the egg-head on the verfical axis, the knife would pass
thraugh the center of the note wedge, and the egg
would fall apart inta bwo equal halves. If you were 1o
slice the egg on the horizontal axis, with the knife passing
thraugh where the 1op of the nose wedge meets the
ega, you would again find that you had sliced the eag
in half.

This demanstration is infended to remind you that the
human head is a salid form. In your basic form drawings,
think of the head as a solid sphere, and draw it 8 sich,
withoul attempting to work out details of the features.,




Front view Side view

-I'Thhwdhmup-ihwdmuﬂmlh The farm |i wider of Fhe top and nomreees

nairow end of the battam. |7 deats sedurely at the boteam than in 1he fraet view. Mote
on the nedk, which iy o 1hart eplinder. The fhod the egg shape in filed, oa shawn by
hesigantal and vertical coster line are guide the disgesal line. The neck s towsrd ihe
lisss for plodng the features back of the head asd lants foreord.

The eyes are located on the hadesstal cen. 2 Hise aad tyehrows ore locsted e deicribed
ter line, the eyrbrows on onather line o . wl the lefi. The eor is ploced juw bogk of
He higher, The nose sxiends frorm ik line the cenier of the heod The top o lewel with
baltway 15 the chin. Top of sors lises wp the brow, ithe bostam with ike beis of she
with bross, baflom with baw of nows, mpse, Twa lbees indiads the moealh — one

wggeth tha meuth speaing, the ather the
beriam of 1ha lower lip.

3 e wyes ore sepesred wnder the Brows, 3 The jow line angles dewn Fram Fee ear.
The nowe |3 o wedge shope =ith glane, The rose oad eors ore solld Torms,
The epga thope |+ medifed o 5 han pide
plomay ina,



The mobion of ihe vpper ond lswer terse is satremely =
parfgni in almost ewerp agtioa pow. Allhough the wppei
parfian al the hJT hay the greater sange af mekan, #
ridu-topide mavement j1 limited v dhewn here,

Movable parts

Impariant painis at which motion occurs in the body are
indicated by white dots on the figure at the left, The
individual parts are connaected by three distinctly diferent
types of joints: 1) the ball-and-sockat joint, which
appears al the shoulders, hips, wrists, and ankles; 2} the
hinge jaint, found a1 the knees snd elbows; and 3) the
flaxible column, a term wsed to describe the spine and
tha neck,

Each of these joints varies considerably in the type of
enafion it allows. The ball-and-socket joint i3 extremealy
flexible and permits ratary mation in all directions,
although the amount of motion depends on the
construction of the individueal jaint. The hinge joint at
the elbows and knees may be visuvalized as a fMlat disk.
This disk pravides the flexibilingplus-rigidity which these
mambers need to act as adaptable levers. The upper
and lewer arms and legs can be fixed in any relationship
on a straight line, but all sideward mation s prohibited.
The action of these tewo oints i illustrated on the
fellowing poage.

The third type of joint is the flexible column of the
spine. This connects the upper and lower halves of the
body. The spine is involved in any motion which requires
shifts in weight, such a5 walking, runming. and jumping.
Sinca it is highly flexible, it permits not only rotary
moiion in all directions, but also twisting mation through-
out itz entire length, The upper par! of the sping is the
meck, which confrols all mofion of the head,

The diagrams on this page are intended o remind you
af the various possibilities which these three differen
joints previda, However, you can study the peasibilities
and limitations of motion in the human body best by
axpacimanting fo tee hew the various portiont of your
awn body move. Test aut these diagrams for yourself.

In many adies poses the body Fwitis bn sech @ woy fhod ihe
wppet end lpwer fsrw mgwe |a cpposite direciony, The
sping iy so conrmectad that it gan basd med beisk at jke
s Vime, = the dlusbraban demasiirates



The ipine aed hip pesti allew the wpper port of the
bedy 16 Bead laswosd umiid i 13 practicolly of right angles
te the lemes. The bachwosd matioa iy mors Kmited The
ipiek pEimit comewhot the same movemeat o i Fhe
upper Poiss were mounted on o boll-ond-sackel joenl,

Thie sense of balance in the human bady il 10 well dewel
oped kot when ome port reoche el from the central
ouir, oralber peri iestinctively sends to extend iheld 1o
create @ mew siabe of egellibdum, IT the arm recches up,
the lower leg will probably be lifed bock o belares i

The thoulder ond the hip penfs ore bath bodll-osdascked
redary polnf, Bul Becowese of compirugiion the dhoslder
i.h'nl in much mara flenible 1hon tha kip joint, Mekian al
tha shawlder jsint covidi 8 complite oit, oi you cam iee,
but matken of 1he bip joiml i3 much mere lmiled,

This deogrom thaws the pessible batkward mewmant of
the arm ond the fereerd morement of the leg, Thews f=a
wotlen ore noturolly snsdeted, en are The Twe Soliens
shiwn bs Pha previows ssompls. Aleop lake this setier
of rediprocol bolongy e convideratios.



The ball-and-secket joint

The ball.andaockst joirt of rhe shaeldar
osd higi peimity fhe coms aad legs o be
revoleed or vwwng bodk and forth is any
direciion. These two kinch of maotion ore
indicated by the two balli ia the disgram.
S=ing your arme ond legs and tompare the
aetian of the bollondsschel jolad and Fhe
kingm joisd (rightl .

bslame
arrechllict erhiitzias Maleria
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The hinge joint

. The hinge jeint, dhawn by @ black dib, ollowi Erited motian back and
Larih, The kongs (olnt ot ibe slbow permig the lowsr arm form 1o bead
leswaid toward the upper oim form, badieard motlon & sopped whes
thg ey faorma ore v o stvoight line. The kings jsint ol the knes anablem
tha lawir lieg farm in besd hohmord Pownord fha upper g lorm; bnee.
cop Wops leresrd matisa when borh lerms ore ia @ araighr Bee.
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Suggested Practice

Mow is a good time to review the infarmation presenied
30 far and 1o spply It 0 drawing your awn first basic
figures. They neadn’t be any more finished than the
drowrings on theie two pages. As you draw them
however, remember 1o visualize the various parts of the
figiere in terms of the basic simple forma of cylinder,
cube, and sphers. RBemamber 1o ute ordinary glasses 1o
help you see how the ellipses ook in the simple cylinders
of the upper and lower torie, the upper and lower
arms, and the upper and lower legs. Remamber 1o think
of the head as a simple spheare. Remember tha law of
balance and equilibrium. Bemember to draw all these
formis throwgh 1o the other side. If you follow these
principles, you will find it wery sasy 1o develop
comnvincing drawings of the human fiqure in action,






Even tha moat compliceted possy fén be re
ducad 1o the dmple sobd forma fhat make
them wp.




Foreshortening

When drawing fraom a model or a phetegraph, beginning
wirth basic figure construction provides an excelient

migans of understanding and lozating loreshortened forms
or 1hote pans of 1he body thar are partly obscured

trom wigw,

Keaping in mind the simple threedimensicnal
camponent parts, draw the basic farms through
completely, a3 though the figure itself were ransparent
like the drinking glats farms illustraied sarlier.

Whan vou are satisfied that the construction is right,
it is then a simple matter to erase those “invisibla” parts
and strengthen thosa that are visible as indicated in
the slages abova.

as
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Practical uses

Although the material on the foregoing pirges has been
presented in a factual, impersonal way, as though we
were analyzing the construction of a dressmaker’s dummy,
our ultimare object is 10 create real breathing, living
people. If you have learmed 1o think of the basic form In
simple thraedimentionsl eylinders, cubes, and sphores,
you afe now raady fo faka the much more exciting step of
composing this form figure in action patterns. The
drawings shown on these two pages are done in exactly
the manner you have been strdying, and very little
attemnpt has baen made even 1o suggest anatomical

deatail. But any one of these figures could be develaped
directly info a finished figure. The propartions and
construction are correct, and tha various elamenrs are
properly balanced, Thesa figures have convincing mass
and waight because each part has been drawn thraugh

'n thres dimensions.

s EVE
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Drawing the basic form figure

The drawings on these wo pages show you how 1o gef
slarted drawing the basic figura. The first shep is te study
the model or photagraph from which you are about to
draw. Then begin to lay in the preliminary skeich lines
that indicaie the size, proportions, and gesiure or action
of tha figura. The lines don't have o be axact st you
begin to draw. They are simply “starters,” many of

which will either ba covered up or erased as the drawing

develops.

How, confinuing fo work freely in a relaxed, infarmal
way, thetch in the batic forms aver your first lines.
Oraw in pencil and don't hesitate to erase and change
if necessary. It's & mistake to "freeze”™ or tighten up your
sketch too quickly. Try 1o feel the action. Abave all, keep
thie colidity of the forms in mind as you draw, This is
the best way we know to create the illusion of three-
dimensicnal figures. Do not begin to draw in clothing and
ather details until you're satisfied your basic figure is correct.



.f:,. |
Whathad yoa're driwing rhe Sale & lemabe fgurs, vie the wame
baske opproach. Fier, skenth is e Free-Aewisg Gings that iadicore
the geiture. Then look Ter the propossions, which woy fhe dhaulders
and hips §ilf, ond which woy ihe heod b terned. Hode here the chos-
acteristic differences between ihe male and femaln figures The fe

=alss ihaulders ase sorrew and loping. the kps wide The =als
i bread shouldered and relofively rorrseer (m the Bipe




DEGAS. Tha Tailer
The farm of the body & presented with eomplets
naturghpm, The pose seems casual ver Be liguore
i wory carelully abserved end the foems, while
¥

irine, #e walidly threedi 1,

Te Moveum of Moders ket Dlard by fe aciai)|

FICASIC. The Pipes of Pan
This painting might have bear sntitled “Composinon
af Mavouline Forem,” s thoroughly virile i tha de-
wign n ewery way. The figures s genecalised amd
e lod wrengly o gve the form masemum con-
wirtior. Wihle the proportions are nod idealieed, fhey
tomvey & sense ol clains stulptred forma.



JOREFH HIRSCH . Marioneties
Here's an exciting pasnting that ga-
plovty tha very comcept of dhis secien
on the basic form figurs. Thass simplic
Pied figuee foems heve & chismarc
sharionesi thar belpas Te emphaiiaes rthe
acirre  diagonaly of siresnimg forsos,
Nailing arra, pnad kiching legs

Good basic forms help make convincing pictures
The drawings on thete pages represent the basic forms
cf the figures in these three piclures. When you make

a picture with people in i, begin by drawing the under-
lying basic farms in this way. Mo matter what positions
your figures are in, or whether they are clothed or
unclathed, this simple procedure will be of real valua. Ax
an exercise to frain yourself in working this way you

may also find it halpful to study the figure (llusirations
of other artists and make your own diagrammatic basic
figure drawings from them,
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by Babast Fawoatl
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Three artists draw the same figure

Each of the drawings on these pages was made by a
differant artist working fram the figure shown above.
Here are bwo impariant points which you should gain
fram your study of these drawings and apply 10 your
own wark: A

1. Each artist has drawn the figure in his own personal

way. He has used a style that is easy and natural for him.

2. Most important of all — each drawing clearly shows
that the artist has thaught ef the Nigure and drawn it
a3 though it wene made up of salid three-dimensional
formas.

Because the feeling for form has now become a habi
weith these artists, they no longer find it necessary 1o draw
the arms, legs, 10120, 81c., a8 separate cylinders. Mavear-
theless, their pictures clearly show they still think of
them in these terms as they draw,

Ta make solid, convircing figure drawings, you must
concentrate on learming the basic forms of the figure
whith have been carefully deseribed on the pages so far,
As you gain more and more experience drawing theso
simple salid forma, yeu will naturally and uncanscicusly
develop your own style.






Review of terms used

Fona vl Find thed the terma r:pll—md below are
uted frequently s this snd ks fallawng chaplers.
Bead ihe delinitians i..l-rru“r_ ard iefer bach 1e them

Brem Pirrar i@ e i moreanary

Drowing throwgh! The glois of the kb hoy been
“deavery Bhaough 1o rhe orther sde . all the siveirural
Lngq qon he ween I othe joms way, yoaw =il ihenh
n all the gtrugturgl lines when you ore drowing o
walid, opague chiect, whether pou on cgtyally yee
ikaen ar rsb

Thrae-dimanslanal: The wpane o the (smediole
lefr has only Feo demengloms — haight and wedih, To
make objeim seam 1k {i isnal, you mun ol
drigw in l;h-Efl at thaen in the 1hree-diswnisanal
sube ab the lar laie,

Canptruction vi, sutliming: 4n ohject ikot g “well
consfrudied’’ bos deplh, ap well oy keight and width,
|§ wa woy thol the comatruction of yowr drowisg i
bead, we will mean sither thel yow Fbowe meraly gyl
lingd your Torms, fmigetiing wbour depih, or you
btive made medakes i the bose shreciural Lnss

PFroportiens Forh separate form in the drowing of
ihe saframe leb |y pecpaily prepar d, Byt vha
dlerent farmy ora nat Prl'lp.lp “rulatad” be snch
athas. The uppes mrm ond the lower orm oee droesn
in o ol geite differest from fhe ona swed In
deaming rhe toren Moks gure thot cke individial
formy Bave the right proporticns; aha roke jure
that when ihais Tarma oie gl together thiy Baws
ihe peoper selotienibep te ssih ather, o8 0 The
drowing af the immediate left,

Mudifed aylindersn The aplinder ar 1he for lefn iy
o peomatric ohiect, pecfectly regulor in vhope and
propedioni. The ropered cpliader asst da it i
wientiolly the oms boik epbsdinal foim, bt ths
ihaps bod been sadfied dlghily, This b1 whot «s
coll @ “mpdifad cylindes”

Farssharteming: When on abjerr iy tipped 1eward
you o meny from pou, it B snid fo he “loreshor.
erorel ™ BF ymeenn 1o diminksh in sz and chasge ia
ihops an it goe bock. In ke tais of the oplisdss,
rafies thol ke irded bacoms shorfer ond ike sllpass
more open o1 (he foresharesing |4 lspremsed.

Do's and don'ts

Mo matter how careful you are in drawing the form
figure, you will somedimes find that you have made
mitlakes in contiruction or proaportians without realizing
it. The drawings in this section show you the most commen
errars. Keep thete pitfalls in mind while making your
drawings, and check your finished work agains: these
paget; you may diecover mittakes you had overlocked.

L

Remaanber to drww fhe figure throwgh. Think of ke individesl forma s
though they wers franeparant torme draswn within fransparest gless cyln-
dery. Then yow will be shle ta svoid meliing “outlne'” drewings. withous
thraeimensional aaledity

b thiss thiee drawings the lowss part of the arm id much 1oa lang e
coenpaied with the wupper padt, This muataks i1 particulacly eaiy 1o make
weben rhe arm s laresbaorrened, be carelul ro svekd rhia,

The thres deawings shove shaw yau tha right reloligathip batwass tha
whper ond |&wed partisas el the arm.



Don't get in the hobit of moking your Bgures too broad or tos parrsw. Bememher thot the
head Torm you ooe uilng o o meosuring unll muil be correct In s propertions of height
ond width. ¥ you wee tos heood or too morrow o beod, oy in the fwa deawingy af the right,
chave, the resulting figure will probably be oo biood or too sorrow aho. Remember pad-
figularly that the theee-keod macwrement for tha vpper body includa the shouldare

s
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.I.Iv.-qﬂ u.—..r-lgm that bolanes i aaisemaly | dont in deplotiag Tke fgue. If you are
d ieol Fagure, loke Thaie & Bove, enobEsh o vertical axis and bolonce the figure

an rhaf u.ll.. If the Bgurs is diown off bobonde, 1 musr e wppened ogoing wame orhar
abjecr, e o woll or o table, or it =ill fepple owver.

H:{, I
< - I
The oo sides of your figere should be slike in =idith o3 well o o height.
Moks wew fhal you owald the lapssded sfect seen obove. 1 {3 sosy fa
chadk this In thoolght frant ar rear views: B L mﬂuh il tha ﬂ|m

i drown in o thres-guoresr view wh foresh g wnay bae |
Ba carals| to arvcid this kind of dinkorsian.

The two drawings of the sighl demamitroie whal hoppess when ibe pra-
partinms of the individuol ports of the body ore ingorrecr. Motoe The
wrgng head shopes, the long necks. the proponiens of 1000 04 compored
with oren ond lege. 1 by guite Tree that people = recl life do mot aleays
follaw the ideal prapartions af ihe eighi-head figure ab the lefi; byt re-
mgmibar thel yeu are diawsing ldeal fasm figures novw, and nat aitematking
te mabe realiuic copies of real Ble madals,

Ap the bl you see the comect shope of the heod. The =idih & right i relatien e
Fha haighl. Tha cthar thres thopes e chviouely incerrenl, Yow sheuld Be caralul ie

avaid distarbion: of fhic kind.

- r | W . - | - B 4
rhebaerrechtlich geschotzies Maleria






CHAPTER 2

Anatomy and Figure Drawing

- — m— —

The huran figure is nature's most marvelous sccomplishe
menit, It has a simplicity that can be appreciated by
averysne, yot its mechanism is so mysterious fhat without
a krowledge of anatemy it is hard to understand and
harder whll 1o draw.

This is the reason that we, as artists, should learn thie
arlithic anatomy of the figure — the knowiedge we gain
will helg s fo make convincing drawings or painfings of
the human form in every position, in every action o
affitude.

In this chapter we will present only the essentials of
figure construction and anatamy. The arf student is nar the
sludent of medicine o neither ngpisary nor
desirable 10 learn the complete details of 1he Functions
andd actions of every individual muscle, tendan and bone
in the body, However, we will cover all the fundamental
rcqmremc-rri i ﬁguru earstrushion which are imnpartant
1a your fraining

Bones and mustles have s distingt bearing on the ot
ward appearance of the body and on the acticns the
body can parform. So, in this section, we are going la
show you how the bane and muscle structure works and
wehtat it locks like in action as well at repose. As you study
and draw, rememioer 1o stam with the basic igure, Use
the bora and susele structyre 4o refine and mt:-ﬂl'[\_,'
the simple batic figure forms — to make them mora |ife:
ke Mever lose sight of the fact that your study of
anarcmy is a study of three-dimensional forms. Thee
banes and rouscles are not flat bands or lines beneath the
skim — fhey are sohid forms thal grotrede from the basic
figrure (ike the bony kneotap or the biceps when yau
flex your muscled or cut back inre i (like the socket in
which your aye is sa1),

Lo not make the mistake of thinkimg rhat the more
banes and muscles b= =11 L the mare realittic your
drawing will appear. Instead, spend vour fime in 2 careful
shuely of sach Wage of your drawing, As yau werk, azk
yvourself: "Hawe | made these figure forms oo simple -

g my dra wing rnjlhinl.:l but anather batic ﬁg'uru — ar have
| puf in foo much detail and destroyed ail the form,
erding vp with 8 madizal chart instead of a4 figure
drawing?” The ideal, of course, lies between thesa
extramas, One of the best ways 1o judge how well you

— — - e — -

are using yeur knowledge of artictic anatamy is 1o study
the examples of figure drawings and paintings by other
arfists and compare them with your cwn.

When you study the figure in action, you will abserve
that an armaring variety of action is distlosed in every
mowemend, ye! these movemenis do nof in the l=asi aller
the basee construction of the figura, Many of the
wariations aof small forms and structural details which
are significant in their places are logt in the lorger and
basic form of some shianger action. Always remember this
smipariant fact, for with s Droad poort of view yau
witl awpid many problems in drawing the figure,

Memorizing the names of the bones and muscles is not
an imporiant part of your study of anatamy. in some
caces a cerfain amaurd of this s unavaidable, Bul meu of
your time and interest should be devoted fo studying
and drawing the ferms and acticns of the hones and
muscles as they affect the appearance of the figure.

You will find thal you can draw elothsd ﬂgun_-.s mich
migre conwincingly (f you know the form beneath the
cloth ard how it changes with diferent actions. You may
have seen a drawing of the figure in which the clothing
or crapery has been beautifully Randled — bt it seams
1o have no connectan with the figere it i supposed 1o
clothe. Tha reasen Eor this is that the artist did not have
encugh knowledge af the figure itself before he drew
the drapery, 20 that he could nat make vou “feel” the
figure underneath. The forms and directiors which
drapery takes are almast always entirely dependent upan
the struciure and action of the figure underneath. Since
mast of the figures yau will draw will be clothed, this is
anather reasan for studying simple anatcmy

Yo cannot disregard the great impartance of anatomy
im Figure drawing any more than you can build a houwse
arnd disregard 12 foundation and the bate contiruction
im it which holds the house fogether — from the inside.
Anatamy g lundamental in figurs drawing, It will help
you 1o know The figure and interpret i, both from life and
photegraphs. At you imprave your knowledgs of
anatomy yau will be able to draw better from memary,
toa. You will not ba limited 1o thowing the figura in just
a fewe alfiiudes, but will be able 10 draw it skillfully and
confidently in any sction you wish 1o poriray,

MICHELAMGILD  Studies ler the Liliyan Sthyl
Thy Marropglten Mussas ol A, Forghgss, P4, Jpseph Fuloger Begoe a7



The breoit bone of
ke ieale la bangae
aad lew pursad

Tha v of tha
male o lerger in
proparrion o the
trual Mais iha
padition of P el
barws and whers tha

Whils Fhe lemals iy genamlly thader thon the mals — 8 peplily cempersni wi thew you fhe Agures
of (he wme halght, slace fhe "' heads™ macuie opplied o (b8 pecpsidicns of Bath Agurei.

Relative proportions of the adult figure

The figures reproduced hera present the comparative
properfions of adult male and female figures, While the
autlines of the female figure diffar greatly from tha
male and althowgh the female is usually shorter, the head
& in the same proporionate size to the rest of the
figure, Therefore the same idealized 8-hesd messure can
be uied for both male and female figures,

Here are some of the major anatomical differences.
The bones of the mals are longer and they have more
rough surfaces than those of the female. The "bresstbone”
of sternum I8 longer and less curved, The pelvis or
“hip section”™ 15 narrower and deeper — this makes the
mala much narrower in tha hips than the female. Tha
distance from the pelvis fo rib cege or “upper body™ 13
sharter in the male due to the desper and narrower pelvis.
In the female, the shoulders are not as brosd and the
collar bones shorter and straighter; this accounts for the

mare sloping shoulders and the longer and more graceful
neck in the female.

The male arms are longer in proportion to the trunk
than those of the female due to the longer humerus or
“upper arm bone” and because of this the elbow is lower.
The length of the 1arso in the male is proporiionately
shorter than that of the female. The legs are longer and
the skull larger, The center of the male figure is at the
pubic bene (just above tha crotch) while in the female it is
slightly higher. The width of the female hips is about
equal 1o rhe widlh of the chest and one arm combined,
and they are wider than thase of a male of the same
height,

In the female, the muscles in the area of the hips are
not well defined, partly becavse of their less vigorous use,
but mainly because of a larger quantity of fat, which
is espacially thick over the thighs, the hips and buttocks.



Tha sthaulders of the
lemale oppear relakvely
Aarrew in relafion o the
writth of the hips; while
i rhe male 1he shisulders
wiually look wider in
relation to the nomower
hips.

1

(] duced from A Hondbook of Anodomy for Arf Stedanis,

L

Dztard Usiversity Feeii

bt you alwayy ramember that tha cen- Full halghi
ter &l he Bgure s ar the orolch, you
i@n (gdge how mony heods bigh tha
Bgure should be whes draws in dil-
lerent afliudes.
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Shudy bor ddam in ihe Safiae Chopsl by Michalorgels

The piciorc] muscles af fhe (el
are clearly iiible, 04 o indi.
esl=aai & ke 1l cage baseakh,

Bones and muscles affect the
surface of the figure

The figure drawings here demonstrate some of the
important peints fo be aware of in studying anatamy
and how to use them in drawing tha human figure.

The artisl should be aware of those parts of the bady
where bone determines the form, other areas where
muscles create the contours, and these places covered
with softer, fathy tissues.

Many atudents tend te overstate their new-found
knowledge of anatomy. It should be obvious here thar

50

Beloe ore the aslter Toimy af

Mhe foctun abdemitun muidle.

The ihoip-edged ikdabone
limi el sspaed Far iia
whals lengih. Cossved oely
wilh akle, M shonds suf tharp-
Iy here on 1he major hreak
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each artist has been knowledgeable abouwt the underlying
.!n.afqrn',r. 'rru'r h}: [§]=14 .a||n-wnd I'|1.;1 h.nuw|n-dgu- fo tako
owver by distorting the solid figure forms.

Bath Female and male figures reveal their anatomical
structure, but since the bones and muscles are smaller in
the temale their effect on the surface s more subtle
This makes it even more impoariant o be able to recognize
the underlying anatomical indications and give them
appropriate emphasis.
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The skeleton figure as a whole

Although the skeletan is quite strang, it really is not as
rigid as it appears. The spine has a rigid base in tha

pelvis but it has great flexibility, and the ribs, though

they toa are fastened 1o the spine, are alie flexible. All the
banes are held logether by muscle and cartilage, and

the joinis cperate and move on a ball and socket principle
which nature has marvelously devised.

In beginning the stisdy of the bone structure of tha
hueman figure, lef us start with the head and go on down
the figure explaining the basic bone structures and
their functions. As we praceed, study 1he illustratians
carefully
The skull
The skull — & hard bone strueture poised on the upper end
of the spinal column — consists of bwo partions: the
vpper part, which enclases the brain, and the lower
ene, which protects the lower part of the face. It is so

parfectly balanced on the spinal calumn that it is possible
to hold the head erect with wery little muscular effori.

All of the bones forming the skull are united and
immawvable with the excaption af the lower jaw bons
which is hinged on either side in & sacket in front of each
ear,

The spinal column

The spinal column or backbone is made up of a series

of benes placed one on fop of the ather and are called the
verlebrae. This spinal column is the central axis around
which is grouped a systam of bones which support

the figure and proteci the organs of the body, Al the
wpper ond of this gpinal celumn and directly below the
skull is a framework of bones called the ribs. They come
around an each side and meel in front aleng a flal

plate called the sternum or breastbane, This fotal struciure
it knawn at the rib cage. On the upper part of thig



The principal bones of the body

1. Skull
2. Clavicle
3. Scapula
4, Sternum
5. Humesus
6. Thorax (Rib Cogel
7. Radius
8. Ulho
9. Vertebrae (Spinal Celumn)
10, Pelvis
11. Sacrum
12, Grect Trechanter
13. Pubic Bone
14. Femur
15. Patella
14. Tibia
17. Fibula

Frarmework 15 the shoulder gu:dh‘ from whch the arma
are suipended

Attached ta the lower portion of the spinal column, and
besvier in construction, is the pelvic girdle 10 which
the legs are athached,

The spinal of varfebwral columnm s made fex ble by the
fact shat i1 i r':a-mpl:mﬂﬂ af soparafe benes, and s nbl.lir',r
fo remain erect or bwitt, bend and turn iz made possible
by a group of pawerful muscles which lie behind the
calipmine gnd an erher Lide of o,

#n immavahle wedge-shaped joint 8t the lower end
af the spinal cofumn connacts it firmly to the palvic grdle

it is made up ot @ union of five vertebrae called
the sacium_ Artached 1o either vide of rhe sacrum are the
heavy banes of the palvis. The rigidity of this canstructian
allows the upsper pad of the bady 1a be carred satily
|‘:|'r the laweer Lirehs,

The shoulder and arm hones

The shoulder girdle which connects the upper limks to tha
ceniral structure of breast and ribs consists of fwo

bones on each side — the elavicle ar collar bone and the
scapula or shoulder blade. These banes are joined a1
either side and af a point to which is attached the top

of head of the humenus o upper arm Bone. The
attachment to the structure of the trunk is at the upper
end of the sternum. The shoulder biades do not connect
directly with the frunk bud function in conrection with the
elavicle or collar bone. The range of movemen? in this
Joint a5 contralled b"' the muscles h}-’ wehich 1t 5 afachod
ma the srruciure of the trunk.

The rgundad head of the arm bone pivols ina small,
shallow socker on the shoulder blada; this diffars
cansiderakly fram the manner in which the deeply set
head of the thigh bome ses in the socker of the pebis.
The lower portion of the arm congists of twe bones of
equal size. They ara jpined 1o permif free movement
and both meet at the lower end of the humerus, When
the arm 8 rurned so rhat the palrm of the hand faces oul,
they lie side by side ancd mest at the wrist, in this position
the bone on the intide it known as the uina, the bonae
on the outside is known a5 the radivs,

The thigh and log benes

The width of the pelvis separates both femurs or thigh
bones which stant inward 1o a pasihon where they are
side by side whare the knees touch (in the female this
slant is more proncunced becavse of the wider palvic
girdlel. The lawer leg contains two bones, the larger one
is the Bitia ar shin bane, latated on the aulsida, and
shightly bohind i1, is the smallor bone krown as the
tibula, At the knee whaene the temur meets the tikia is a
smail flar bone called the patells or knee cap.

Bones of the foot

The lower ends of the rwo leg banet, the hiba and 1na
fibwia, projest te farm the ankle jointi. The inside ankle
joint it formed by the lower end of the tibia. The oulsida
ansle jaint which is slighily lower, is formed by the
lowsar and of the fibula. A1 this peint the ankle recaves
the iﬂ.lrngﬂus ar .1rl||.‘|.||nh|1-g Pl af the oot Tha foot

i5 arched. The top is nat fixed, but moves Freely between
the ankles banes. The rear end of the arch is reinforced by
the hesl, tha front end by tha big toe. Tha hael on the

rear and cutside of the foot and the larger toe on the frani
and imtide o e the fethanet 8 crottwite at well as

rofary movement, The fqu!l:u;m::. ang nl] w:«:;f-gl:.‘d '.un‘rhu:-[
and are bound by ligaments, giving 1he foor salidity,
resistanse and movement,

Hora 15 an important face 1o keep in mind always: na
bore i absolutely straight, The arms or legs drawn with
perfectly straight bones would appear atiff locking and
rigid. The curvature in the bones bas & great deal
v o with the mowement and action of the figure and
helps ta make the figure look alive,
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The exaggerated muscular development displayed in
thie heroic statue of the mythical Hercules, provides an
excellent means of illustrating the major muscles that
affect the surface contours of the body.

In a narmal male figure, of course, the shapes of these
muscles would have much less effect on its surface
ApPRearance,

The female figure has the same muscles, but they are
smaller and less developed. They are also covered by
a thicker layer of Falty tissue which tends to hide the
muscle contours.

Certainly it will ba usaful to learn the names and shapes

e e
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of the muscles shown on these and following pages.
Maore imgporiant than memarizing their names, however,
is learning about their functions and appearance in
terted or relawed positions.

This knowledge will enable you 1o draw from a live
model or photographs with much better understanding
af what you see.

Ag the bones represent the framewetk and architeciure
of the body a3 well as ifs pressure sysiem, so da the
muscles make up i power and |everage syslem. In &
refaxed sfate, they are soft and fabby — when straining,
they are litted and bulged.




Musseles are paired throughout the body. For avery
flexor (bender) on the front, there must be a corresponding
exlentor (extender) on the back. Or, for every muscle
pulling in ane direction there must be a ¢orresponding
musele pulling in the opposite direcion. Notice
particulerly where each muscle begins and ends.

Study of the muscles of the bady i+ much more
complicated than the study of the skelelon. We will
simglify for you as much as possible this impertant phase
of figure consiruction, cencerming cursebves only with
those muscles which have the meost te do with
fhe outward appearance and action of the body,

The muscles of the body

1. Tropezivs
2. Sterno-mastoid
3. AB.C, Deltoid
4. Biceps
5. Brachialis
6. A. Triceps/lateral head
&, B. Triceps/ medial head
6. C. Triceps/long head
7. Brachioradialis
8. Extensor Carpi Radialis Longus
9. Extensor Carpi Rodialis Brevis
10. Extenser Digitarum
11. Extensar Carpi Ulnaris
12, Flexor Carpi Ulnaris
13. Flexor Carpi Radialis
14. Palmaris longus
15. lunate Prominence
14. Pectoralis Major
17. Serratus Anterior
18. Externus Oblique
19, Rectus Abdominis
20, Terres minor
21. Terres major
22, Scapula (fleating shoulder Blade)
23, Infraspinatus
24, Latissimus Dorsi
25, Sacrospinalis
26, Gluteus Medius
27. Gluteus Moximus
28. Great Trochanter
29. Rectus Femoris
30. Sarlorius
31. Semimembranosis
J2. Vastus Externus
33. Vastus Inlernus
34, Adductor Longus
35, Adductor Magnus
36, Semitendinosis
37. Gracilis
28, Biceps Femaris
39, A, B, Gastrocnemius
40. Soleus
41. Peroneus Longus
42. Tibialis Anterior
43. Extensor digitorium Lengus
44, Transverse ligament
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The head and neck —skull and muscles

1. Frontal Bone
2. Brow Ridge
3. Temporal Bone
4. Mosal Bone
3. Iygomatic Bone
6. Maxilla
£, Mandibulo {jow bonel
8. Parietal Bone
?. Occipital Bone
10. Qceipital Protuberance
11. Cronial Sutures
12, Cervicals

Althaugh the shapes of skulls can differ widely in heighs,
breadth, and length in wariows individuvals, the con-
struction is always the same. The interlecking joints af
the skull are rigid and the only moving part is the lower
jaws which is hinged by powerful muscles in frant of

the sars. The layers of muscle and far are relatively thin
over the skull and for that reazon the bone sfructure
more direcily influences the outward shape of the head
than do the benes of the rest of the body,

Compensating the lack of movement in the head, the
neck is capable of a great variety of movement up and
down as well as in twisting and turning. Two sets of
muscles are mast impartant in affecting the shape of the
neck — the sterng-mastoid, which attaches at the back
of the ears and the pit of the neck, and the trapezius,
suwpporting the back of the head,

Muscles

1. Frontalis

2. Auricular Muscles

3. Orbicularis Oculi

4, Iygomaticus

5. Massater

&. Orbicularis Oris

7. Triongularis

B. Mentalis

2. Sterno-mastoid
10, Trapezius
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The torso

The lorss, from the frant, is made up of three massas,
the chest, the abdomen and the pelvis, The rib cage
af chest it thaped ke a cone with the bate belaw. The
upper portion of the nib cage appears broader than i
actually is, due to the presence of the thoulders and
cellar bones. This, fo some extent, causes the shape of
the actual rib cage to be lost from veew. The chast and
pelvis are Fairly stable; the abdeminal area is quite
mavable. When seen in prafile the three sections af the
trunk are even merg apparent. The upper part containing
the rily cage, the cantral part containing the abdominal
mass and the lower part which contains the pelvis, The
trunk, when seen fram the back, consivts really of two
parts: the back of the thorax (rik cage) and the loins or
butiocks.

The anly wisible bony form in the central mass of the
terso (s the part of the verebral column in the small
of the back conneching the upper regien fa the lower
ene. In the lower region the bones are deap-teated and
hoavy, showing on the surface and affecting the extarnal
form. These points are ar the erest of the pelvis, the
cotyx (lowest fip of the spine) and the head of the femur
(thigh bana).

The upper part of the torse is quite remarkable for its



Rib
Cage

Epigmirivm

Scin and
Ranhy

Felwis

Thae abdomissl sres batsaen 1he chail and pabeis i Aaaky ond olle=s ler cosilderobls Brawings by ), H, Yondeiposl
movament, Study the addion of the spiral solumn,

bony character, The rib cage, the sternum, the scapula
{shoulder blode] and clavicles, supperted by the spins,
enclose and protect the vital organs of the bedy. The
muscles that cover this bony form greatly influence the
planes and the effect of light and thade in constructing
the figure, The abdominal aroa between the chest and
the pelvic mass is fleshy, except for the spinal column.
The movement of the veriebrae of the spine is visible
aleng its courte down the conter of, and stpecially a1 the
small of, thy back. The scapula (shoulder blade) slides
against the surface of the rib cage in any direction and
may be lifted from it so ihat it becomes guite prominent
under the skin, Mere than ane-half the entire mavement
af the shoulder is caused by the scapula.

The front of the torso is divided by & Furraw that runs
verfically dewn the full length of the tarso dividing it
evenly in twa, |t begine at the pit of the neck betwesn
the clavicles icallar bones), as if passes over fhe breast it
marks the breast bons and it deepened here contiderably
by the pectaral muicles on either side. At the end of the
fib cage it marks the area where the rib cage diverges,
this paint being about ane-third down the forse. The nexi
third down brings ue to the navel, and the |as third
ends af the symphysis {at about the pubic bana),

N
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A similar vertical furrow marks the center of the back
for its full length, The depth of this furrow is caused by
the large mass of muscle which projects on each side of it
and gradually increases in width but loses in prominence
as it progresses upward, Al the upper part of the buttocks
the furrow gives place to a slightly depressed area, below
which it again becomes the deep furrew which separates
the buttocks.

The back of the torso presents many prominences and
depressions. This is due 1o the number of thin layers of
muscle which cress and recross its bony structure. The
maovement of the back is limited to the exient that the
beny structure of the spine allews. Fram the rear the lorso
presenis a greal wedge with its apex peinfed downward,
the base of the wedge baing at the shoulders. This
wedge is driven in between the buffresses of the hips
and from this region come all the important actions that
the human bedy is capable of. The hip and pelvis form
the points of fransmission of action frem the lower to the
upper part of the body.

While the muscles of tha chett have a great deal of

effect on the form of the breass, it is the mammary gland
which gives the breast its individeal shape. In the male
braatt we find at either side and at about on a line with
the lower end of the sternum (breast bone), the location
points for the breast. The gland that develops this poin
is small, it has a definite but soft form that lies at the
loweer cenfer and just at the corner where we locale the
nipples.

The breast of the female is noticeably different in ifs
character. The rib cage, being smaller in the female, gives
maore space between the arm and the forso propar, The
mammary glands in the female are much larger and
fuller; hawever, the mistake is often made of drawing
them too large. Another mistake in drawing the breasts
from a front view is in placing the nipples in the center —
they are ar the side and near the ouiline of the breasts.
The famale bresst prejects like a half-sphera that is rather
conical im shape due 1o the nipples. The breast does not
lie on the front plane of the chest bul rather at the
juncrion of the front and side planes of the torso, This
causes the breasts 1o point shightly away from each other.

LATISS NS DORY
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Thewe woedeut drawings of the skaleton are reproduced
from illustrations for an early medical rreatise by the
Renaissance scholar, Andreas Vesals

The viopela maves

Many of the drawings for the freatise were produced
by the studo of Titian and they combine medical accuracy
with a remarkable artistic quality that makes them
especially valvable for the arfist's siudy of anajomy,

=ith the wcopula,
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The shoulders and arms
Becapn baad the
The combination of bones and muscles thar make g b e b

the shoulder girdle is one of the most comples in the =
body, Together with the action of wrist and fingars of the

hand, the possibilities of movement seem almost withaut

lirmit. £
The shoulder girdle is comprised of the head of the Triceps theaighter: out fhe mom, Arm pit T
tternum (breast bone), Ihe clavicles (collar bones) and the

twio scapulas (shoulder blades). It is the means of

connecting the arms with the frunk_ The junction of the

humerus farm bone) with the scapula (shoulder bladel,

and the scapula with the clavicle should be carefully

studied so that you can understand the planes presented

in the living model. Parts of thete bones chow an the sur.

face and fo be drawn carrectly they must be understood.

The entire length of the clavicied can be seen under s E——— ;
the skin and especially at the paints not far from the ends quils prominast
of the chouldars, Thare s always a small V-shapad in mutcxlar of
depression at these points which mark the separation of R
the pectoral (ches! muscles) from the delioid (shoulder
musclest. The junction of the scapula and the dlavicle is
also guite visible and the head of tha humarus, which
forms the apex of the shoulder, can be easily felt beneath
the delteid muicle, The exireme widih across the
shoulders lies at these paints.

The only connaction the shouldar blades have with the
chesi is through the clavicles. The clavicles are attached
to the slernum in Fronl and have a wide range af rmove-
mernt in all directions, including a alight rotary movemeant.

The base af the arm is in the shoulder girdla. 115 ane
bone, the humerus, is slighfly curved, with its head fitting
inte the cup.shaped cavity of the shaulder blade. It has —
a ball and sockat [@int wehiich 13 cowered wilh a ||.||;|ril;¢1|r|g The sntive langih of
capsule and is held 1ogether by strong membranes snd tha closiclss con be
ligaments which cross at different angles and brace the e Wi e ikin.
arr as well as allow it great freedom of movemant. The
lower end terminates at the elbow in a hinge joint,
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The muscles of the forearm may be divided into reo
groups, flexors and extensors, These operale upon the
wrist and hand through rendens, which pass under the
wrist band or angular ligament. The fwe modl impariant
muscles in the forearm are firsi, 1he supinator, the long
euttide musde exlending from the wrist ta ane-Third the
way up the humerus, and secand, the pronator tares, a
shert raund muszle which passes abliguely dawnward
acrass the forearm from the inner condyle of the humerus
o halfway down the outer berder of the radius, These
two muscles pull the radius with a rotary mation owver
the uina and back again, carrying the thumb side of the
hand toward or away from the body.

The hand does net join the arm directly, but joins the
wrist which in turn ariaches ro the arm and is always
sean as a wedge-shaped mass in any action. This wrist
joint is one thar is universal in its scope permitting it X
fa move in a rotery, up and dawn or side to side mave- i
mani. In wnisan with the supinaior and pranater of the
forearm, ils range of aclion is almost unlimited.

From the armpit, where the arm detaches itself from
the bady, jutl epposite its greatect fullness at the deltaid,
the arm gradually gets smaller in width to the elbow,
This it more noticeable in profile than in the frent view,
The fleshy mass of the forearm near the elbow
widens in axcess of tha breadth of the upper arm and Riprodiced lism A Noadbool ol hastamy flaf At Shadunin,
in furn becames narrower again at the wrisi. Datord Waivaryaty Frop,
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The hand and wrist

Tha hand is compated of two mastes — that of the
thumk, and of the hand proper.

The double row of carpal bones of the wrist are
maortised with those of the hand, making one unit. The
hand always moved with the writ!, The wrist, bwice
o3 wide a3 it is thick, cen also be called a universal joint
Far it [s capable of & side-to-side and up-and-down as
well as rotary mowement. It also enfers into the large
mavemeants of the arm, giving it gracefulness and power
as the action of the arm is rransmitted to the hand
by the wrist,

Lay your arm and hand flat on a table, palm down, and
notice that your wrist does not touch the table top.

You will saa that the mass of the wrist rises from the
hand af & slight angle where i1 joins the arm.

The thumb side of the hand is larger rthan the side of
tha little finger. The hand is broader at the fingers
than ar the wrist; however, af ihe wrist it |5 deeper. Youw
will alee motice an yaur avwn hand that the palm is
lomger than the back of the hand.

The palm gives the sppearance of a shallow bowl with
square sides, and it is well cushiored on both sides
near the wrist. A line across the wrist a1 a right angle
marks the lower limit of the palm. The upper limit of the
palm is also definitely marked by lines acroas the bose
of the fingers. Collectively they form s definite curve
which rises highest al the bate of the middle fingar and
then drops to cut the corner of the hand af the base
ef the litle finger to join the curve rurning fram this
paint to the wrist.

The thumb is seb into the palm by an independent and
a highly mobile “ball of the thumb,” giving it a greal
range of movement, indepandent of the rest of the hand.
With your hand held with its palm facing you direcily,
mave you thumb in any direction, You can see it on
almost every side.

In fthe palm af the hand most of the modeling is caused
by a system of cushions and pads with which i1 is
thickly vpholstered. On the tront of the thumb and



fingers, as well 25 a considerable area of the palm,
the substance bulli vpon the bony foundation is literally
padding.

The fingers all taper, individually and as a group, with
the middle finger, being the lengest, forming the apex.
When the hand is open, the fingers have a fendency
to converge fowards the middle finger. In clenching the
hand, notice that the fingers ends point to a comman
canter. The bedy of the thumb is heavier than the other
fimgers but, unlike them, anly the last joint tapers.

The sections of the fingers are mare squara than thay
would seem ai first glance, with the last section
containing the nail being quite frisngular in shape, the
nail with the flesh on either side forming its base.

Ta draw the hand correctly, you must have a
knowledge of its internal siruciure — ihe bones that
raka up itt framewerk and define it: proportions.
Therefore, we emphasize here the anatomy of the hand
for you. You will do well to memorize the anatomy of
the hand and fingers for if you know the bone
constructian of a hand, you will never have trouble in
drawing it with character and expression.

It is impartant 1o know the joinls — their degree of
limitation and movement. The first joint af the thumb and
the first two jeints of the fingers are hinge joints —
that is, they mowve in one direction only, ar right angles
to the length of the fingers as when folding them loward
the palm. They have na movement in a4 side direction
at afl. Fully extended, the 1opmost joint of each finger
is bent wery slightly backwards. The lower joints of tha
fingers and the jeint of the thumb will bend ferward
fo an acute angle, while the upper joints or finger tips
cannot bend even fo a right angle.

You need never be at a loss for models of hands to
study. Bven when drawing, you have another hand fo
serve in that capacity at anytime and as faithfully as you
cheose, The addition of & mirror in front of you in
wehich 1o raflect your free hand will give you an infinite
variety of poset o choose from.
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The leg and foot

Like the ypper limb composing the arm, forearm and
hand, the lower limb, the leg, is alse made up of thres
basic parts: tha thigh, the lower leg and the foot.
The thigh extends frem the pelvis fo the knee and the
lower leg fram the knee to the foor. While the cup at the
shoulder blade inta which the arm bare fits i3 shallow,
the cup &t the pelvis into which the femur (thigh bone)
fits is deaper and maore solid. This is becausa the lawer
limbs are detigned ot enly for the locomation of tha
body but alsa because they mwust carry the weight of the
entire body. They must have frmness as well as action.
The femur ends at the knee in a hinged jaint. The leg
requires anly a backward and forward motion for
which this hinge is odequate. As in the arm, the entire
leg tapers fram fop 1o botlom — even more so because
of the especially heawy part of the thigh. However,
in its fapering |t resembiles tha arm — the heavier masses
being in the thigh (Upper leg) and the faper mara
gradual, while below the knee, as below the elbow, the
leqg widens again because of the thick musces and
then tapers 1o the ankles where the foof it joined.



Voului sLheimus

— Rectus lemariy

Woules inbermu

Feroneus longus

Vedlus externus

Fergrey) langua

Vianbus iR0Et As

Observe that when the leg receives the full weight of
the body, the knee is pulled back and a reverse curve
funs the entire length of the leg from rhe trunk 1o the
ankla, tha knee baing the point wherne it reverses itself,
The femur describes a curve with its conves tide forward.
This curve is mare prancunced because of the large
rectus femoris muscle in front and by the corresponding
concave line af the back of the leg caused by the aver-
hang of the buttacks and the projecting calf balow.

The planes making up the mass of the thigh are well
rounded bul &s they approach the mass of 1he knee they
become more defined and angular, The planes directly an
each side of the knoo are quite flar, When the ke is
bent, the broad bony surface of the knee becomes quite
praminent. From the back the hips and butiocks are
quite square as they averhang the thighs. The back of
the calves are convex, rounding as they enter the flal
surfaces on sither side of the tibia (shin borel. The chalt
of the leg just above the ankle is quite round and
changes into more angular surfaces ot the angle and
the joining of the foor.
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LEG = SIDE WIEW The I'ﬂ and foot

The putside line showing the contour of the thigh is
the most varied, Note in prafile, the fullness af the frant
of tha thigh for you will eze that the most wtwal and
more extreme actions in the thigh come from the front
group of muscles and net from those on the back of the

thigh, Below the knee, the reverse holds frue. Here
the joint af the ankle and the fool must be observed

mainly through the angle of its attachment, The big bone
enters the ankle and foot at an angle slanting from front
ta back and in this way throws the weight over the

arch of the foor instesd of an tha heal.

The imporant muscles of the thigh, and those which
matt affect v autward sppesrance, are firsd, the rectus
femaris, the straight muscle of the thigh bone; secend,
the vastus externus, the large muscle on the autside;
third, the wastus internus, the large muscle on the inside.
Thesae three primarily extend the leg and are the most
wisible on the surface. In back of the thigh we have the
biceps fernoris which bends the knee and rotales the
thigh outward. The most pronounced muscles an the leg
balow the knae, and in front are the peroneus longus
which raises the outside of the foot and extends the
ankle and the tibialis anticus which raizes the inner tide
of the fool while it flexes the ankle.

Dominating the back of the leg, we find the gasiroc-
nemiug which i3 the calf muscle and ends belaw in a
Wnglipiyns: oy -4 M. Vastupmsl broad tendan which joing with the solous mutcle to form

the Achilles’ tendon — this is inserted into the heel bane.
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The symmefry of design in fhe foot adapts 1o its basic
function — that of bearing the weight of the bedy, For
this, nature has developed a wonderful series of arches.
There are five arches.all af which converge en the heel,
The toes act as fiying buitresses for them. In all positions
the feat tends to keep itself flat an the ground, the
arches of the foot changing accordingly. The outside of \
the foot is the heel sids and is lower than the insida just
as the outer ankle bone is lower. The muscles and liga-
rmants covering the banes of the foot have very litlle
effect on the cutward shape — the planes of the foot are
almost entirely determined by its bony structure.
In studying the sole of 1he fool, you can plainly see
the points of contact with the ground, first the ball of the
foof with the under surface of the toes. The ball of the
foot is divided, the inner partion of the ball being larger
than the auter ane. Mext we see the outer rim of the foot
connacting it with the rounded heel. The inner surlace of
the foot is nearly vertical as if rises from the hollow of
tha arch of tha foot balow tha inner ankie. The top of the
foot or instep extends from the botiom af the leg fo the
toes in a tiangular form, its inner border rounding inta
the side of the foot. This surface is not as flat as the
others and slopes toward the lower ankle as it rises.
Here the ankle also protrudes but is on a lower level than
the imrner ankle. The back of the heel it widest at its base
and tapers slightly upward 12 [gin the Azhilles’ fendon
which connects it with the leg.
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Figure drawing, step by step

Mow let us review whal has been learned and apply it

in drawing a figure. Assurme thal you wish fo make a
drawing uiing the girl in this phote as your medel, Before
beginning ta draw, loak the figure over carefully.
Stedy the main lines of action, the direction of the arms,
legs, and forse, This preliminary observation is a very
waluable part of your whole spproach te drawing the
figure. When you have a good grasp of your subject, then
start to draw,
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CHAPTER 3

Heads and Hands

Two aspects of the human figure sre most impartant in
revealing one's individuality and character: the head and,
secondarily, the hands,

Almest invariably if you think of tomeane, you think
of their face firsh. A parsen's face identifios and 6% apart
avery tingle individual on earth as wall at surselves.

Ciur own face iz just as much a part of our personality as
our emalions, our thoughts, our likes and aur dislizes,
These characteristica show plainly to ofhers, whether we
think so or not. Wa think of, and constantly judge,

thome we do or do not know by what we se& in their
faces and we cannof deny 1har in 1hese faces we are
maved by feelings of love, hatred, samusament, disgust
and pity — in fact, all the emotions can be chservad

and falt.

Tha primary impartance of the haad is again apparent
in that such important functions as the business of living
beqgin hera — rhe tenzas of tesing, hearing. 1asting and
the sense of smell — a3 wall as the bead baing tha store-
house of the brain which, of course, confrols the
waluntary scthions in the human bady,

While all faces hawve a great deal in common, it s
&aty 1o place them in diferent categories: the broad, the
lean, the round, the flat, the strang, the weak, the ugly
and the beautiful.

In mast pictures the head iz the focal point of all
attartion and through ite attitude and expression is found
the guickest means of communication. In piciure making
it exprosues the human relationshipe betwesn peaple
bridging the gap batween the subiq:ﬂ whio has been
painted and the perion wha views the picfure.

The eyes are the mos! expressive Feature of the face,
When the ayes are cloted ar hidden, the modt vital impact
of the face is Ios! and most moans of expraition are gane.
The eyes can tometimes tell, more vividly than words,
our emations and moods, and usuelly we can tell these
emations even against the will of the subjact who doas
not wish us o know his teelings. The eyes can, more
than any orhar feature of the face, botray all the emotiong
fram hafred, contempt, indignation — 1o love, fragedy
and joy; in fac, almos? evary human emation can be ssan
and transmitted through the ayes.

By subrle shifts in position the eyebrows, along the
uppar crest of the eye sockat, also play a vital rela in
com@lemaniing the expression of the eyes and the other
features in indicating the subject's moad.

Although the nose is stationary except for the capability
of a slight mavement in the cartilage of the medtrls, i

can be used vary succassfully fo help portray snd develop
many human characteristics and types.

The ear is deceptively comples and regirires a
cansidarable smount of study and practice o draw
propatly. The shape of the ear varies mestly at the tap
and the bottom, At the top it may look like a high or
shallow arch and the tuening of the rim may be broad
or narrow. The botom of the ear forims a labe or it may
simply jain the neck without one, The aar hos often been
compared to a seasheli dus to its whaorls and coanvolutions.

Mext to the eyes, the meal aapressive feature of the
face is the meuth. The essiest way 1o considar the mouth
is I repose when ifs normal shaps can be most easily
studied. The mouth in movement can dencte many
emationg. The lips, turned slightly upwards at the auter
ands, may show good humor — when tormesl down they
denate unhappiness or melanchaly. They tan denaote
determination or frustration, or they can signify, without
words, the desire fo be kissed as well as 1o show distaste,
Tha mouth laughs — it cries — it shouls — it whispers -

i simgy, Both narrow and broad mouths can ba beautiful,
depending on their proporiion to the rest of the face.
The shape of the mowth may also decidedly show
character in both men and women. The broad mouth
utially denotes genarosity and friondliness — the thin
mouth, peitingss of nature. These assumptions are not
slwrays true, but in making pictures, they do serva fo
indicate character.

The chin can have a marked effect vpon the character of
the face. When it juts forwerd and is pronounced, it can
give a feeling of aggressiveness and determination. Whan
it recedes, i can denote & lack of strength, In women,
the rounded chin is considered more desirable. In
goneral, & preminent line of the jew 8 maere desirabla
i & man than in & woman,

Finally, consider the head and hands a3 we examine
their relation 1o esch othar. Stand in front of a mirror —
look at yourself, Then frown, then smile, cry, laugh, look
mean, look happy, look ely, look sick. Try 1o act these
emaliens oul — and feel what i3 happening te yeur
hands. You find that your hands unconaciously go through
the same emolions. You cannot, for mzample, get really
mad without clenching your fists, ar feel completely
reposed without your hands relaxing. In a sence, thasa
thearies will apply to the drawing of the rest of the limbs.
We give you this to condition your mind in ifs approach
o drawing this — the mast important phese of all art —
fhe human eguation.
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Blocking in the head

In biocking in the hosd and planes of the face, latf us
first begin by obsarving the proportions of tha head,
As the oval s generally vsed For the basis of starting,
let ws divide the oval head and place all the features in
their proper telationship 1o one ancrher. We first divide
the hasd inte faur squal parts — fram the fop of the haad
to the hairline is one-quarter the distance, the forehead
it the next guarter, from the eyes to the nostrils is the
next guarter — and for the last quarter we go ta the
paint of the chin, Mext draw a ling dawn the centar of
tha head from the top fo the bottom.

We now place the ayes an the center line and on sach
side of the noze. The distance between the eyves should
ba the length of ane aye, The length of 1he ear js abouw
rhe same a5 the nose and is on a line with it, WWhen the
road it sean in prefila, ke ear 12 juit abave the middle
of the neck. The bottom of rhe lower lip is halfway be-
twean tha bottermn of the nose and the chin, The top of
the nose starts af the upper lid of the eye. The width of
the nosa a1 the nostrils s the width of one eye. When
seen in profite, the distance from the fip of the nose 10
whers 1he potinl vnites with the cheek is alse abou? the
lengih of ane eye. The distance from the chin fo the
throat is egqual fo the space belween The mouth and the
bottom of the chin, Afrer a while and with practice, pro-
portions of the head and 15 featuret will bocorna

insfinctive and you will sense their right positions on the
head whan it is furned in perspective or in a fare-
shortened position.

At this point it is well te remember that "Blacking in,”
whether it De features, planes, fonms or ssrakdishing
attitudas, should always be done sketchily and lightly o
that when you are ready to draw the finizhed result, the
blocking in lines can be easily erased. *
It can be & vseful — and illuminating — exercics 19 1wy oul
yaur first atternpts af blocking in a head by selecting an
eye-lavel photegraph 19 usa a5 a guide. Even § néwipapar
phatograph will serve the purpase. Simply place the
photo under a pisce of fracing paper and draw the outer
shope of the skull, Then bleck in the same proportional
lines aver the phala.

You may be surprised to realize how well virivally
every head (barring photographic disfarhion) wall fit thess
muaasurements and how minor end subtle are the
facial characteristics that serve to idenlify eath person as
an ind|vidual, Thes should servie to underling the exirems
impartance of etfablithing a seund batic construchion of
form and propertion {or knewing it through years of
practice) before making any atempl at recording details
of the sifter’s persenality, in drawing ar painting a
partrail,
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Ir drjwing the head in other fl‘ltn Fn:lr'ﬂ ar sidn wigwd,
the knowledge of perspective becomes very impaoriant
because, unless the planes and features are 1ruly related
to each other in proper perspective, your antire drawing
will be out of kilter. Your perspective should be secured ~
in the first lines of your drawing. '

When the head i3 sbove your eye level, you are look-
ing up at it, and the head is in perspactive. The features
muwst all follow this wpward trend ar its reverse, The
features must follow the mass of tha head in whatever
angle it is posed. Perspective must have solid shape,
mass and form as its basis. A head or cube seen from
directly in front will be bordered by two parallel vertical
lines and two similar horizontal lines. Howaevar, the
mament they are placed so that they are seen at any
angle, they seem to converge. This converging causes
the further side of the head or form to appear smaller
than ithe near side.

Fercpective is a complate science in itself and can bo
purswed at great lengih. For our present needs it is suf-
ficient 1o remember 1hat peripective refers to the
sppearance of one ar more objects as influenced by the
distance and position of objects from the eye ielf: as
objecis recede from the eye, they appear smaller.,
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Helpful reminders in
drawing the head

Here we show you how fo solve some comman problems
in drawing the head. In sach case the salution lies in

{1} deciding which way the head and Features are niltsd,
{2} thinking of the features as solid, related farma armd
13} drawing through. Mofice that as the head turns away,
some Fealures overlap ar hide others from view, some
disappear completely.
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la dtg simpladl form the head hoi siz batic ploses, like
thote of o bas,

Planes of the head

As seen in near-profile, the side of the heod is a single
lorge plome having small varotions within i,

The botic plones ore thapsd by the contaurs of the
shull and ike features.

Early in the study of drawing, you should learm to
menfally appreciate all the planes thar surround the
haad, although, from any given point of view, only
cerfain ores will be visible, This conscious understanding
of the planes will anable you te understand much more
readily three essentials that will help you make a good
drawing. First, the action of the head, second, its basic
construction and third, the character and type of the
person you are drawing,

Six basic planes compose the head, five of which are
visible. Thay are the top, the front, the back and the
sides, with the last and sixth being hidden by the
entrance of the throat and neck, leaving the under ur-
face of the jaw the enly portion of this plane intact,

The artist should olways keep these small fociol details
wihardinate to the averall plones.
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The eye

The eye secket i3 profected by the frontal bone of the
farehead bordered by the brows. The cheekbones baneath
are re-enfarced and the entire bany siruciure surroending
the eye s detigned 1o pratect thiz most expressive, and
yel most delicate, feature of the face. The upper lid moves
ower the curved eyeball. When open, the outer border
fallows the eye back, folding back as it does so, When
clased, the upper lid of the aye 4 drawn amooth, The
lower hd s nearly stationary and maves but litile, The
eye, cushioned in fat, rests in this socket. The eyeball is
somewhat round in shepe and its eaposed porfions consist
of the pupil, iris, cornes and the “white of the aye™
Because the cornea ar “rransparent cavering” fits over the
eye much like a watch crystal fits over a watch, making
part of a smaller sphere laid over a larger one, il causes
the éye 1o be slightly projecied in front.

The lashes, which fringe the upper and lower lids from
their cutar margin, shade the eye, sarving as delicate
feelers fo proiect il. The vpper lid instinctively closes
when touched, The lower lid o stable Byl may be
wrinkled and lifted slightly inward.

The eyes must be placed carefully within the borders
that form the walls of the eye sockets. These walls slope
inward and down frem the ferehead fo the checkbone.

The difference beiween the inner and ouwter angles of
the eye is very noticeable. At the outer angle, an upward
turn of the lower lid is overbung by the fold and margin
af the Upper |id| while af the inngr un5|e, the lids da nat
unife, but are separated by a narrow U-shaped recess
floored with a pinkish membrane, From this point, when
the eye is open, ihe upper lid rises abruptly and curves
ever the spherical ferm of the eyveball 12 s suter angle,
cantinuing on to the cheek. The lower lid, thinner than the
upper, starts with a slight downward curve to & point
slighily beyond the cenfer of the eye and then furns
sharply vpward, meeting the upper lid at a right angle.

The simplest form suggesting the opening bebween the
eyelids is the oval, For the front view, it should be
narrgw with bBlunt ends. For the three-quarter view, the
shape 15 a leng egy-shaped oval. The shape of boih eyes
in threa-quarter views are generally similar, the enly
difference being that the nearer eve is longer than the
farther one. Mote carefully the way in which the lines of
the eyelids follow the fullness of the eyeball, and also
the way in which they terminate bayond it. Nete alus thar
the lines of the upper lids are about the seme. The
exposed portion of the eye i always moist and therefore
strangly reflects the light cast on it. This forms a highlight,
the position of which is detarmined by tha direction of
the light. This is a vary impertant detail and should
slways be defined,

How 1o sketch the eye and lids
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Cartilage

The nose

The nose is wedge shaped, narrcw at its upper extremily
and widar at its base. The vpper part, reaching halfway
down, tonsists of bone and is mertised inta the forehead,
The lower part is composed of five cartilages: Two vpper
and two lower laterals and the septum which divides the
nostrils. The nose is wider at its lower end than at its
attachment abowve and i1 composed of two sides: The
frent, and an under surface. Each of these is divided into
smaller planes. The surface of the front plane leaving the
root of the nose is well rounded and widens as it forms
the bridge whare it is flanened. Marrowing as it descends,
it again becomes rounder a3 it wedges bebween the bulbs
farming the tip. The front surface comtinues downward
and under, meeting the central cartilage and farming the
narrow plane of the under surface of the nose. This plane
separates the bwo nastrils, which in furn ere enclosed by
the wirgs. The wings form the lower sides of the noswe
ard also form the triangular shape of its under surface
which is readily seen when the head i thrown back.
Bath the wings and the end of the nose curl up into the
nostrils.

On each side of the nose the planes begin at right
angles 1o the planes of the face and, continuing down,
bulge out just above the center even with the bridge.
They then sink in and form large hollows extending down
te the tops of the wings. The wings emerge from the
sloping roof of thia nostrils slightly back of the bulb and
grow rounder and thicker as they recede, turning sharply
as they artach to the face. The broadest parts of the wings
are attached to the face shghily higher than where they
curl up intg the nostrils. The character of the nose depends
entirely upen its differences in form and degree of
projection of the bridge. We need nor rell you how many
different shapes and types of noses there are,

LS

= \(-L— ~ . Wil the knewladge of The conshiwe
E'._ tsam ol parh mdividusl {eoture & very

impadnant, 1he Felalean of eouh Tegkorm

16 the sikeis |4 even mors importont,

Hoprsr mms in an endlew varisky of dbapai. They afecl the appearonoe I is rhié combinotion of oll the Pes-
ef the face more thaa any ofher single feabare. fures Ahol eilabliha characer.
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The shape of
the mdaith ond
this lips deponds
on the eeih

Tha narmal
uppad g
prajecis above
lhe lawer ane
ercef in
specific
charagtarn

—

Linca the wival G sserce i1 drom
above, the upper lip — in ibadew —
il Rormally dorler thoa he lewed 6D
which it Hghted deectly

The mouth

The shape of the mouth and lips depends on the shape
of the teath. The mare corved the taath, the more curved
the mauth. The mouth, thaugh cenvex in the mass and
slightly raised from the general plane of the face,
expresses its convexity differently in each lip. The mucous
portian of the vpper lip it divided inta two egqual parrs
ard 15 of groatest width where the two parts come
tegather in the middie of tha mouth, diminishing in
thickness as they retreat with a downward curve o the
deprassed cormers.

The planes of the vpper lip are comparatively flat and
angular, while thowe of the lower lip are very convex and
reunded.

Seeny in profile, the thickness of tha |ips, their projection
and their junction with the face becomes very apparent,
We can then see how far the upper lip projects bayend
the lower one, end haw the lower lip overhangs the chin.
In & wall shaped mouth in proefile, the lips are on & plane
sloping backward to the furrow at the top of the chin, and
the cornar of the mowth will be teen 1o ba slightly balow
the center of the lips, When smiling e laughing, both
corners of The meuth are pulled back, which causes 1he
lips 1o press against the teeth. The line of the upper lip
then becomes horizental while the general form of the
lower |ip appears concave,

The curvature of the mawth with i1s depressed comers
is best observed in the three-guarier view. No matter
what the poie of the head, nething & more impartant in
the construction of the mouth than having its corners
placed in true relstion to ifs centar. This assures correct
drawing and symmetry. Bath lips should always be
considered in relation to each other and nof drawn
separaiely,

At the outer ends of the lips, a deprestion is cauted by
the convexity of the lips and the fleshy eminences around
the corners of the mouth which also must be considered
carefully in its modaling.

Like the eyes, the mouth is copable of great exprossion
and movement and i3 tThe means of an infinite variety of
expressions.

e <
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Thise guarter

Thin fap predect
#ar canal opening

lacete the poaitioa of the sar,

\ ,.l"r % Broken Bnes show that ear slenh
= ! : the sone o3 the nose, Solid lines

Eary normolly lie on kead of rhiv omgle.

Ths eafernal corlsloge o owler
rim of the eor oFiginmes From
within the bowl

Hofe cuies

The ear

in drawing the ear, its exact position on the head is of
utmost impartance. Its length is equal to that of the nosa
wihich it parallels on the head. Al ifs widest part it s
abour halfl ity own length and, if divided intg three pans,
the middle would be its orifice.

To understand the construction of tha sar and to ba
able to appreciate itz modeling, each part should be
studied separately. The construction of the ear contists of
a tanvoluied cartilage, having elevations and concavities
requiring close study.

On the face side, the bowl or shell of the ear is
protected by a small flap or raised form which shields
the opening and is connected below to the cartilage that
forms the immediare rim around the bowl. The lobe is
the softest portion of the ear, while the cartilage that
surrounds the bowl, by which it is aftached to the head,
is its most firm portion.

Sean from the front, the ears slant down and in and are
parallel to the sloping planes of the sides of the head.
The sar s usually placed close 10 1the head and nor
projecting away from it — except when specific characters
are being drawn.

The wherls and wrinkles making up the ear, while
varying greatly, have certain definite forms. There is an
outer rim often ending with a 1ip; an inner elevation, in
front of which is the hollow of the ear. The opening to
the canal is projected from behind by small flaps and in
front by a larger ane.

o @ Y

Think of the wor @i o dmpls disk disided
nta thive wecticai with e bawl 5 the center,




The chin

The greatest prominence of the chin lies just above its
center. Its lower border is wswally straight with a slighi
depression in the center, The form of the chin may vary
greatly in each individual, in 30me cases being round or
pointed, narrow or broad, flat and square and somelimes
having a distinct dimple or furrow.

You, as the student should be untiring in your search
faor minute details, making many studies of all parfs. Only
in thigs way can you gain the detsiled knowledge that
becomes intimate and deep. It is by this knowledge tha
a foundation is laid which is solid and sure.

While a study of the head with its planes, forms and
features provides the solid foundstion an which your
finished drawings can be developed and while the knowl-
edge of them is of immeasurable help in finding the basic
consiruction of the human Face while yau draw, the final
antwer 1o drawing people is to draw resl people, Look
argund you = note all thoze people who help 10 make up
yaur life — your family, your friends, even strangsers
who are a vital part of your life as an arfist. Carry a skefch
baok with you censtantly, Draw all the characters you fee
when riding the train, when waiting anywhere. Observe
every person you see — their eyes, the shape of thair
nose, their mouths, the special characieristics of iheir
tacee. All humang are different in appearance and have a
great deal 1o feach you if you will anly see, cbiorve and
draw them. Make quick sketches of their basic differences
in character. Your sketchbook can fit info your pocket and
always be available fo record what you have seen,

You learn te draw — by drewing,
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This hwad in lighied freen the froni. The plones on tha Troni of the focs
are in Bght while the side and back are in shadow, In general, the Bighs
wruch planes ore painied ln wih welues brom Fha right pertica of the
wale, The shodow tenes ara lownd on the left side of the scole, Mats
thot porte of the sye wchel, nois, oed lipi afe definitely ikadew aresi

Frab, trantal lighling on the bpad greabes & minimal aaties of
dhodows.

Light and shade on the head

Whensver you draw or paint a head from a posed

model or a photograph, you will alse be confranted with
the weay in is ighted_ In fact, as the artist you should be
aware of, and contral, the direction of the light source in
arder to bring out tha effects you want.

The first rule ia te keep the lighting simple. A singla
light saurce, such as the afterncan sun ar a lamp on a
table, is better than lighting from hwo or more directions
which fends to confuse the forms

With a sirgle light eource you will be readily abla to
determine two broad areas — those which are in light and
those in shadaw. Generally the edges of the light and
shadow areas an the head will be determined by the
planes, Within the broad light and shadow pattern will ba
found the graduations of fane that result from ifs
wariations in angle. And, within the shadow areas will
be found a certain amount of reflected light from the
surrounding setting.

Hewewer, none of the values in the light areas should
be as dark as any of the 10nes inthe shadow areas. Nor
should areas of reflected light ever be sz light as the
darkest 1onet in the light area. This is a comman pitfall
fer students. They ses toa much detail in the light arcas
of the flesh and overmodel them, using some of the
darkar values that should be ressrved for shadew aress
alone, as they paint some of the values of reflected light
ta light that they break up the thadow pattarn,

If you will aways keep in mind the simple effect of
light and shadaw en an egqg and relate it te the head, i Right :
will hE'FI '|"¢"-| mg:‘nlqin s mmi:.:enl Cﬁfﬂfi“ Flﬂ‘"‘-&fr'l 01 :Ir:’;l:h;nl;:l.umhln the lale clernoon sel oF ||ihl from &
light that will give your plefures salidity and conviction,




The female head i generally mf—;hnp]-d, with soft, round, i:un"ng
forms. The neck is ||;|nq-|r aind lh.irm-mr1 brows mome arched and wider
apatt, ferms of nase, mouth, and chin more delicots ond smoother
than in the male heod.

Male and female heads - it o i Fad e auhide: fhangh we begia

diﬁﬂrﬂ'nm weith the oval premise, if is nof as smooth and rounded
&% o firs! glance seems o indicale. Instead, it has many
depressions and ridges caused by the skull and affecting
the surface form (at wo showed you in Chapter 2). This
form i3 also affected by the swell of the musdles under
the skin. These depressions and ridges mark the planes
of the head and knowledge of them is of the greatest
importance in enabling you to undarstand the relation of
modeling detailed features to the mass as a whole form,

The features of the face all have their individual

structure and should be carefully studied one by one.



The mobe heod fends to be squore ond ongulor, with o sromg jow.
thicker, sharter neck, overhonging forehead, heovy brow, strong
angular forme of nate, mouth and chin, with gerarally rugged features.

Mote thar in the male, the features take on a more
angular appearance, while in the female, the softer oval
shape to the face is distinctly feminine. This is particu-
larly apparent in the jaw, In the male the jaw is mare
definitely sguared, giving it an angular masculine
sppearance, while in the femala, the jaw line tends 1o
be soft and round.

The cheoks should alie canform with the general
character of the outline of the head, beginning from the
bony area just in front of the ears on each side that mark
the greatest fullness of the face and running down to the
outside of tha chin. In man, they should be more or less

vartical, conforming with the outline and squaremnsss of
the jaw; in women, they should follow the oval outline
of the face,

The brows alia shaw a definite difference betwean
male and femele. Some brows are thick, =ome thin, some
are siraight and others srched, all asserting themselvey
differently and having their own personal characteristics.
You will alsa nate that the woman's eyebrows are
wivally farther apart than the man’s and that they arch
slighfly upward; in the man, they are closer together al
the top of the nose and then arch downward around
tha ayas.



You learn to draw by drawing —

So far wa have been concarnad with drawing the basic
head in different positions. Now we will begin fo uss it to
craala various human types. While all of the heads on
these pages differ somewhat Fram the simple head
discussed earlier, the siucture of each is snill based on i1,

5o that you can see how these heads are developed,
wie show step-by-step drawings of each. Aciually, sach
step wiuld not be o separate sketch, but 15 a more
developed stage of the preceding one. It 1akes soma
prachice 1o learn 1o draw the head well — but, remember,
the mare hesds you draw, the more skillful you will
bacome in drawing them.

M= wa drew an inleresfing charagier, As =e skabch, =a
e 1he jame Fout I Eadi Bul change W pra-
portions of Individuol Teoberes. Here, for example, we
give owr choracier o lage lower lip oad o longer =oss.




In develaping this young =oman’s head =e wee ihe wme

- / methad iha=a ln the hres-guontar frond vie= of tha man

en page 77, bul =% mabe her feateres loas angular, her

/ eyeiows more orched, oed Ber peck Sare ilEAder gad

iy d ilonled. Do mol gverwork by odding loo much dedail.
What yow lsewe aul i1 oy impestant os whal you put s,

The proporfiom of a bd:r'; head ore ﬂ'ﬂu'r

from an adult’s but the prisciples of

tamoin the some. Lhe IIII 1'||r|inl|- and korizental
guide liney to help ploce the fectunes correatly.



Usisng & phete of himishl, Robarl Faweetl Bail did a relber abvalghl asll-
parirail. Fameall paicd lar aany ol 1be peapls ba b pichined, bul eflea
thonged his choroderizntion, o3 shown here.
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How, workieg with fhe same phobe,
Forecett viovolines ond pointh him
sl o3 a porily British cofonsl. Hew
ing a defisie charecter fa mind
belore b wharty, ke cormulta the
phofo mersly for loch o (aedrue
fon, sspregsinm, gad Eghiiag,

)
Hera Fawee® hai drown one ol e saoli-looking
chorociers ha o vo hond eof. This man iy quite dif
ferenit from the colonel, bul i s eovy io see thod
bath devive from the ordglnel phote. Obssrve how
the wrtig? hos wied W alveches ol spelids, ays
wchati, oad mouth So scoggerohs Fhe keptical
EAprEISION iR ke IupdlﬁL

Creating many types
from the same model

It is & good practice to study the faces you see avery

day and nore the distinctive features that give esch type
its individuality. You must alsa learn to get what you
need for your pictures from available madels and
photographs.

Marurally it is best 1o find a modesl that loaks like the
character you wish to draw. This isn't always possible,
however, particularly in a small community. What you
muwst da then i3 get the mest suitable madel or
photographic reference you can — and use your
knowledge and imagination to improvise. With
axperience, you £an learn 1o develop many different
characters from a single model, as shown by the late
Robert Fawcett and by Aike Mitchall in the two
demonstrations here.

Carefully compare each of the artists’ drawings with
the phatograph an which he based 1. See haw he has
changed the head shape or emphasized some of the
features fo create the character he wants. Wou will notice
that, ne mater how much he exaggerates or changes,
hem still makes yse of the structural information, lighting,
and expression in his model. You can, of course, take
further iberfies, but using your model or photograph
this way will help you create really believable, convincing
people,

Fhis b bBadically the same Fore @ belore, bub the Bength
ol tha head har bsen sxaggercted and the nech nas-
rowed. This could be o bariender, o waikern choracher, or
mn Emglish burler,



Hore Milchell s#arty willk Biin pholos
groph of o homwewife — bel ses
wha! o wide rosge ol chorotiers he
devaleps fimm Bl Evén thowgh yow
e gradling chermbery quile differ-
aal lram your model, they will pie-
ally be muik som cevinging than
when yow drow from memary. Pl
tures bawed on =memory imoges
algne ternd fo became gichds.

Although (ke facexs of thess women
kave Ihe 1ome ilfuchere ond
wrinklei thad we see bn tha phals,
Michell has eonplelely changed
Fheir pertomality @nd appecrance
frgm each other gnd Trem the phala.

To creale thiv acciely womas, Mildhall has lengthensd

the Renod iderobly, ol | wrinklos whars IEe
Besh sags arcwnd the jow, ond chonged e hoir and
seifume, Abhowgh this Foce |3 guite differont from the
&% ia bhi phate, i1 deorly derives from it 1n sleuctuee

Im this prybwomos we howe @ real
charagter] She s o lar cry from the
woman b the phote but you cas
il wse thet bt Purnished the Bade
diructural infermaion. |1 i befber,
of cowre, 1o find o madal that mere
dassly rewembles the chorocer yow
widh ta poriray, bet— @i thii dew
apgtat=nn shows — travgh sxagger
afipn ond lavenbion yeu con oreofs
many charaden fram one model,
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Facial character and expression

When drawing expression, the mas! imparian! paint to
remember is that one part of the face almost never ach
alona. There must always be a related action in conjunction
with other facial muscles. You must also realize that when
the mouth lawghs, the eyes must wrinkle.

Try it yourself in front of a mirror. Try 1o laugh with
your mauth without letting the action affect your eyes —
see how false you look. Now relax and lavgh naturally
— 3c6 haw every feature, muscle and plane in your face
breaks info movement from the top of your head 10 your
chin and back fo your ears, Walk away from the mirror
and do it over again — you can actually feal your whole
face braaking inte mavement. Try every violent emotional
exprassion you can think of — tesror, anger, rage,
sneering, helplessness, joy — everything mawves,
Ramember this always when you draw expredtions, and
it will serve you well,

Lavghter , . . partly closse the eyer, sle
wifes Hhe cormery of the oper mouth ay well

{_J @b The suber part of the epobia=i and nea- A
! trile. .

la P , Plerre A de R

&

R e
Terror ond hormrar . . . prodecs dilsted
ryer ord noewtril 8o e mathed degree. on Meditation or refleciion . . . pererslly
apan th ond | d bead — theagh & wouses @ shght Frown asd rhe epe waeclly
la sometbnas Fhrows back, sasuma 8 vecoed prpreaiss,
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The Heod ol & Touag Girl, lon Yermesr

Smbles . |, . hove ithe some charoderisiics
Grief . . . oowses relosaten of the facial i lavahiar, byl 16 & Maar degres.
mgpcles, which cowes the epefids, cornen » ey
af tha meuth and awisr it aof the aye- : ?
brows 1o droap, The syabirows ore slavated 1o Tmhagie,-Adring: Broyspr
of ihelr Inner ends. r

Sneering and disdain . . . o indicated
by on upturasd end cverted face with the
epelidy padly dowed, =ith & fwin o the
mouth to one wde of down,

Harn Iy @n Interasdiag varicty of saprevsisns,

renging from omusment b shotk omd borrar.
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Drawing by Foul Calie

The Hand -
Its Powers of Expression

The hands, aleng with the face, should receive the
careful attention of the artist. First, becaute scide from
the face, they are the anly generally exposed parts of the
body, Second, and more important, because next fo the
face, they are the most expressive parts of the human
body. They are capable of thewing an amazing range of
acticns and emotions. Third, due fo the many parts and
bacauwse of the many masses and planes, the hands are
guite difficuli for the sfudent 1o draw well without a great
deal of study. It has ctten been said that the hand is the
most difficult part of the figure fo draw. Yet once you
have mastered the drawing of the hands, you can greatly
enhance the effectiveness of your figure drawing or
painting.

A commaon failing with many studenis when drawing
hands in conjunction with the rest of the figure ic a
tendency to make them too small. Let us repeaf again,
nexl in importance 1o the face comes the hands, Make
them large encugh. If you hold your hand flat against
yaur face, the tips of your fingers to the end of your hand
where it joins the wrist should reach almaost from the top
of your farehesd 10 the point ol your chin. Except when
requirements of beauty, as in women, call for some
resfraint in size, the hands should always be drawn wirh
vigar and good siee,

Be iwre o diow the hesd lergs
snavgh. 1 B about the 1oma
lemgik os fhe Foce from chin ta
hoirling < a linle mofe of les
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1t is efen belphul to divide e
the top sdge of the paln

bite Fowr swchons =here the
Brgens will arrack,

,x’.’,f"

Foroshartening: Ths block method of conshertion i
particulacly wieful in working out foreshastoned sivey of
the bond becowie @t i eovier 2o imagine what bapp
I perspediiee b @ vbe than & Regad, Mers wa sisgalily
tha probless by sdobliibieg ihe pevtes of ke palm in
relofiom to tae thumb osd thes “Bulld” The finger an,

“Droaw through” block foema
of firgar ta enabid 1op,
side, ond beHom plames in
relodion to red of hosd .

Hinge adfian ol the lagers: By
drawing the betom plane of the
fingers corefully, youw ton be wre
they bend of the proper eagle. Hofe
haw each jgit “hinges™ on nest ane
— tkey da mot rofole or Beid,

Complicated potition:

We can wark aul the panilian of hond: in
any comples position, sueh ed kaldieg o
bofl, by drawing Ihisugh end mohing sure
fhe wrisi, pole, ond thunb ore properly
related before drowing ihe detoils of the
fimgen.

Impartant pelats in the actien, propertion, and movement of the hond, wriil, ond fingers.
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“Humanizing” the bledk Ferm Chur perpses in drow.
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Firgern ore
shoater urdarnacth Bedir aid nasf
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Hedden bone
of thumb 'h N oy b
Pounded musds below I alongiide Aail

“*Humanizing" the block forms

As in using the basie figure construchon for warking
out problems of pose and proportion in the figure, tha
blacked ferms of the hand serve the same purpose.

The next step of converting the basic forms ino mare
realistic contours is & matter of refining the shapes.
Here, you'll need to rely on the anatomical information
as presented in Chapter 2. A review of it at this point
should be a helpful reminder of the underlying siructure
of bones and muscles. You will be particularly concerned
with their effect on the outer surface of the hands as
you interpret them frem phatos of poted modals.

legh {g¢ tha aversll geyture g tha pose
ei o pralimisary 85 digwing fhe band
plative hera bhow Me wrigl, bosh al dhe
hamd asd the poinliag Bager fais a i
ciprocating Cusved thape.

Lq"_.
—_— ey




Step | = Spatng and Floding Step 1 == Salidity af Comstrdction Step 3 = Dalai [
Shefch in the polipn The black methead We ege corefully
and apprérimala area @ al dees ing the diew ihe datolly of

ol tha hand, fiming hivng & ot greot 1k hond oo Mg

each poel oa 1l appeors. oidsbance in fageri, sraileg
dalnisg the planss Stepr | ond 3 on
and serfoze af we procesd,

Cines you ochisve some profickency, you'll Bad hasds
fencingfing ' drow. Shedy yowr own hands and
drgw Ihem. Wilth 1ha aid o @ mifof, yow con pose
fhem in olmowr ony poitics.
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\ ) o 4 h-
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Observing the hand from different viewpoints

In the series of photos below, the same pose of the hand This serves fo emphasize, again, how Important i1 is to
has been held in each row, at the camera moved urderstand the basic construchion of the hand and how
around it, You will note ihe sirlking changes ihai fake all of the paris relate ro each ather, By “drawing through”
placa in tha visible relatisnship of the fingers, thumibs, you can locate the parts that are net vitible, bul which
and baze of the hand, in just a small change of camera will help you to determine the proper locations of
poesition, even when the eye level remains the same. those that are.

The tramiparent glam bles yow te itedy the form and sdlas of the palm ord wnderdds of the fegan.

This shows how ihe homd ond fingers odiest te fhe vhope of Fhe object they hold. Modice how the thanb waorks in cppoyition to ke fingers.

Mabe that asl ealy the Ragers Bl alwa the Bedy ol tha hand "wraps oround” the selid spharicol form of the ball,
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Do's and don‘ts

There is general agresment amang artists thar hands are
amaong the most difficult parts of the anatomy fo draw.
In facy, one of the giveaways of an inexperienced arfist
is 4 weakness in the construction of the hands in an
ortherwise compelent drawing or painting.

Hlustrated here are some of the mast common pitfalls.
By consistently following the principles demonstrated in
this chapter you should nat fall imle them.

Keep in mind the bome ond -u:h viructure bemeoth the werfoce.
I seme plocer the serfoce i in d by the lar bones, in
atheri by the solt swide. Don rownd off all the ferms af the
hand er it =il loek rubbery.

The hngerips lorm & sviesd Eas, ssd assther cured Fes o
farmed where the fingers [oin fhe palm. Mohe sure theie lined
weally kook cerved — mol wtroight = in yeur drewisg. Tha arth
of the owres i highest ot the middle finger.

When the Fagers are dowd tha back = ihe hand iwivea, and
thiv curws in mask noticeakle alang the Bae of the keeckles. Dana’
Partan Phafm dwl

Start =lth the blockingin had sh an peges [Mand 109, B
swre the wariasy parh al the hosd fis el bakare puitting in
wertore detoili. Mo onount of detail will gowe o poody eon-
wructied hand — but the cubsd com pievent odd.

Remember thot the thumb i ottoched ot the wrint onsd 1wingu
indepemdenily ol the resi of the homd. Don'i limli ikbe aciien of
the thamb by i=iagiag M anly from the middls jolat, but mebe
it work @n o noturel, Flebke way.

Ban'

Wihaen Fhe hand i cl i 1hs F + “F“""‘*I"'“‘r"-"fﬂ-
the ceater of tha palm, Das't Hd tha limle Fager shrakghe down
fhe shde ol the polm o it will ook il sad vasobural 18 Fip
whaulad B well in frowm s §lde.

The wrint i quite Resible, ond the fingers, thumb, ond palm
odapt Fhemieloen fasibly to whotaver the scfion may be. Den's
make homds loak sailf,
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CHAPTER 4

The Figure in Motion

This heading refers nat only 1o the maore aclive move-
ments of the body, but also o all of the myriad positions
and actions of the bedy that eccur in the course of

rormal human activity. In this chapler, we will
demonstrate how the figurs is balanced and that changing
rhe podition of one par of 1the body almosr always
recuiras o countering change in the rest of it You will
fearn how o choose a pose that will make an action

clear and axplicit.

There is a vay difference berwaen the pose of & stalic
and an active Nigure. In order 1o bring a figure to life, you
must first obhserve pecple in the process of living and
mn'l.r'lng abas! 1a their dﬂ“‘" activifies, Thiz iv ans of the
great banefits 1o be goined from the habit of carrying
a skatch bask with you and from recording the typicsl
actions of people: as they cross a street, run for a bus, ar
slump in an armehair, Theso drawings reed not be 2
all detailed. It would be impossible o meake a careful
drawing of a figure an the run, for instance. However, you
can recard the overall movement of the figure thas
makes up the action, even if only in a scribbled silhoustte,
Later you can apply your knowledge of the figure and

Arinide Morioric, Decorofive mordss. House of Porliament. Roee

i's anatomy to reconstruct the detsils of the pote,

You will find your powers of chiervalion impraving
as you develop this skefching habit ana will aventually
learn to aviomatically interpret the acticn and spirit of
any pode as you abserve it You will nole the telling
details that carry cut an action, swech as the angle of the
nack, the turn of the foot, or how the hands are used,

fven without a sketch book you can mantally analyze
the acticn as though you wers drawing it. As an
experiment, warch 4 relevision program with the sound
off. See how the actors convey what is going on by
their actions a5 well as in words. Cno of the marks of a
good acter s his ability to Dse "body language”
convincingly. As an artist, you are like a stege direcror
— g=lecting the aclor and choosing the sction you want as
well as haw it should be presented.

Before you can de that compatently you must have
the insight based on the accumulated experience in
ohservirg people of many backgrounds and how they
might fypically act and behave in given siluations. In
addition you'll naed to develop the artiztic facility 1o
present what you know with awthority and conviction,

17
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The joints — and how they move

If we aro to give mone gxpression 1o the human figure in
maotion, we must investigale the movable parts closely.
The mos! important peinfs of motion, as we saw earlier,
are hogd and neck, centar of tore, hipe, kneas, fae!,
shoulders, elbows and wrists,

The neck contrals the movemant of the head. If you
move your own head from side to side, then up and
dawn, you will know about how far 1 can be moved in
any cirection as well as we can explain it to you here.

|, with outstretched arms, you touch tha floor af your
toes, you have abeur the limit of the forward mation of
the tarse. This movement is made possible partly by the
backbaore and partiy by the socket joini ar the hips.

The side motion of the torso is only about half as much

as the forward motion, whila the Back matian i lags than
gither the farward ar side mation, Stand up and try this,
Thete is nathing [ike seeing for voursalf.

Thie lags will mave farward withowt sirain from the hip
socket about twice as far as they will move back. The
extent of the tide motion of the leg i limited to abaut
the distance it will bend back, as you can easily
demansirate, Besides the Rip metion, the leg has another
movemant, up and down, which occurs ar the knee. How-
ever, trom the knee tha lower leg can only move back-
ward, never forward.

The most restricted gaint of motion accurs at the ankle,
whera there i3 a limited up-and-down mation. The 1hres
I jointz, with their accompanying muscles, cushion
the weight of the body in walking and jumping.

The lig w=ill mewe lorward
twice o Far s it will ;mowe
borhwerd,
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The arm it similar to tha leg in that it also has three
majar [@ints, Howewver, unlike the leg, the arm is truly
vérialile. From the socket joint at the shoulder, it has
almast enlimited motion in every direction. This freedom
it dua to an important difference between the fwea limbs
the shoulder secket i+ rather shallow, permitting greater
mavemeant than the deeper hip joint. The elbow iy similar
to the knee in its action, except that the elbow allows
the action of the arm to be the epposite of that of the lag,
The arm moves forward from the elbow while the leg
moves back fram the knee. A the elbew, a: compared to
thee knes, it i3 as if your knee joint were af the back. The
mowvable jgint at tha wrist has much more latitude of
rmotion than the ankle, although the direction of the
motions iz the 1ame. 1

Tha range &f Bclian A Phe lot
v himited s o olde ks wide
and yp and down mEvamEnl

s,

thowider tha arm bos o wide

From the socked juint of Hoe | I|"
rargs ol metios, !

One characteristic of the arm s that it can be turned
completely around. Strefch your arm oul, try it and see
for yoursalf,

If wou could think af all of these motions ar ance you
cary gazily realize that within the basic human form thers
are innumerable combinatons of mations, Try skefching
as many a5 you can, such as we show here, without
violating the limir of the action or destroying the forms.
Maw you can really hawve your figure do things for you.

In all of your practice keep in mind the basic properfions
of the nermal human figure as we have taught them to
you. Move the paris but be sure to keep the relationship
of one part 1o the other. Draw the “other side” . | _ the
human farm must appear as a solid form with depth no
matter in what attitude or achion it is pictured,
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The great soriaty of wrisf? movementi i®
rambirotion with e ootion of the ars

giver o complefe range of marement,
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Drawing the figure in balance

Balance is the ability of the human being fo stay erect
and keep from falling when in motion as well as when
standing still. This balance results from the delicate
distribution of his weight. When the figure is in motion
the state of balance is sometimes fleeting, The artist

must ook for this fleefing moment and draw if, rather
than choose another in which the figure appears unstable
and out af balanos. Pictures in which the figures ara ouwl
of balance are always disturbing and unconvincing.

As an aid to drawing figures in proper balance, start
your drawing with a light vertical line a5 a guide for
placimg the various parts of the figure in the proper
pasition. This line is just as useful when drawing the
figure in attitudes of running, walking, bending,
crauching, etc.

When you draw the figure in any position, establish
the position of both left and right parts at the same fime.
For example, draw bath shoulders at the same time; do
the same with the higs and knees, In the female figure,
establish the position of bath breases an the same time,
You cannol ignore ana side of the figure while you draw
the athar side and still produce a balanced action.

When the figure is standing erect, its weight is
distributed equally on either side of a verrical line which
passes from the pit of the neck fa the middle of the instep
of the foot which supparts the body. Any motion of the
body or change fram this first pasition will autematically
displace the pit of the neck from this vertical line, 20
you must remember that the weight of the body must
always be balanced over the foot or feer or berween the
teet that rest on the ground and support this weight,

In bending 10 one side, as in the action of liffing a
heavy suitcase or reaching, you will find that you naturally
extend your opposite arm fo preserve your balance -
and you will usually raise the heel of the eppotite ool
from the ground as well. This shows that you must place
a sufficient weight on the opposite side to preserve your
balance — this applies io every attitude and action. In
bending, the body lengthens on one side as much as
it shortens on the ather — but the length of the central
line does nat changse,

The shitt of welght to ome fool couses the other leg 1o relox, with & drogping
thowm of ihe hip ond on eflect of siretih on that e, On the side 12 which
the walght hay been thifrad, the hip hay besn purhad up end the ide folded
ord ikorteasd, with Phis movement auiirg @ beed in e bedy, indicoted
porily by the position of ihe spinol whemn ond ol resulilng in o definiie
S in the direciion ef 1w 1houlders.




Froal view

The spinol colsrmn i1 =ode wp of 34
bany wwgmesh. esoch of which on
move @ finle, ond ocdded together
moke up the Beaibility of fhe wpine

The two wedigss of the lorme ore con.
aected by Fhe spinal celwmn. As ome
nection moves, The other ahilth o toun-
ferbalonce L
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Dlalosd Universily Freus.

& dornal warshro, from Twa dornl verlebros fhas

mbavE Thw side Spocei bobmesn e
vaMabiios are teihaaned by
Rbreus disls,

Movement of the spine and bedy

The key to understanding the action of the tarso is in
tha structure of the spinal column. The slant of tha
shoulders, the hips, the rotation and turning of the body
ara due to the hwitling of the verfebrae which make up
the spinal column. Each vertebra of the spine moves a
little and the whale mavemant in the entire spinal column
is the result of the aggregarte of all these many litie
meavemants. Yeu might think of the gpinal column as the
connecting rod between the vpper and lower portions of
tha tarsao — as well as the head, at the upper tip of
the spine.

As yeu thoraughly lears the funetion and movement
of the spinal colume, it will add greatly to your ability in
drawing the figure in action fram every angle.

A |
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Foreshortening

When we draw the figure in motion, fereshartening and
perspective should be considered together, Fore:
shartening, a3 |f is known to arfists, is the use of
perspectiva in drawing a figure so that the parts nearest
us are made fo appear larger in progartion o thase
farther away.

In drawing the figure in outling with no sheding. fore-
chortening requiret axira care 1o repretent the parts in
true perspective. If the human figure were composed of
straight lines and angles, we might draw it by the general
rules of perspective, but it is made up of many curves
flowing into one ancther. Practice and sfudy become
necessary fo learn how o make a foreshortened or
perspective drawing of a human figure lying dawn with
gither the head or feet toward the artist, an arm and
hand reaching out directly af youw, of in many similar
attitudes,

The best way to make a convincing drawing of a figure
in a foreshortened position is to study what you see
very carefully. Remember that in foreshartensd positions
rules of figure proporrion do not apply as they do to a
normal straight-on view of the standing figure. When you
fareshorien arms or legs, pay close attention to theair
width. The length of the part you foreshorten will be
miuch reduced, but the widih should be normal. The head
measurement cannal be vsed, Instead, you should rely
on your eye mare than ever. Compare the size of ane
mass of the body to another. Mote that cerfain parts may
not be visible because they are hidden by oihers. Rely on
your aye and trust i when drawing the foresharensd
figure.

i you were directly in frome of a figure s1anding ar
attention, no forethartening would be needed. But if you
wers above the figure or balow it, you would have to
fareshorten. Prectically every drawing of the human figure
— especially when it is in mation — involves soma
problem of fereshartening.

DEGAS. Domncer

Ay Dogas diiw 1he adion o Fhe pevng bellet shedest, be shiftad
fhe height 8l ker log watil sotiified w=ith the balonoe of her
pEie, but be woi alia owore of the degeee of Torsskorening
whith tauied the leg bo appesr langer or ahorter an the leg wen
Finiied O bewered.

Imaginary circles of diflaranl degres
ihéw baw Fha farm and pampeclive
are retgined im the figure ood |imbs
mEMEr roming direxily of yow or
gelng wway. Mot ke lesling of
sobidity o=d reundrsu whaa ihe fg-
ure by Pgreshortened saperily.

127




Hete that all ke figures oo Fhis pags
wem bo be ln bolonce. Thls mat el
wopi be your selh=ord In loglag in
your shetch. Frodm yowrielf Fo alwopn
look far the line of balonce.




|= drowing the Fgure, Hae
poinh defising the peo
partigns a3 well o1 the
diractisn af e shewldern
and limby showld b eab
Fully marked — Rest

Sitting — bending — kneeling

Mothing is quite so uninleresting as o figure “just sitling”
— feet close together, the arms resting alike on the arms
of the chair and the {ace loaking straight ahead. To

bBe interesting, the seated figure must suggest s roed
and attitude, whether relaxed or alert.

The seated figure can exprass a wide variety of
atfitudes: it can suggest fatigue, dejection, aggressiveness,
aloafness, baredam, tensian. Each atfitude sheuld be
srpdisd and drawn differently. Sit down in fronr of a
mirrar and act aut the different positions and emations,
See how simple it is 1o dramatize them all. If possible,
get someone to act these emotions out for you while you
sketch them.

In drawing the seated figure, it is impartant to under-
stand how the weight it suppored by the thighs and
buttocks, the back, hands and elbaws. Bath the thighs and
bunocks fatten eonsiderably, aspacially in the femala.
Care must be taken to draw the head in the proper
position owver the body, since it has a great deal 10 do
with completing the attifude as well as talling tha story
you ara irying 1o picture. Remembar that while the seated
figure is ysually supported end is not 30 cbviously
subject ra the laws of gravity as is the upright figure, your
central line of balance and distribution of the weight
i% just as important. This must be considerad thorowghly
of, a8 in the case of the upright figure, your seated figure
will nat be comvinging.

Care must be taken, in drawing sifting postures, to think
out the perspective and foreshortening. Study carefully
the ferms of the body as they either receds from ar coma
foward vou, Study carefully the contours arranged in
front of each other. If you don't, an arm will look short
ar a thigh will not recede properly and the legs will fail
ta laok right in perspective.

In drawing a bending, kneeling or ether action, the
same rule of inferest described abave must always spply.
“Just bending” is dull and uninteresting; the body must
have balance, rhythm, and purpese. There must be a
reazon for bending or kneeling — for that matter, every
movemant of the human form is motivaled by & specific
reason,

Study the drawings on these pages, paying special
aftention 1o the pairts of strain as well as the degres of
mowemaent af the parts of the body in the actions. Make
many sketches of yourself, members of your family and
{riends in these various poses. Work for the actions rather
than the details — always keeping in mind the imaginary
line of balance,




A complete viride performed of o normal =eikisg poce, Stody the
possison ol vhe orms s relation 19 rhe lege ol every pouiticn, an
fhe walker precesds oo the poge,

We wish fo strongly Impress on you that the photographed
phases of the figure in mation thawn here are not
intended as a substitute for personal observation, but to
assisl yau in training your own fense of observation.
Their value is not as individual pictures but rather as a
series of phases showing the various changes which take
place in the disposition of the limbs and body during the
avolution of some 2ot of motion — from ifs inceplion 10 ifs
completion.

One &l Ihe moal Importan! observallons yow <os moke, a3
demesnbroind i tho drowisg and  Fhe photogroph, 51 ok 1he
l=gs ond arms swing olfemately on oppacite sides of the bady
' mzinfain the bokence af the Mguie 8 ssalion

Tha imacth sunning sirida & &n alblets —make tha Eppaes
“lasling” of balenie in awery oge ol ihe rusning odion.
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Gesture drawing

Before the advent of the high speed camera and film, the
arfisl had to observe a Nesling sction and try o record
its characteristics in a shorthand version that could be
developed more carefully as time permitted. While this
may have led fo some Inaccuracies, particularly in drawing
eomplex action such as the gait of a galloping horse, it
g:nl:-ru”:,' had the advaniage of forcing the artist to
concentrate on the overall gesture or essence of the action.
Today the camera is accepted as an extremely valuable
and impartant tool, particularly for recaerding action, but
it is afien apparent that many of foday's arfists are relying
too much on a single split-tecond frame of a photo taken
at high spead, complete with distartion, and are failing
to sen the essential rotal gesture of what the figure =
doing. It should certainly ba passible to wark elther fram
a series of high speed photos or from direct observation if
you first learn to fesk for and endeavor to record this
compoasite gasture.
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I ol the othed Agures (& the ploture.

The drawing spproach can be as simpla 2 & curve or &
seribble, intended anly to recard the effect of the action
wihile it is happening. Don't try 1o refine the drawing until
latar. Make many rapid sketches, concentrating only an
the action. This will be much more valuable than trying
to racard details which can only be useful after the
gesture itsalf is right.
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Lias, Borepilas Schoal, abowt 1500

When 1ae dridiag fgure of Fee Lon iy seen brom Fhe dde, o tbe wulpior intended, Bt s diearly wlikhle
w0 powerlul beoiyl Hawgwer, when wiewed ligm the iread ead Ehi silhoseliad hops dosr nal oasey
tha sama imprewicn ol ofl ond ik ocfiea in quits ombigueur. loler srulpton were more o=oie of the
need fo choove poasy Bol would Be eMedlive whan viessd from ol daded,

The importance of silhouette

Unlike the seulptar, whao can plan his wark o ba viewed
from several vaniage poinis, the painter or illustraior can
anly present ane view of Fis subjact. In choossing his
wigwpaint if is imporiant therefare, fo select ane which
will ba most expressive and thar its silhouette reads
clearly, Closely related to the subject of gesture, the
silhouette, whather the figure is active or pasiive, shauld
be self-explanatory. The term silhoustie as used here is
mare nearly a synonym for shape. This shape may be dark
against light, light against dark, or as seen against a
varied background. While rhis shape should ideally be
expressive of the mood or the action of the figure, this
does nor nacessarily mean that this silbouens muse always
have a maximum of emphasis. There may be times when
part af the figure will be lost or concealed within the
picture. The impoartant fact here is that the artist should
be capable of manipulaling rhe silhoueite 10 the purpose
of the picture. The shape of a singer or dancer in center
stage would logically command rhe atrention of the
vigwer by strong contrast. On the other hand, a party af
soldiers waiting in ambush might be depicted a3 camow-
flaged by the seiting and their shapes would be purposely
concealed.

The twa photoy af ihe fgurs tlumped i exhawtion ogeinil the
=all are ol the same pore bom different sides. Observe how
fhe s lhoweed Egurn below coaveys the [dea mech more deaely
Fhas fha other
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ARTHUR E. DAWIES, Every Safurday

Brasklyn Mareus

This painticg illabotes the baiie uid of inhowens. Even he
figure m shite i Faold @3 @ darker loes Thih e Sky.

EOGAR DEGAS, Dosger
This ix on eacellenl saample ol the wie of o iivovsted shape
of light egaisi dark,

AUGUSTE EENDIR, Poafiail &l Mme. M.
Pl wale Collagkion

Here the ortisk kot purposely corcealed
the silbaudtie ol the Bgure within the lorger
ihops ol the wela and pifews, Thiv serves
ip heolals ond thersfore emphasize the iub-
jeet’s bood si ihe ceaber al ialereal,

HARDLD ¥OR SCHMIBT, Jungle Quipasl
The Saberday Evening Past T TR44 Codis
Publivking Co. The thapres of the Tolmge
are enployed o1 o |ght padern &0 oon-
taal the fgures of e saldisr. Tha arlis
unid & dafk oFen within sf@ich e portially
raveal ve fgures a3 thin sirips of BDight fall
on thele heeds
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Expression of mood through the
figure pose

One of the characteristics of young children is the
openness of their feelings. A happy child not only laughs
or smiles, but that mood is expressed by an exhuberence
of animated sction throughout the whole body,

Adults tend to be more restrained, some more so than
others, but the artist should take advantfage of this human
fendency to shaw inner feelings, not anly through facial
expression or the hands, but thraugh the attitude of the
reat of the body as well. For example, wearingss or
depressian is evidenced by a 38gging or drooping of

the figure. Anger or excifement brings out tension and
angularity of pote — pethaps a bent arm and a doubled
up fiat or legs braced 1o withstand a blew as seen in

the stance of a boxer or a foothall player. Some of the
mood symbels representing these basic attilvdes are
shown on these pages.




Select the most descriptive pose

The problem: To demonstrate the action of throwing
a ball.

On pages 134 and 135 we describad the imparance of
the silhouette in helping the viewer understand the
object or subject pretented. A wubject may be clear ar
virfally wnrecognizeble, depending upon the position
from which if is viewed,

When we use figures in a piciure, there is nat only the
viewpoint to ba considered, but also the pota itself.

Bacause the figure is so highly mobile, it can express the

::h':‘::“l: .ﬁ:.: ::::"; ‘:::'ﬂu';:‘: sama action through many d]ﬂfnr.nnf gattures an:'.:l attitudes.
s s g 1 ety R s, bk Some of these are more descriptive and recognizable
than others, We should selec one that is mos suitable
to the purpase, expressing just a3 much as possible by
the two.dimensional shape or silhouette alane,

Tha ilfusirations here show why this is necessary.
Althowgh all six are possible views of the same action,
ene describas it with the greatest darity.

Hern tha lag in porficlly seen, bl I3 much loo fore- A6 This shape in The oflioa e IWDWIRD OFM i (00
ihariesed and the srilon of ike orm k0 shill Aol clearly cenhed_
ik,
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hksckad From sght

Thin in befier, but ike fhrowing aclien v teo for od.
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Bl Bosted.

Final cheice: Baih (ke ootion ond ike siewpaint &l the
Egwe aim govd hers, The adicn meadi deedy end
ever il redecsd io o silhoweite, the shope would
exploin ihetf fully,
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Points to remember

The surest way to gain proficioncy in drawing the human
figure i by repeated practice from the medsel, from
photographs, or from imagination. However, simple
repetifion is nol enough. With each figure you do, keep

in mind the approaches presented in 1his book and

spply them carefully until they have become a well
esfablished mental habi.

Sigp 1. Wileg jhe dame phawe & e Agers
Fhrawing o ball Tae ke Brasievd pogs, begin
by amienoRg the arloa of ihe pose apd make
o number of gesmse dmsingy e isterprel il

- — Thig will arpbie you ta imprave on the oclon
ol om inodequale phole while wiilizieg the
foechwnl imlormanos on (.

Step 1. ‘When Fhe oppropricie geshure heich hoas been se-
lected, you wos Them think abewt drawleg rha Bgers el
franilate #he gesturs inle @ basip Agure by berping Ea mjnd o
qoncepl ol the body o3 being mads vy & indisides] Bhree-
dimentioeal pade, Thiis diegrea ropreissli (ke menial coscapd
anby.



Stap 3. Thia is the basic Bgure rou will ocfeally coms
atruch, Bagouss gach ol Fhe parts s sawy ke drow, 1l i o
rilativaly glepl. tiar b hils (herm in corrping oul
the poig ol the phale or fha aclian af the geiude. Mols
hare whol ihe Rgeie i properly Balofced and thal ke
rhiowing acrios cauied Be wpher and bewr weclioal of
the a0 0 el in opposing dliechions.

N\

._‘ Iﬁfﬁ. "'h\

Step 4, 'With the bosic figure os o foundadlen,
you ton now medify or “hemanize™ I by odjusl-
ing Fhe comibours oi they ore reloted ko the under
Iying muitlay aed benei Again. if it nol secei
sory lg make g complste on asclyais of the on-
ahemical parts a1 (s this drawing, bul il i isfier
tomit io know them well ancugh ko record Hhalr
serfare afech.

Shap 5. A ke fgure & complabed, el our the areoi of
light and thadow which will be defermined by the light wurce
and inflaenced by Bie anolomy of the Agure.
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ART INSTRUCTION

THE

- FIGURE

From previous attempts you may have conclud-
ed that drawing the figure is difficult. This book
will show you how tw reduce complex figures
into a variety of basic shapes that are easy o
master, helping vou to reach your goal of pro-
ducing lifelike drawings.

lested through vears of classroom use, the
principles stressed here bring clear insights mto
drawing the human form. You'll find a logical,
step-by-step method for mastering the con-
struction and proportions of all figure types.

First the basic forms are amalyzed—the pro-
portions of the various parts and their relations
to the total figure. You'll then learn how these
parts are connected and how they move and find
exercises in drawing the complete figure in any
position, engaged in a variety of activities.

Also included are demailed studies of anatomy
—cxamining bone and muscle structure—plus
special instructions for drawing such intricate

About the Author

Wilt Reed based this book on the teaching meth-
ods developed by the faculty of the Famous
Artists School, where he taught for fifteen years.
He attended Pratt Institute and the New York-
Phoenix School of Design, beginning his an
career as Art Director for CARE in New York.

parts of the body as the head, hands and feer.
You'll learn:

* how relative body proportions change at
different ages

* how bones and muscles affect the surface
of the figure

* how to create many types of faces from
the same model

* how different lighting angles aftect facial
shadows

* how to select the most descriptive pose

“Concentrate on this basic form hgure unnl
you can do anything you want with it. Draw it in
a5 many positions as possible,” Walt Reed says in
his introduction, “Practice of this kind will help
train your hand and your mind in the propor-
tions, construction, and relationships of the indi-
vidual forms so thar you will never forger them.”

Before joining the Famous Artists School, he free-
lanced as a magazine and book illustrator. Reed has
written several books, including The Wustrator i
Awmerica: 1900-1960% and The Western Art of Harold
Ven Schaids, as well as numerous magazine articles.
He lives in Westport, Connecticur.
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