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Ben Stahl drew this figure as a preliminary study for the
composition shown above. After he had established the basic
action, proportions and construction you see in this drawing
he drew the clothing around the solid forms of the under-
lying figures. That is why the figures are so convincing.




The finished painting done from the sketches on the opposite page
was reproduced in Cosmopolitan as you see it above.

The human figure

The artist who wishes to achieve wide popular success must be
able to draw the human figure. There are, of course, commer-
cial artists and many gallery artists who never seriously attempt
to draw the figure. They are content to restrict themselves to
product illustration and decorative design, on the one hand, or
to landscapes and still life on the other. But few serious artists
are willing to limit themselves to that extent.

Go through a representative group of magazines, and you will
see that there are few drawings which do not include people. In
most story illustrations the accent is on people — their actions,
their emotions. The reason for this emphasis is easy to under-
stand. Since we are human beings, we are more interested in our
fellow human beings than in anything else. We want to know
how other people look, feel, move, and act. Popular magazines
are designed to satisfy this natural curiosity.

Even the advertising illustrations in these magazines usually
include people. Advertisers have discovered that figures, no mat-
ter how small, are able to “stop” the reader. Figures also help
demonstrate the product, pointing out its chief features and
showing how it is used, which may lead the reader to accept it.

It is eternally true that there is no other vehicle so subtle or
so effective for the expression of human thoughts and emotions
as the human figure. The artist who has mastered drawing of the
human figure can call human personalities to life at will, and
depict the specific attitudes, actions, mood, and emotions which
will best express the picture story he wants to portray. He can
transport the reader to a world far removed from immediate
experience, and enable him to live, momentarily, an imaginary
existence with imaginary people. The great artists are dramatists
in paint, who consistently help their fellow men bridge the gap
between imagination and. reality. If you hope to become that
kind of artist, you must learn to control the human figure for
yOUr own purposes.

From previous experiments, you may have concluded that
drawing the figure is an extremely difficult job. We are going to
show you that it can be much easier than you think. But you

must be willing to progress one step at a time, mastering each
step as you go along. If you are patient, and follow very care-
fully the procedure presented in this and the following lessons,
you will find that your progress will amaze you.

The chief reason most students have trouble mastering the
human figure is very simple: They want to start right off by
drawing ‘a fully clothed model in a complicated pose. They
spend a great deal of time worrying about details of features,
anatomy, and drapery. But in their concern about these details
they lose all sense of proportion, construction — and most of all,
the solid form of the figure.

There is only one sound way to approach the problem of
drawing the human figure. You must begin by having a very
clear concept of its basic form. The human body is not a two-
dimensional symbol on a flat surface; nor is it a paper doll with
such decorative details as hair, eyes, teeth, clothes, shoes, etc.,
drawn on top of it. The human figure is first and primarily a
three-dimensional object, a solid object with bulk and weight.
It is certainly as three-dimensional as a piece of sculpture in
wood, marble, or bronze.

The solid form of the human body looks complex. It is obvi-
ously not a single sphere or cube or cylinder. But when we
examine it we discover that this complex form is actually a con-
struction of very simple forms. These simple forms are closely
related to the spheres and cubes and cylinders you learned to
recognize and draw in Lesson 2. If you can draw those forms
well, you will have no difficulty putting them together to make
the total human form.

In this lesson we will show you how to analyze the human
figure in terms of these simple, basic forms. We will show you
what the proportions of these individual forms are, in relation
to the total form. We will illustrate the methods by which these
individual forms are connected, and demonstrate how the parts
move. In other words, we will explore the basic construction of
the figure. Then we will show you how you can draw this basic
human form in any position and any kind of activity. We will
also explain how the form changes as it develops from child into
adult, and show you how to draw it at different stages.

Once you have learned to control the basic form, the rest will
be fairly simple. But don’t give in to temptation and rush right
on to attempt sketches filled with anatomical details. In the fol-

lowing lessons we will study simple anatomy and the special
problems involved in drawing individual parts of the body such
as the head, the hands, and the feet. Concentrate for the present
on the basic form figure until you can do anything you want
with it. Draw it in as many positions as possible. Look for it in
photographs of people, paintings, and above all in the people
you see around you.

The information presented in this lesson is so important that
it is not enough for you merely to read it. We suggest that you
learn every detail thoroughly. You can do this most effectively
simply by making dozens of drawings, both while you are study-
ing this lesson and afterward, in your spare time. Most of these
practice drawings can be done in just a few minutes. Practice of
this kind will help train your hand and your mind in the pro-
portions, construction, and relationships of the individual forms
so that you will never forget them.

These essential facts about the human form are as basic and
invaluable to you, as an artist, as the knowledge of words is to
the writer. You will be drawing the human figure the rest of
your life, so build your knowledge and control of it as solidly
as you can. You will find the rewards well worth the effort.



The figure is a solid form

The human figure is a solid form. It has bulk and weight, as a
rock has bulk and weight. The figure has depth and thickness
as well as height and width. It exists in three dimensions.

In the front and rear views of the walking torso above, the

sculptured form has all the solidity and mass of a living figure.
Looking at either view, we feel that the other side of the form
is there even though it does not show. The solid, simple forms
exist so convincingly in depth that we know we have only to
walk around the figure and we will see the other side.

Whether the artist constructs the human body out of clay or
stone or draws it on a flat surface, he must always think of it

The terms we use

You will find that the terms explained below are used frequently in this and the
following lessons, as well as in our letters of criticism. Study the definitions carefully,
and refer back to them from time to time if necessary

Drawing through: The glass ot the left has been
‘drawn through to the other side”; all the structural
lines can be seen. In the same way, you must sketch
in all the structural lines when you cre drawing a
solid, opaque object, whether you can actually see

them or not.

Three-dimensional: The square ot the immediate
left has only two dimensions — height and width. To
make objects seem three-dimensional, you must alse
draw in M' as shown in the three-dimensional
cube at the far left.

<D—--—_J

0

Construction vs. outlining: An object that is “well
constructed’” has depth, as well as height and width
If we say that the construction of your drawing is
bad, we will mean either that you have merely out-
lined your forms, forgetting obout depth, or you
have made mistakes in the basic structural lines.

Max Kalish, AN.A.

Walking Torso

as a three-dimensional object. Paper lacks the third dimension
of depth, but we can still create the feeling of depth in the
figures we draw on it. The best way to do this is to “draw

through” the solid forms of the body. These are all basic forms.
We can see some of them — modified cylinders —in the cut-off
neck, arms, and legs of the statue.

If you draw the basic figure simply as a flat outline, all you
are likely to produce is a flat-looking figure. But if you think of,
and draw, the simple solid forms as they actually exist in depth,
you will be well on the way to creating figures that come to life

on paper. Always remember: The figure is a solid form.
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Proportions: Each separate form in the drawing at
the extreme left is properly proportioned, but the
different forms are not properly “related” to each
other. The upper arm and the lower arm are drawn
in a scale quite different from the one used in
drawing the torso. Make sure that the individual
forms have the right proportions; also make sure
that when those forms are put together they have
the proper relationship to each other, as in the
drawing at the immediate left.

Modified cylinders: The cylinder at the far left is
a geometric object, perfectly regular in shape and
proportions. The tapered cylinder next to it is
essentially the same basic cylindrical form, but the
shape has been modified slightly. This is what we

call a “modified cylinder.”

Foreshortening: When an object is tipped toward
you or away from you, it is said to be “foreshort-
ened.” It seems to diminish in size and change in
shape as it goes back. In the case of the cylinder,
notice that the sides become shorter and the ellipses
is increased.

more open as the foreshortening



The drawings in this lesson through
Page 14 are essentially diagrams.
Their main purpose is to show you
the solidity of the human figure and
to encourage you to always think of
it in three-dimensional terms.

We do not want you to copy the
rather precise lines in these diagrams
when you make your own drawings.
Instead, we want you to use the same
kind of freedom you see in the draw-
ings starting on Page 15. Remember
that your drawings should always
be well proportioned and construct-
ed, but at the same time reflect your
own personality — just as the draw-
ings on Pages 26-27 reflect the per-
sonalities of the men who made them.

The basic form figure

The drawing at the right shows you the simple basic forms
that make up the larger form of the human body. Every dis-
tracting detail has been eliminated — only the important forms
remain. These are the head and neck; upper torso and lower
torso; upper arms, lower arms and hands; upper legs, lower legs
and feet. Think of each form of the figure as if it were carved
out of something solid. Don’t forget that form has three dimen-
sions and that it occupies space.

Let’s compare the form figure with the photograph of the liv-
ing model to the left. Are the model and the basic form figure
similar in basic mass and construction, with the same association
of parts? Yes. In both model and form figure the neck, the arms,

the legs, and the torso are essentially modified cylinders, similar
to those you drew in Lesson 2. The head is basically a simple
sphere. The hands can be reduced to cubic forms, while the feet
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 essen-
tial masses of the separate parts, and placing these in their
proper proportions and relationships. For the present you must
ignore hair and features, as well as the more subtle curves result-
ing from underlying bone and muscular structure. Once you can
control and draw the basic forms properly, you will have little
trouble drawing the details of these forms.
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7-head division

8-head division

The head is the basic unit by which the figure is meas-
vred. In the head-unit “ruler” above, the vertical
height of the head is used to make vertical measure-
ments of the body. Thus we say that the model
at the right is a “seven-head” figure.

This model is @ man of average height and good phy-
sical development. His total height is seven times the
height of his head. If you ran into him accidentally in
real life you would consider him well-proportioned. Yet
when we draw him on paper, as the silhovette demon-
strates, he seems to be much broader and stockier
than most Americans think the “ideal’” man should be.

In the ideal figure the body is eight times the height
of the head, as we have diagramed above. Notice that
although the total height of this eight-head figure is
the same as that of the seven-head figure at the left,
the size of the head has been reduced in the eight-
head figure. All the other parts of the figure have
been elongated proportionately, so that the figure

1. Proportions

The artist uses the human head as his basic unit of measure-
ment for the entire human figure. The head can be viewed in
two ways, however — in terms of its height, and its width. The
height of the head from chin to top of skull is the ruler by
which all vertical measurements are made. For example, the
artist speaks of an “eight-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 horizontal measure-
ments. The shoulders, for instance, are three head widths across.

If you look at the people around you in real life, you will see
that they differ considerably in proportions. One man has a
head which we think is large for his body, another has a head
which seems smaller than normal. The great majority of people,
however, are reasonably similar in proportions and shape at any
given age. It is because of this fact, of course, that it is possible
for clothing manufacturers to design “ready-made” suits and
dresses. Most people can be fitted into standard patterns suc-
cessfully with only minor adjustments.

now seems slim and graceful.

On this basis we could easily arrive at average proportions
for the adult figure. There is a distinct difference, however, be-
tween the “average” and the “ideal.” Artists have always sought
to discover the ideal, the perfect figure. The Greek sculptors, [or
example, established a “canon” for the human figure. This canon
was a set of proportions for the ideal figure. In the same way
later artists, such as Leonardo and Diirer, set up their own can-
ons of proportions for the ideal figure. In many respects the
concept of the ideal changes from nation to nation, and from
period to period. The hefty, voluptuous beauties of the Rubens
murals were much admired in their day, when women were
considered beautiful only if they had monumental proportions.
Today popular taste has swung in the opposite direction.

Since we are attempting to draw people who will seem hand-
some and beautiful to the average person of today, we must set
up a canon of proportions based on present-day taste. This
canon need not necessarily be the same as the measurements of
the present-day average man or woman. In the photograph on
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Here the eight-head figure is presented in basic form, as seen from side, front, three-quarter
front, and three-quarter back views. Study the relationship of the different parts of the fig-
ure, noticing how they are balanced on the vertical axis.

the opposite page, the model is a well-developed male of average
height. He is a “seven-head figure.” People today, however, do
not consider a seven-head figure tall enough to satisty their con-
cept of the ideal. They prefer the eight-head figure, which they
feel is handsomer and more elegant. It is therefore the eight-
head figure which is used in modern illustration.

On the right-hand side of the facing page you will see how
the eight-head figure looks. To make this figure the same height
as the seven-head figure we divide the height into eight parts.
One of these parts serves as the basic head measurement unit.
After drawing in the head, we position the other parts of the
body along the vertical axis. The body alone, from neck to feet,
now measures seven head units, instead of six. The parts are all
slightly elongated because ol this, and as a result the figure
seems much better proportioned.

The eight-head figure is today considered the “ideal.” It is this
set of proportions which we will expect you to follow through-
out the Course, unless we specifically request different propor-
tions. Occasionally you will want to draw people who are obvi-
ously not average. If you want to caricature a person, or show
that he is shorter than average or taller than average, you can

do this very easily by retaining the same width measurements
used to draw the eight-head figure, but reducing the height to
five or six heads, or increasing the height to nine or ten heads.
However, any departure from the eight-head formula should be
deliberate. The drawings above show you how the eight-head
basic form figure looks in different views.

Rely on your eyes for correct proportion. The head as a unit
of measure is convenient and helpful while you are first learn-
ing figure proportions. You must realize, though, that you do
not make figure drawings with a pair of dividers or a ruler. You
make them with your pencil and your eyes! Actually, the only
time you can literally measure the body and see how many heads
long it is, is when the figure is standing bolt upright, in a posi-
tion of attention. Any other time — which means most of the
time — the figure or parts of it are foreshortened to some extent.
Therefore, the only way to gauge proportions is with your eyes.
If it looks right it is right. By all means study the chart above
and fix in your mind the size of one part of the body compared
with another, but put your ruler away when you start to draw.
Never forget for a moment that skillful drawing is simply skill-
ful seeing, transferred to the surface of your paper.
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Structural differences—male and female

Up to this point we have presented the male figure propor-
tions exclusively. The female figure is constructed in the same
manner, following the eight-head formula. Important differences
between the male and female forms are considered on this page. In
the lesson on anatomy we shall go into these differences in more
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detail. Both figures are shown the same height in the illustra-
tions below in order to make direct comparisons. Normally the
woman is drawn slightly shorter than the man beside her. To do
this, using the eight-head formula, you should construct her
with a smaller basic head measurement than the man.

Study the diagrams above, comparing the male and female forms point by point.
Notice that the man’s shoulders are fully three heads wide; the woman's are much
narrower. On the other hand, the man’s hips are much narrower than his shoulders,
while the woman’s are about the same width as her own shoulders. The
woman’s shoulders also taper much more than the man’s. Her arms, wrists, and
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Comparing the hip structure in man and woman: The
female hips are broader than the male, and where
her legs join her body there is a much sharper angle.

The woman has a narrower waist than the man, and
the angle from the waist to the widest point of
the hips is much sharper in the weman’s figure.

fingers are smaller and thinner than the man’s, and her lower legs taper to thinner
ankles and smaller feet. The female breasts are two simple half-spheres, the bottom
line of which is about one-third of the way down from the top of the shoulder to the
crotch. The male’s nipples are placed about two head-lengths from the top of his
head. The female nipples are slightly lower.

Male

Female

Female

The upper thigh is clearly much thicker in the woman.
Notice that the outer curve from waist to knee is
much more prominent than it is in the male.



Relative proportions at various ages

When a child is born, some parts of its body are much further
developed than others. Its head, for example, is quite large as
— compared with the length of its arms and legs. By the time the
baby is a year old, his body from neck to feet is about three and
one-half times the length of his own head. In other words, he is
about four and one-half heads high. His legs are still quite short
compared to the length of his head and torso; the center of his

body is at a line through the stomach, rather than the crotch.

As the child grows older his legs and arms become much
longer. By the time he is eight, the center of his body has moved
down to a line above the hips. At the age of twelve, he is about
seven heads high, and the center of his body falls at the crotch.
From this time on, until he becomes a full grown adult, he
broadens out in addition to becoming taller.

These three diagrams show you some important points about the relative
proportions of the adult figure. Notice, ot the left, that a line drawn
across the crotch divides the whole figure in half. In the center diagram,
a line drawn across the nipples and just below the armpits divides the
upper part of the figure in half. At the right, you see that a line drawn
across the knees divides the lower part of the figure in half.

M‘”

This diogram is intended to show you the relative height of children
at various ages, as compared with the adult figure. The horizontal
line is drawn to indicate the center of the figure. Notice how the
center line moves down from a position on the lower chest of the
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The one-year-old must be measured in terms of his own By the time the child is eight years old, the head has The head of o child twelve years old has again grown,
head, of course. Using this head size as a measuring unit, grown somewhat larger. The eight-year-old can then be and we measure the new figure in terms of the new head
he is about four and one-half heads high. Study the points considered six and one-quarter heads high. Always remem- size, The usual twelve-year-old is about seven heads high.
at which the head measurements fall on the various parts ber that there is no gbsolute head measurement; each The center of the figure is now at the crotch. From this
of the body so you can give them the right proportions. figure must be measured in terms of its own head size. time on, all body parts develop at about the same rate.
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2. Construction

I The human torso is essentially two forms

joined together on a flexible spine
which permits movement in oll direc-
tions. The upper form is approximately
twice as high as the lower.

In Lesson 2 we explained how helpful it is to reduce all objects to
their simple basic forms of cube, cone, sphere, or cylinder. This can
be done even when the object seems quite complicated. On these pages
we will demonstrate how to think of the torso, arms, and legs as
modified cylinders, the hands and feet as cubic shapes, and the head
as a simple sphere. If you can draw the basic forms you studied in
Lesson 2, you can draw the human body.

In order to visualize the relationship
of these two forms, get two ordinary
tumblers, one twice as high as the
other. Like these two glasses, the two
forms of the human torso are essen-
tially simple cylinders.

3

Think of the two parts of the torso as fitting
inside the glasses. By changing the relation-
ship of the glasses, you can then imagine the
torso in any position. Draw through the glass
ellipses to create a three-dimensicnal volume
of space, and then draw the solid torso through
inside this space. If you follow this procedure
you will find it easy to visualize and draw the
torso even in twisting or foreshortened poses.

This is the way we would draw these
two simple glass cylinders, just as you
learned in Lesson 2. If you think of the
glasses as the upper and lower por-
tions of the torso, and draw the glasses
through, you will have no trouble vis-
valizing the torso itself.

4

In this drawing you see how the two
parts of the torso fit inside the two
glasses. The torso forms look convine-
ingly three-dimensional because they

occupy the volume of space you have
created by drawing the glass cylin-
ders through to the other side.



The leg

The upper and the lower leg are both modified
cylindrical forms of approximately equal length.
You can visualize these two forms very easily in-
side the cylinders of the drinking glasses. By ar-
ranging the two tumblers in different positions
and studying the ellipses in the glass you will see
how the ellipses of the leg forms should look.
Until you are completely sure of yourself, this
approach will be of great help, especially when
you are drawing the leg in foreshortened poses.

The arm

The upper and the lower arm are both modified
cylinders very similar to the upper and lower leg.
The chief difference is that the arm and leg are
hinged so that they bend in opposite directions.
The cylinders in which the arms and legs are con-
structed are much narrower and longer than the
cylinders which enclose the two forms of the torso,
but otherwise they are much like the torso cylin-
ders. You will find it very helpful to use drinking
glasses in visualizing and drawing all these forms.
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The hand

The hand, like the foot, cannot be reduced to a single basic
form quite as easily as can the other parts of the body. However,
it may be interpreted for the present as a combination of simple
forms which represents the real hand with reasonable accuracy.
At the left it is treated as a wedge-shaped form divided into two
sections. The upper, broad section of the form symbolizes the
palm; the lower, tapering wedge suggests the mass of the fingers.
The wedge of the palm, viewed alone, is a nearly perfect square.
The finger wedge is about as long as the palm wedge. The
visible part of the thumb is about the length of the little finger.
This simplified presentation of the hand will serve for our basic
form drawings. Later, in Lesson 6, we will discuss the form and
structure of the hand in detail.

The foot

The foot has the same essential structure as the hand, with
the important difference of proportions. It is approximately as
long as the head is high. The upper portion of the foot can be
reduced quite logically to a cone that has been cut off at the
point where the top of the foot meets the ankle. This cone is
not symmetrical; the back rises almost straight up, while the
front is quite slanted. The toe form and the entire sole of the
foot are best considered a thin cubic form. This approach to the
foot will serve for your present drawings. The important thing
now is to realize that it is a solid, three-dimensional object. You
will study the actual foot in detail when you reach Lesson 5.
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The head

Of all the parts of the human body, the head 1s
undoubtedly the most important from the viewpoint
of the artist. In later lessons we will make a thorough
study of the head and how to place and draw the fea-
tures and the hair. For the present, however, it is
extremely important for you to think of the head only
in terms of its essential solidity and mass, and keep the
features quite simple.

The basic form of the head is a sphere — actually,
more of an egg form — set on the cylindrical column of
the neck. The nose and ears are not part of the basic
egg form: they project from the surface.

At the right we explain the placement of the fea-
tures and show their relative positions as seen from the
front and from the side. Notice that the egg head is
slightly different in the side view and that it is tilted.

If you sliced down through the center of the egg head (left), the knife
would pass through the center of the nose wedge and the egg would
fall apart in two equal halves. If you sliced the egg horizontally (right)
where the top of the nose wedge meets the egg, you would again
find you had sliced the egg in half. This demonstration is intended to
remind you that the human head is a solid form. Think of it that way
— and sketch it that way —in your basic form drawings. Keep the
features simple.

1

2

Front view

The head is an egg-shaped sphere with the
narrow end at the bottom. It rests securely
on the neck, which is a short cylinder. The
horizontal and vertical center lines are guide
lines for placing the features.
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The eyes are located on the horizontal cen-
ter line, the eyebrows on another line c lit-
tle higher. The nose extends from this line
halfway to the chin. Top of ears lines up
with brows, bottom with base of nose.

The hair extends slightly out from the skull,
and the hairline runs down on the forehead.
The nose is a wedge shape with planes. The
egg is modified so it has side planes too.

Side view

o T i o,

The form is wider at the top and narrower
at the bottom than in the front view. Note
that the egg shape is tilted, as shown by
the diagonal line. The neck is toward the
back of the head and slants forward.
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Nose and eyebrows are located as described
at the left. The ear is placed just back of
the center of the head. The top is level with
the brow, the bottom with the base of the
nose. Two lines indicate the mouth — one
suggests the mouth opening, the other the
bottom of the lower lip.
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The hair rises above the skull, the hairline
runs along the temple and toward the back
of the head. The jaw line curves down from
the ear. The ears are solid forms.
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3. Movable parts

Important points at which motion occurs in the
body are indicated by white dots on the figure at
the left. The individual parts are connected by
three distinctly different types of joints: 1) the
ball-and-socket joint, which appears at the shoul-
ders and hips; 2) the hinge joint, found at the
knees and elbows; and 3) the flexible column, a
term used to describe the spine and the neck.
The action of the first two of these joints is
illustrated on the opposite page.

Each of these joints varies considerably in the
type of motion it allows. The ball-and-socket
joint is extremely flexible. The part of the body
attached to it can be swung around or back and
forth in every direction — just as though it were
attached to a ball revolving in a socket. However,
the amount of motion depends on the construc-
tion of the individual joint. Although not ball-
and-socket joints, the wrist and ankle joints
permit similar rotary movement.

The hinge joint at the elbow and knee works
much like an ordinary door hinge. It allows the
forearm to swing forward and the lower leg to

bend backward and then to reverse these move-
ments until each limb is back in a straight line
again. However, it does not permit the forearm
or lower leg to bend sideways. Try these move-
ments yourself and observe the different ways the
ball-and-socket joints and the hinge joints work.

The third kind 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 as
walking, running, and jumping. Since it is highly
flexible, it permits not only a turning motion in
all directions but also a twisting motion through-
out its entire length. The upper part of the spine
is in the neck, which controls all motions of the
head.

The diagrams on this page are intended to
remind you of the various possibilities which
these three different joints provide. However, you
can study the possibilities and limitations of mo-
tion in the human body best by experimenting to
see how the various portions of your own body
move. Test out these diagrams for yourself.

The twisting motion between the upper and the lower
torso is extremely important in almost every action pose.
You should study it for yourself by noticing the limitations
of this movement in your own body.

The shoulder and the hip joints are both ball-and-socket
rotary joints, but because of construction the shoulder
joint is much more flexible than the hip joint. Motion of
the shoulder joint covers a complete arc, as you can see,
but motion of the hip joint is much more limited.

The flexible column of the spine connects the upper and
lower halves of the body. Because of the way it is de-
signed, it permits more motion in some directions than in
others. These are the side-to-side limits of motion.

The sense of balance in the human body is so well devel-
oped that when one part reaches out from the central
axis, another part instinctively tends to extend itself to
create a new state of equilibrium. If the arm reaches up,
the lower leg will probably be lifted back to balance it.

The spine and hip joints allow the upper part of the
body to bend forward until it is proctically at right angles
to the lower. The backward motion is more limited. The
spine permits somewhat the same movement as if the
uvpper torso were mounted on o ball-and-socket joint.

This diagram shows the possible backward movement of
the arm and the forward movement of the leg. These two
motions are naturally associated, as are the two motions
shown in the previous example. Always take this matter
of reciprocal balance into consideration.
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The ball-and-socket joint

The ball-and-socket joint at the shoulders
and hips permits the arms and legs to be
revolved or swung back and forth in any
direction. These two kinds of motion are
indicated by the two balls in the diagrams.
Swing your arms and legs and compare the
action of the ball-and-socket joint and the
hinge joint, described below.

The hinge joint

The hinge joint, shown by a black disk, allows limited motion back and
forth. The hinge joint at the elbow permits the lower arm form to bend
forward toward the upper arm form; backward motion is stopped when
the two forms are in a straight line. The hinge joint of the knee enables
the lower leg form to bend backward toward the upper leg form; knee-
cap stops forward motion when both forms are in a straight line.

4
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4. Practical uses

Although the material on the foregoing pages has been pre-
sented in a factual, impersonal way, as though we were analyz-
ing the construction of a dressmaker’s dummy, our ultimate
object is to create real, breathing, living people. If you have
learned to think of the basic form in simple three-dimensional
cylinders, cubes, and spheres, you are now ready to take 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 studying, and very little at-
tempt has been made even to suggest anatomical detail. But any
one of these figures could be developed directly into a finished
figure in an illustration: The proportions and construction are
correct, and the various elements are properly balanced. These
figures have convincing mass and weight because each part has
been drawn through in three dimensions.




Remember

Remember to visualize the various parts of the form
figure in terms of the basic simple forms of cylinder,
cube, and sphere.

Remember to use ordinary glasses to help you see how
the ellipses loock in the simple cylinders of the upper and
lower torso, the upper and lower arms, and the upper and
lower legs.

Remember to think of the head as an egg-shaped sphere.
Remember the low of balance and equilibrium.

Remember to drow cll forms through to the other side.

If you follow these principles, you will have a
practical approach to developing convincing draw-
ings of the human figure in action.
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How to draw the basic form figure and head

The drawings on these two pages show you how to get started
drawing the basic figure and head. Work [reely at first, without
attention to details or the exact placement of individual lines.
Your first lines are simply “starters” — you use them merely to
suggest the size of the figure and its pose. Once you have these

down, you can make the form more accurate.

How to draw the male
basic figure

l The first sketch lines indicate the general
position of the body and the “flow of ac-
tion.” There is no attempt at solid form or
detail yet. But we have suggested the size
of the figure and its general pose

Work in a relaxed, informal way when you sketch the figure.
Draw in pencil and don’t hesitate to erase and change. It’s a mis-
take to try to “freeze” or tighten up your sketch too quickly. Try
to feel the action. Above all, keep the solidity of the forms in
mind and draw them through. This is the best way we know to

create the illusion of three-dimensional figures.
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Over the first lines we now begin to sket<h
in the broad details of the pose and the
basic figure forms. We draw each form
solidly, so that it really seems to exist in

depth. Some lines are erased and redrawn.

Now the figure forms have been sharpened
with more accurate lines and the figure is
close to a real human form. After a little
erasing, it will be ready to be carried
on toward a finished drawing.
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How to draw the female basic figure

Sketch in loose, free-flowing lines to indicate the size
ond position of the figure. These lines don't have to
be exact — most of them will be covered up or erased
as the drawing develops toward the finished stage.

r—— T
i

How to draw the basic head

First indicate the modified egg shape (see Page 13).
Decide which way the face is turned — here we have
a three-quarter view — and indicate this by a vertical
center line which represents the center of the face,
and a horizontal line to locate eyes. Sketch in neck.

2

2

Drawing freely over your first lines, start to suggest the
basic figure forms. Decide such things as proportions,
which way the hips tilt, which way the head is turned.

As you work, adjust the figure forms and define them
more clearly. Be sure to “draw them through’ as solid
forms. When you are satisfied that your basic figure is
correct, you can draw in clothing and other details.

A line a little above the eyes and another line half-
way down to the chin give you the top and bottom
of the nose. Sketch in the other features, locating
the ear by the nose lines. Remember that these guide
lines go ground the solid form of the head.

3

Indicate the hairline and the side plane of the head.
Then refine the forms a little and erase your guide
lines. Practice drawing heads this way — thinking of
the large, simple solid forms. Don‘t draw such small
details as eyelashes — you will learn about them later.

19
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Developing an illustration with basic form figures — ALTERT
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Once the basic form and action have been worked
out carefully, it is a comparatively simple matter
to clothe the figures convincingly. Notice that the
lines of creases and folds are designed to follow
and emphasize the basic form, rather than contra-
dict it. Never forget that the clothing is merely a
soft material draped over the form; the underlying
form determines the lines in the material.

1

DORNE.

One of the most effective artists in portraying the
figure in action is Albert Dorne. He is able to draw
any type of person engaged in any kind of action
because he begins by visualizing the baosic form,
and this gives a conviction and solidity to his fig-
ures, Whether you are drawing one figure or a
group of figures — whether you are doing o so-
ciety portrait or a cartoon — establish the basic
form first, and carry this through to the finish.
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Here is the illustration as it appeared in advertise-
ments for Hirom Walker. The figures in the finished
painting are convincing chiefly because the form
underneath the drowing is sound, and this basic
form carries through to the final stage.

You learn to draw
by drawing

3

The third step is to odd the light ond shadow
which will make the forms more realistic. Notice
that the modeling has been worked out very sim-
ply, with the lights held in one pattern and the
shadows in another. The object, again, has been
to keep the emphasis on the form itself, rather
than confuse the eye with an undisciplined pattern
of meaningless dark and light accents.
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Courtesy Hiram Walker,

Inc.
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Good basic forms

help make

convincing illustrations

© The Curtis Publishing Co.

© The Curtis Publishing Co.

The more real the figures in an illustration look, the more solid and three-dimensional
is the basic form which underlies details of anatomy and clothing. In the paointings of
Norman Rockwell the figures are so convincing that we feel we are looking at a
scene from real life. The artist could never achieve this effect simply by copying down
the surface appearance of people or things. His thorough knowledge of construction
enables him to build his figures three-dimensionally, with each detail assigned its
proper place and given precisely the right emphasis. The drawings above show the
basic forms which underlie the finished figures.

Al Parker is noted for the economy and design
of his pictures. He has learned how to eliminate
every detail which is not essential to a decora-
tive presentation of the story idea. Although
he often works in patterns, and organizes both
figures and props into deceptively simple com-
positional areas, he always makes sure that the
basic form underlying his figures is sound ond
convincing. The drawings show you the solid
structural form from which each of the figures
in this illustration has been developed.




Courtesy Jos. Schlitz Brewing Co.

5 Mg

/! /“
% __g] £

o

The form figure can be used to work out
any posture or position you have to draw —
even unusual ones like those in this painting
by Austin Briggs. If you can draw the basic
figure with assurance, you can try out many
variations on a figure in a very short time,

Albert Dorne’s illustrations owe much of their vigor to the skillful way he poses his
figures and foreshortens them, The accompanying drawings show how the basic figure
con be used to work out problems like those Dorne solved in making this picture. By
drawing through these figures, you can estimate the length and direction of each
part of the body and moke the figures look convincingly solid. After you have solved
your basic figure problems, you can easily carry your sketch through to a realistic
illustration by adding the necessary details.

23
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NORMAN ROCKWELL. Rockwell shows almost incredible pa-
tience in the way he works out every last bit of detail in his
pictures. He develops his forms with equal care. In this finished
pencil drawing, notice particularly how solid his forms are. When
he added the clothing to these figures, you can see that he
drew it ground the underlying forms, for he never allows detail
to destroy the basic form. Each of these figures appears to exist
in three dimensions. For example, the girl stands behind the
cat, the mother stands in_back of the girl.

Many lines or few — but the forms are solid

These pictures — each one by a different artist — vary greatly in style and draw-
ing technique. All, however, have one thing in common. They show that these
artists possess a thorough knowledge of the form of the human figure.

The artist’s feeling for form is the main reason each one of these drawings is
convincing. Whether he portrayed his subject with just a few sketchy lines or
many painstakingly drawn details, he used his pencil to create the illusion of
solid form. As he worked, he thought of his pencil as traveling around and
along the solid form of the body, transferring it to paper. The result is that no
matter how much detail he added, the underlying form of the figure shows through.



ALBERT DORNE. The pencil lines of Albert Dorne’s drawings
always reveal his major interest in the job — the action of the
forms. As he drew, he obviously thought of the boy's arms as
going around the dog’s neck, the boy's right foot as resting
behind the dog. He drew an action of forms in space rather
than flat shapes on a flat surface.

Courtesy Brooklyn Museum

PICASSO. This drawing by one of the most
original and versatile artists of our time shows
a concentrated interest in the form of the head.
It is constructed with hundreds of strokes, long
and short, that give it shape and three-dimen-
sional being. The eye sockets actually seem to
be cut back into the head, the nose seems to
protrude from the front plane of the face.

AUSTIN BRIGGS. A direct, decisive figure drawing like
this requires real knowledge of the form of the figure.
BEN STAHL. When Ben Stahl draws the body, he makes his Only a smolll number of lines are umd_b_m they show
pencil follow over and around its three-dimensional forms. No- e dress'ﬁﬂlng arouid the b.reusl s thighe, ‘the ieh
tice how his lines give solid shape to the legs, buttocks, torso and knee coming forward and the right leg going back.
arms. Every stroke helps to describe the form.
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Seven artists draw the same figure

Each of the drawings on these pages was made by a different artist
working from the figure shown at the left. Here are two important
points which you should gain from your study of these drawings and
apply to your own work:

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 thought of the figure and drawn it as though it were made
up of solid three-dimensional forms.

Because the feeling for form has now become a habit with these
artists, they no longer find it necessary to draw the arms, legs, torso,
etc., as separate cylinders. Nevertheless, their pictures clearly show they
still think of them in these terms as they draw.

To make solid, convincing figure drawings, you must concentrate on
learning the basic forms of the figure which we have carefully described
on Pages 5 through 15. At this stage of your training you will benefit
most by making drawings which are generally similar to those on
Pages 16 through 23. As you gain more and more experience drawing
these simple solid forms, you will naturally and unconsciously develop
your own style.




Draw from life every chance you get

27
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5. Do’s and don’ts

No matter how careful you are in drawing the form figure, you will sometimes find that you have
made mistakes in construction or proportions without realizing it. The drawings in this section
show you the most common errors. Keep these pitfalls in mind while making your drawings, and
check your finished work against these pages; you may discover mistakes you had overlooked.

Don’t get in the habit of making your figures too broad or too narrow. Remember that the The two sides of your figure should be alike in width as well as in height.
head form you are using as @ measuring unit must be correct in its proportions of height Make sure that you avoid the lopsided effect seen above. It is easy to
and width. If you use too broad or too narrow a head, as in the two drawings at the right, check this in straight front or rear views; it is more difficult if the figure
above, the resulting figure will probably be too broad or too narrow also. Remember par- is drawn in a three-quarter view where foreshortening may be involved.
ticularly that the three-head measurement for the upper body includes the shoulders. Be careful to avoid this kind of distortion.

ﬁT"""“\W——'——‘F:A- = J
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Always remember that balance is extremely important in depicting the figure. If you are The two drawings at the right demonstrate what happens when the pro-
drawing a vertical figure, like those above, establish a vertical axis and balance the figure portions of the individual parts of the body are incorrect. Notice the
on that axis. If the figure is drawn off balance, it must be supported against some other wrong head shapes, the long necks, the proportions of torso as compared
object, like a wall or a table, or it will topple over. with arms and legs. It is quite true that people in real life do not always

follow the ideal proportions of the eight-head figure at the left; but re-
member that you are drawing ideal form figures now, and not attempting
to make realistic copies of real-life models.
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Remember to draw the figure through. Think of the individual forms as though they
were transparent forms drawn within transparent glass cylinders. Then you will be

able to avoid making “outline’” drawings without three-dimensional solidity.

\
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The three drawings above show you the right relationship between the upper and

lower portions of the arm.

At the left you see the correct shape of the head. The width is right in relation to

the height. The other three shapes are obviously incorrect, You should be careful to
avoid distortions of this kind.

In these three drawings the lower part of the arm is much too long as compared with
the upper part. This mistake is particularly easy to make when the arm is fore-
shortened; be careful to avoid this.

The drawing at the left shows the ideal proportions of the male torso. Notice the
width of the lower torso, and the angle of the beveled plane where the legs fit on
the body. In the drawing at the right the lower torso is more characteristic of the
female, with wide hips and a sharper angle where the legs are attached. When
drawing the male torso don’t draw a male upper torso with a female lower torso.

The drawing at the left is correct for the female torso. The shoulders and hips are
the correct width, the angle of the planes where the legs are attached is right, and
the breasts are correctly placed. The drawing at the right shows a torso which would
be correct for the male figure, with wide shoulders and narrow hips. Female breasts
are indicated, however, and they have been placed too high.



Think with tracing paper

Tracing paper is often called the artist’s best friend.
It is an ideal material for experimenting with picture
ideas — for planning and perfecting your drawings,
whether of the human figure or any other subject. It's
inexpensive and pencil lines on it are easy to erase
with a kneaded rubber.

Occasionally a tracing-paper sketch will become
messy because of many erasures. All you have to do is
slip the sketch under a clean sheet of tracing paper
and trace off the lines you want. If you are working
on an illustration with several figures, you can adjust
their positions in relation to each other by drawing
them on separate sheets of tracing paper and shifting
these around till the figures look right. Then you can
trace them on a single fresh sheet.

On these pages we show you some ways to use trac-
ing paper that we hope will make this material your
best friend, too.

Preliminary sketch: Most illustrators start their sketches on tracing paper.
Here, the basic figure forms begin to take shape as the artist draws directly
over his first sketchy “action” lines. Draw lightly at first so you can easily
remove unwanted lines with kneaded eraser.

Trying new angle: Tear off the tracing sheet and turn your sketch this way New sheet: If, after a number of erasures, your drawing becomes too
and that to see if a change in angle improves the action. In this case, leaning smudged or cluttered, slip it under a clean sheet of tracing paper. Now draw
the figure forward creates o more convincing feeling of motion. All you have a new figure, using your previous drawing as o guide, and selecting the por-
to do is trace the figure in this new pose. tions you wish to salvage.

%

Checking for errors: Since you are working on transparent paper it is easy Refining the forms: Correct any errors revealed by reversing the picture. Re-
to turn it over and see your drawing in reverse. This often shows up errors in verse it again for a double check. Continue developing your drawing to the de-
proportion or construction to which your eye has become accustomed. gree of finish you wish. Then trace it down on illustration board and complete it.
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