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Introduction

Perhaps there is no other subject in art that is more intimate or rewarding

than figure drawing. From the earliest cave paintings to stunning artwork

by Michelangelo, the human fascination with capturing our likeness in two-
dimensional form spans thousands and thousands of years. Today, it remains one
of the most popular subjects in art education.

The Complete Book of Poses for Artists offers everything you need to begin

or further your journey in drawing people. Featuring artwork and instruction
from renowned artists Ken and Stephanie Goldman, this book provides a strong
foundation for figure drawing by first discussing anatomy and human proportions
in great detail. Tips, exercises, and example drawings are then offered, covering
topics such as suggesting movement, rendering age, conveying emotion, and
creating engaging compositions. Featuring more than 150 photo references
showcasing a wide variety of poses—from traditional stances to figures in action
and children at play—you can develop your skills for hours upon hours with no
need for a model. Practice is the key to success, and with The Complete Book
of Poses for Artists, you’ll have more than enough material to master the art of
drawing people.
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Drawing Paper Drawing
paper is available in

a range of surface
textures (called “tooth”),
including smooth grain
(plate finish and hot
pressed), medium grain
(cold pressed), and
rough to very rough.
Cold-pressed paper is
the most versatile and

is great for a variety of
drawing techniques. For
finished works of art,
using single sheets of

drawing paper is best. Sketch Pads Sketch pads come in

many shapes and sizes. Although
most are not designed for finished
artwork, they are useful for working
out your ideas.

Erasers There are several types of art erasers. Tortillons These paper “stumps” can be used to

Plastic erasers are useful for removing hard pencil blend and soften small areas when your finger or a

marks and large areas. Kneaded erasers (a must) cloth is too large. You also can use the sides to blend

can be molded into different shapes and used to large areas quickly. Once the tortillons become dirty,

dab at an area, gently lifting tone from the paper. simply rub them on a cloth, and they’re ready to go
again.

8 | The Complete Book of Poses for Artists



Drawing Implements

Drawing pencils, the most common drawing tool and the focus of this book, contain a graphite center. They
are categorized by hardness, or grade, from very soft (9B) to very hard (9H). A good starter set includes
a 6B, 4B, 2B, HB, B, 2H, 4H, and 6H. The chart below shows a variety of drawing tools and the kinds of

strokes you can achieve with each one.

HB shawp point

HB vound point

HB An HB with a sharp point produces crisp lines and
offers good control. A round point produces slightly
thicker lines and is useful for shading small areas.

48 flat point

Flat sketching

Flat For wider strokes, use a 4B with a flat point. A large,
flat sketch pencil is great for shading bigger areas.

A Utility Knife Use this tool to form a variety of points
(chiseled, blunt, or flat). Hold the knife at a slight angle to the
pencil shaft, and always sharpen away from you, taking off a
little wood and graphite at a time.

. ‘.MC

4B chavcoal
Vine chawvcoal

e T
o

White chawvcoal

Charcoal 4B charcoal is soft and produces dark marks.
Natural charcoal vines are even softer and leave a more
crumbly residue on the paper. White charcoal pencils are
useful for blending and lightening areas.

|

Conté Crayon or Pencil Conté crayon is made from very
fine Kaolin clay and is available in a wide range of colors.
Because it’s water soluble, it can be blended with a wet
brush or cloth.

Conté cvaryon

Conté pencil

¢ Your Pencils

A Sandpaper Block This tool will quickly hone the lead into
any shape you wish. The finer the grit of the paper, the more
controllable the point. Roll the pencil in your fingers when
sharpening to keep its shape even.

The Complete Book of Poses for Artists | 9
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Techwiques
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888 You can create a variety of effects, lines, and strokes with pencil simply by alternating hand positions
83&8 and shading techniques. Many artists use two main hand positions for drawing. The writing position is
00C good for detailed work that requires hand control. The underhand position allows for a freer stroke with
‘888 arm movement and motion that is similar to painting.
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888 The Writing Position The writing position provides the The Underhand Position Place your hand over the
-0 0-C most control in which to produce accurate, precise lines pencil and grasp it between the thumb and index finger.
88 for rendering fine details and accents. Allow your other fingers to rest alongside the pencil. This
‘,; 3| position is great for creating beautiful shading effects and
¢,

long, sweeping lines.
Shading Techniques

The shading techniques below can help you learn to render everything from a smooth complexion
and straight hair to shadowed features and simple backgrounds. Whatever techniques you use, always
remember to shade evenly.
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(0] c Hatching This basic method of Crosshatching For darker shading, Gradating To create graduated
8- 8 shading involves filling an area with place layers of parallel strokes on values (from dark to light), apply
0008 a series of parallel strokes. The closer top of one another at varying angles. heavy pressure with the side of your
000G the strokes, the darker the tone. Again, make darker values by placing pencil.
88 g the strokes closer together.
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88 8 Shading Darkly By applying heavy Shading with Texture For a mottled Blending To smooth out the
000C¢C pressure to the pencil, you can create texture, use the side of the pencil tip transitions between strokes, gently
88 8 dark, linear areas of shading. to apply small, uneven strokes. rub the lines with a tortillon or tissue.
8’8@8 12 | The Complete Book of Poses for Artists
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Practicing Lines

When drawing lines, it is not necessary to always use a sharp point. In fact, sometimes a blunt point
may create a more desirable effect. When using larger lead diameters, the effect of a blunt point is
even more evident. Play around with your pencils to familiarize yourself with the different types of lines

they can create.
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Drawing with a Sharp Point
The lines at left were drawn
with a sharp point. Draw
parallel, curved, wavy, and spiral
lines; then practice varying the
weight of the lines as you draw.
Os, Vs, and Us are some of the
most common alphabet shapes
used in drawing.

Drawing with a Blunt Point
The shapes at left were drawn
using a blunt point. Note how
the blunt point produced
different images. You can
create a blunt point by
rubbing the tip of the pencil
on a sandpaper block or on a
rough piece of paper.
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Techwiques

Other Pencil Techniques

Below are a few more techniques for experimenting in graphite. For these exercises, you will need hard

and soft pencils, as well as a water-soluble pencil.

Creating a Graphite
Wash Shade an area
with water-soluble
pencil and blend the
strokes with a wet

Lifting Out Blend a
soft pencil on smooth
paper, and then lift out
the desired area with a
kneaded eraser. You can

!

create highlights and
other interesting effects
with this technique.

brush. Always use
water-soluble pencil
on thick paper, such
as vellum board, and
avoid using too much
water on the brush.
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Producing Indented Lines
“Draw” a pattern or design
with a sharp, non-marking
object such as a knitting
needle or stylus. Next,
shade over the area with
the side of your pencil to
reveal the pattern.

Rubbing Place paper
over an object and rub
the side of your pencil
lead over the paper.
The strokes of your
pencil will pick up the
pattern underneath
and replicate it on

the paper. Try using a
soft pencil on smooth
paper, and choose an
object with a strong
textural pattern, such
as a wire grid, as
shown at left.

00000000
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Smudging

Smudging is an important technique for creating shading and gradients. Use a tortillon or chamois
cloth to blend your strokes. It is important that you do not use your finger; your hands produce
natural oils that can damage your artwork.

Smudging on Smudging
Rough Surfaces on Smooth
For a granular Surfaces Use
effect, use a 6B a 4B pencil

on plate-finish
Bristol board.

pencil on vellum-
finish Bristol

board. Stroke Stroke with
with the side of the side of the
the pencil; then pencil; then
blend with a blend with a
tortillon. tortillon.
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Drawing consists of three main elements: line, shape, and form. The shape of an object can be described with
a simple one-dimensional line. The three-dimensional version of the shape is known as the object’s form. In
pencil drawing, variations in value (the relative lightness or darkness of black or a color) describe form, giving
an object the illusion of depth. Values range from black (the darkest value) through different shades of gray to
white (the lightest value). To make a two-dimensional object appear three-dimensional, you must pay attention
to the values of the highlights and shadows. When shading a subject, consider the light source, as this is what
determines where highlights and shadows will be.

|

|

‘ \ | |
| \ / \

4‘ ‘lr : - P ‘ “‘v“ > -

Rectangle Cylinder Civcle Spheve Triamgle Cone Squawve Cube

Moving from Shape to Form The first step in creating an object is establishing a line drawing or outline to delineate the
flat area that the object takes up. This is known as the “shape” of the object. The four basic shapes—the rectangle, circle,
triangle, and square—can appear to be three-dimensional by adding a few carefully placed lines that suggest additional
planes. By adding ellipses to the rectangle, circle, and triangle, you’ve given the shapes dimension and have begun to
produce a form within space. Now the shapes are a cylinder, sphere, and cone. Add a second square above and to the side
of the first square; then connect them with parallel lines, and you have a cube.

Highlight Highlight Highlight Highlight
4 / / Cove Cove
shadow shadow

Redflectea
light '

Cost shadow Coast shadow Cove shadow Coast shadow Coast shadow

Adding Value to Create Form A shape can be further defined by showing how light hits the object to create highlights and
shadows. Note from which direction the source of light is coming; then add the shadows accordingly. The core shadow is
the darkest area on the object and is opposite the light source. The cast shadow is what is thrown onto a nearby surface

by the object. The highlight is the lightest area on the object, where the reflection of light is strongest. Reflected light is the
surrounding light reflected into the shadowed area of an object.

Creating Value Scales Just as a musician uses a musical scale to measure a range of notes, an artist uses a value
scale to measure changes in value. You can refer to the value scale so you’ll always know how dark to make your dark
values and how light to make your highlights. The scale also serves as a guide for transitioning from lighter to darker
shades. Making your own value scale will help familiarize you with the different variations in value. Work from light to
dark, adding more and more tone for successively darker values (as shown above left); then create a blended value
scale (as shown above right). You can use a tortillon to smudge and blend each value into its neighboring value from
light to dark to create a gradation.

The Complete Book of Poses for Artists | 15



Techuiques

To practice perspective, try drawing a frontal view of many heads as if they were people sitting in a
theater. Start by establishing your vanishing point at eye level. Draw one large head representing the
person closest to you, and use it as a reference for determining the sizes of the other figures in the
drawing. Keep in mind that a composition also can have two or more vanishing points.

—

Vawishing point (VP) Hovizon line
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If you’re a beginner, you may want to begin with basic one-point perspective. As you progress, attempt
to incorporate two- or three-point perspective.

\Vx Hovizow line
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Techwiques

The positioning and size of a person on the picture plane is of utmost importance to the composition. The
open or “negative” space around the portrait subject generally should be larger than the area occupied by
the subject. Whether you are drawing only the face, a head-and-shoulders portrait, or a complete figure,

thoughtful positioning will establish a pleasing composition with proper balance.

Placement

The eyes of the subject are the
key to placement. The eyes
catch the viewer’s attention first,
so they should not be placed on
either the horizontal or vertical
center line of the picture plane;
preferably, the eyes should be
placed above the center line.
Avoid drawing too near the
sides, top, or bottom of the
picture plane, as this gives an
uneasy feeling of imbalance.

Lighting the Model

Whether you’re working from life or creating a reference photo, how you light the model will play a
huge role in the mood and overall success of your drawing. Below are two drawings of the same woman
by artist Lance Richlin, which were completed with two different lighting styles. The side lighting (left)
creates a harsher look with distinct shadows and more contrast. The front lighting (right) produces a
more feminine, delicate image.

Good placement

Side Lighting This
method involves

a dark room with
one light positioned
to the model’s
side. This lighting
style creates harsh
shadows and lines
on the face and
neck, making the
model look older,
more serious,

and perhaps

more powerful or
distinguished.

18 | The Complete Book of Poses for Artists
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Front Lighting
This method
involves a well-lit
room with one
light placed in
front of the model.
This lighting style
reduces shadows,
resulting in more
flattering (but less
dramatic) portraits.



Adding Elements to Portraits

Many portraits are drawn without backgrounds to avoid distracting the viewer from the subject. If
you do add background elements to portraits, be sure to control the size, shape, and arrangement of
elements surrounding the figure. Additions should express the personality or interests of the subject.

Repetition of Shapes within the Portrait The delicate
features of this young woman are emphasized by

the simple, abstract elements in the background. The
flowing curves fill much of the negative space, while
accenting the elegance of the woman’s hair and features.
Simplicity of form is important in this composition; the
portrait highlights only her head and neck. Notice that
her eyes meet the eyes of the viewer—a dramatic and
compelling feature.

Depicting the Subject’s Interest This portrait of a young
man includes a background that shows his interest in
rocketry. The straight lines in the background contrast
the rounded shapes of the human form. Although the
background detail is complex, it visually recedes and
serves to balance the man’s weight. The focus remains on
the man’s face.

. & ‘ /
Using & photo of

.f\\\ \ a Priend ov velative,
" A expeviment with
Y AdAing vawvied
| backgrounds.
See how each choice
/ 1 com chamge the mood

> /] omA appeavavce of
\ Hhat povtvait.
4
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Techwiques

Learning to “See”

Many beginners draw without really looking carefully at their subject; instead of drawing what they actually
see, they draw what they think they see. Try drawing something you know well, such as your hand, without
looking at it. Chances are your finished drawing won’t look as realistic as you expected. That’s because you
drew what you think your hand looks like. Instead, you need to forget about all your preconceptions and
learn to draw only what you really see. The following contour drawing exercises are great for training your
eye and hand to work together to represent what is truly in front of you.

Contour Drawing

In contour drawing, you pick a starting point on your subject and then draw only the contours—or outlines—
of the shapes you see. Because you’re not looking at your paper, you're training your hand to draw the lines

exactly as your eye sees them. Try doing some contour drawings of your own; you’ll be surprised at how well
you’re able to capture the subjects.

Drawing with a
Continuous Line When
drawing this figure, glance
only occasionally at your
paper to check that you
are on track. Concentrate
on looking at the subject
and tracing the outlines
you see. Do not lift your
pencil between shapes;
keep the lines unbroken
by freely looping back
and crossing over
previous lines. This simple
technique effectively
captures the subject.

=3 £

To test your
obsevvation
skills, study om
ovject vevy closely
for o Pew minutes,
omd thew close
youv eyes and tvy
Avawing it from

memovy, letting your
homdA Lollow tHhe
wmental image.

Drawing “Blind” For the contour drawing on
the left, the artist occasionally looked down

at the paper. The drawing on the right is an
example of a blind contour drawing, where the
artist drew without looking at his paper even
once. It's a little distorted, but it’s clearly a
hand. Blind contour drawing is one of the best
ways of making sure you’re truly drawing only
what you see.

20 | The Complete Book of Poses for Artists



Action Once you have trained your eye to observe
carefully and can draw quickly, you'll be able to capture

actions such as this child looking and then reaching into

the bag.

Transferring an Image

A quick way to achieve an accurate drawing,
without the initial stages of sketching, is to
transfer the main lines of a photographic
reference onto your drawing paper. First,
print out your reference at the size you

plan to draw it. Then place a sheet of
tracing paper over the printout and trace
the outlines. Coat the back of the tracing
paper with an even layer of graphite and
place it over a clean sheet of drawing paper,
graphite-side down. (Instead of coating the
back of the tracing paper, you might choose
to purchase and use transfer paper, which
already has one side coated with graphite.)
Tape or hold the papers together and lightly
trace your outlines with a ballpoint pen or
stylus. The lines of your tracing paper will
transfer to the drawing paper below.

While tracing the lines, occasionally lift the corner of the sketch
(and the transfer paper, if present) to make sure the lines that
have transferred aren’t too light or too dark.

The Complete Book of Poses for Artists
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Techwiques

IBASIC

Front Torso =

Jugulav acvomion

wotch process
; |

L huwmevus

stevuum

xiphold process

thovacic avch t = . \ }

10th vip

lliac cvest

pelvic givdle R .
anteriov supeviov

| . lliac spine
amteviov infeviov

lliac spine

great trochanter _K

Skeleton Some parts of the skeletal system are important

to the artist because they are prominent and serve as visual
landmarks. Several bones of the torso’s frontal skeleton

are obvious even beneath the skin, including the clavicles,
acromion processes, sternum, thoracic arch, 10th rib, anterior
superior iliac spines, and great trochanters. The spinal column
comprises 24 vertebrae, divided into 3 sections: The cervical
(or neck) region has 7 vertebrae, the thoracic (or chest)
region has 12, and the /umbar (or lower back) region has 5.

symphysis pubis

cavicle

\| R

acvomion— £ (2 \, jugulaw wotch
process / \
= ( \

L "“\\ ’ steraum
Acltoid \ l 3 /

\ \ " /

. 2 n , l \ xiphoid
latissivmus > 7t |

Aovsi \ / - ﬁ; \\\ )/ / process

sevvatus awmtevior k | /
\ s SRS
lothvp —m8 o (_/ — linea alba

Diagram of Landmarks The observable muscles and bony
landmarks labeled on the illustration above are the most
important for artists who want to draw the torso’s surface
anatomy from the front view. Focus on accurately portraying
these anatomical features to achieve a lifelike drawing, such
as the example at right.
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stevnomarstold trapezius

pectovalis
quov

latissimus
Aovsi

sevvatus amteviov

linea alba

i\ . L,,.f{ U r_
BB Nl

i

extevnal oblique

vectus abAominus

Trunk Muscles The torso’s movement is dependent on
and restricted by the spine—both the chest and the pelvis
twist and turn on this fixed, yet flexible, column. And the
relationship between the rib cage, the shoulders, and the
pelvis creates the shape of the trunk muscles. The pectoral
(breast) muscles are divided by the sternum, the rectus
abdominus is divided by the /inea alba, and the external
obliques—which are interwoven with the serratus anterior—
bind the eight lowest ribs to the pelvic girdle.

pectovalis
quov

Drawing Tips Use the bony skeletal landmarks, which

are apparent despite the layers of muscles, to guide the
placement of the features. For example, the nipples align
vertically with the anterior spines of the iliac crest. Note also
that the pectoralis major sweeps across the chest and over
to the arm, ending nearly horizontal to the nipples.



Back Torso

T+h cevvical vevtevvae

davicle

\

spine of —*r’”L

scapula

acvomion
prvocess

uner mavgin
of scapula

12th thovacic
vevtebvae

postevior supeviov
lliac spine

sacvum

great tvochanter

Skeleton The back is one of the most challenging parts
of the body to draw because of its skeletal and muscular
complexity. From the artist’s point of view, the most
important bones visible from the rear skeletal view are the
7th cervical vertebrae, the posterior superior iliac spines
(dimples on the pelvic girdle), and the sacrum, which
together form the sacral triangle—a major anatomical
landmark at the base of the spine.

. i
trapezins wuchal ligament

T+h cevvical vevtebrae

e acvowmion

nbraspinatus -~
\‘:‘\Q‘ )\ process

Aeltoid
spine of
\ / scapula
teves major { /
/ \
inmer mavgin % i sevvatus
of scapula o ? Nt owmteviov
latissimus Aovst )
sacvospinalis

extevual oblique

liac cresi-;é/’\

gluteus medins

postevior
supeviov liac
spive

Diagram of Landmarks The observable muscles and bony
landmarks labeled on the illustration above are the most
important for artists who want to draw the torso’s surface
anatomy from the rear view. Focus on accurately rendering
these anatomical markers to achieve a lifelike drawing, such
as the example at right.
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Trunk Muscles The back has many overlapping muscles; our
focus will be on the upper layer, which is more immediately
apparent to the eye. The trapezius connects the skull to the
scapula (shoulder blade) muscles—deltoid, infraspinatus,
teres minor, and teres major—which connect to the arm.

The /atissimus dorsi attaches under the arm, extending to
the pelvis. And the gluteus medius bulges at the hip before
meeting with the gluteus maximus.

J — 7th cevvical vevtebvae

mbraspinatus - e, — of
\ Y scapula

Aeltoid
teves major ——————

uner mavgin
of scapula

sacval tviomgle

Drawing Tips Under the skin, back muscles are not easy to
discern. However, the trapezius, 7th cervical vertebrae, spine
of scapula, inner margin of scapula, deltoid, infraspinatus,
and teres major are all fairly evident. To depict the nuchal
ligament, 7th cervical vertebrae, spinal column, and sacral
triangle, draw a long line and an upside-down triangle.
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Arms & Hands

. clawicle

B. acvomiow process

00C

000 .,

8 8 8 Aeltoia

00C

QOC

QOC

(eXelo Y

Q0C :

00C 1R

00C x C. humevus
oG
8 8 biceps
8 8 vrachialis
O}C- D. outer epicondyle

3

pronator teves

E. uner epicondyle

vrachiovadialis

E vadius

G. ulna

Plexor cavpl vadiales

H. heaa of vadius

palmerus longus

Llexor cavpl ulwawis

I. head of ulwa
H

J. cavpals

K. metacavpals

L. phalanges

Figure | Flgure 2 Figure 3

Bones The underlying skeletal structure determines much of

the overall shape of the arm (figure 1). Several elements of this
substructure, such as the inner epicondyle (E), act as visual
landmarks that are identifiable even under layers of muscle (figure 2)
and skin (figure 3).

Muscles The upper and lower portions of the arm each consist

of three major muscle masses. The bicep and brachialis of the
upper arm bend the lower arm, the tricep straightens it, and the
deltoid raises the entire arm. In the lower arm, the flexors (flexor
carpi radiales, palmerus longus, and flexor carpi ulnaris) bend the
palm and clench the fingers; the extensors on the back of the

arm straighten the palm and open the fingers; and the supinators
(brachioradialis), attached to the outer epicondyle (D, figure 1) on
the outside arm, rotate the hand outward. A fourth, smaller muscle,
the pronator teres, rotates the palm inward.
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A. davicle

B. acvomion process

[/

Aeltoid

triceps (long head)

f T C. humevus

|

D. lauer epicondyle

E. outer epicondyle

E olecvamon

G. vadius

H. ulua

I. head of vadins

Flgure | Figuve 2

Bones Much of the overall shape of the arm in the back view is

determined by the underlying skeletal structure, just as with the
front view. The inner and outer epicondyle (D and (E), are again

identifiable, even under layers of muscle. And from this view, the
olecranon, or elbow (F), also is evident.

Muscles Muscles work in opposing pairs: Flexors pull and
extensors extend, moving in the opposite direction. When a flexor
or extensor muscle becomes active, its opposite becomes passive.
From the back view, when the hand is pronate (illustrated in
figures 2 and 3 above), extensor groups are the most prominent
muscles. On the upper arm, the tricep is the most visible extensor.
On the lower arm, extensor carpi radialis longus, extensor carpi
ulnaris, and extensor digitorum, which all originate on the outer
epicondyle, are evident.

triceps (outer head)

vrachialis

vrachiovadialis

exteusor cowpl vadialis lowgus

anconeus

extensor cawvpl ulnavis

extensor Aigitovum

abAuctor pollicis lowgus

extensov pollicis bvevis

Figure 3

outer head

tviceps tendon
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Clenched Fist

T A acvomion process

B. covacoid process Aeltoid

triceps (long head)

tviceps (outrer head)

C. humevus
Yiceps

brachialis

D. dlecvamon vrachiovadialis

extensor cavpl vadialis lowgus
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E. outer epicondyle

3

oamconeuns

extensov Aigitovum

E vadius

extensor cavpl ulwavis

G. ulwan

Plexor Aigitorum

H. head of ulwa

I. head of vadius

Bones Here the arm is not viewed in full profile; rather it is seen from an angle that is a combination of a side view and a back
view. Because of the angle, the bony landmarks most apparent under the muscle are the olecranon, outer epicondyle, and head
of ulna.

Muscles The side view provides a good angle for observing the extensors and flexors of the upper and lower arm. The
brachioradialis, located where the upper and lower arms meet, is particularly important. It originates on the lateral side of the
humerus (C), above the outer epicondyle (E), and then attaches to the lateral side of the wrist above the head of radius ().

Drawing Tips

Rotated arm The
brachioradialis is
responsible for turning the

Bent arm The span
between the inside bend
of the elbow and the wrist
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palm up (supinate), and the
pronator teres for turning
the palm down (pronate).
The radius (shaded) rotates
around the fixed ulna,
permitting pronation and
supination of the palm.
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is usually about one hand
length. The arrows show
the inward and outward
curvature of the muscles,
and the dashed line shows
the line of the ulna, called
the “ulnar furrow.”



Open Palm

Bones The hand contains 8 wrist
(carpal) bones: minor multangular (1),
major multangular (2), navicular (3),
lunate (4), triquetrum (5), pisiform (6),
hamate (7), and capitate (8). The hand
also features 5 metacarpals (9) and 14
phalanges (10).

Back of Hand

Bones From this view of the hand,
all the same bones are visible, but the
carpal bones appear convex rather
than concave. From this angle, the
bones have more influence on the
shape of the fleshed-out hand.

Muscles The flexor tendons (A, B, C) from the forearm muscles extend into the
hand. The teardrop-shaped muscle masses, the thenar eminence abductors of the
thumb (1, J) and the hypothenar eminence abductor (D) and flexor (E) of the little
finger, are known as the “palmer hand muscles.” The adductor of the thumb (G)
lies under the flexor tendons (F). The visible creases of the palm result from the
way the skin folds over the fat and muscles of the hand.

Muscles Whereas the palm side of the hand is muscular and fatty, the back of

the hand is bony and full of tendons. The extensor tendons of the thumb (A) are
visible when contracted, as are the other four extensor tendons (C). The first dorsal
interosseous (B) is the largest of the four dorsal interosseous muscles, and it is the
only one that shows its form through the skin’s surface; when the thumb is flexed,
this muscle appears as a bulging teardrop shape.
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Techuiques

Legs & Feet

tensor fascia lata

adductor gvoup

vastus extevuus

A. great trochamter vectus fewmoris

vastus intevaus

savtovius
B. femur

C. outrer epicondyle

D. iuner epicondyle

E. patella gastrocuemiug

BRI HETsty Hivialis amtevior

G. head of the fioula
soleus

H. fivula

flexor Aigitovum longus

L. Hoian

exteusor Aigitorum lowgus

pevoneus longus

J. aner malleolus

K. outev wmalleolus

Bones The femur (B), with its great trochanter at the top (A) and outer
epicondyles (C) and inner epicondyles (D) at the base, is the heaviest and
longest bone of the skeletal system. The knee cap (patella) sits in between
the outer epicondyles and inner epicondyles on the patellar surface. The
lower leg consists of the thick tibia (1) and the slender fibula (H). The tibial
tuberosity (F) and head of the fibula (G) are important landmarks at the top,
as are the ankle bones (the inner malleolus and outer malleolus).

Muscles The upper leg has four major muscle masses: vastus externus, which
attaches to the knee cap (E); rectus femoris, which engulfs the patella (E)
and continues toward the tibial tuberosity (F); vastus internus, a medial bulge;
and the adductor group on the inside of the leg. There also are two other
masses: the tensor fascia lata and the sartorius. The sartorius is the longest
muscle in the body. The lower leg has six long muscles visible: gastrocnemius,
protruding on both sides; tibialis anterior, running along the shin toward

the big toe; soleus; flexor digitorum longus, extensor digitorum longus,; and
peroneus longus.

Drawing Tips The legs angle in toward the middle, positioning the body’s
weight over the gravitational center (figures 1and 2). The muscle masses
on the outside of the leg are higher than those on the inside (figure 3). The
ankles are just the reverse—high inside, low outside.

Flgure | Figuve 2
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Figure 3



gluteus medius

gluteus maximus

adductor group

semitendinosus

A. great tvochamter

vastus extevuus

B. femur

B i
Yiceps Lewmoris * f /

semimemby anosus

popliteal Possa

C. amer condyle

D. outer condyle

E. head of the foula

£ Hvia

G. foula

gastvocuemiug

uner soleus

outev soleus

Achilles +endon

H. inner malleolus

1. outer malleolus

Bones From the back view, the same leg bones that appear in the front view
are visible. Their appearance is slightly altered, however, because the bone
attachments in the front are designed to allow muscles to extend, and the
back attachment is designed for muscles to flex.

Muscles The upper leg consists of five large muscle masses: gluteus
maximus, gluteus medius; the hamstring group (biceps femoris,
semitendinosus, and semimembranosus); the adductor group, and the vastus
externus, which can be seen peeking out from behind the biceps femoris.

The lower leg also features five masses: three larger ones and two smaller.
The larger masses are the two heads of the calf: the gastrocnemius and the
Achilles tendon, which connects to the heel bone. The two smaller masses are
the inner soleus and outer soleus. Also notice the hollow area behind the knee
where the calf tendons attach, called the “popliteal fossa”; this fatty hollow
makes deep knee bends possible.

Drawing Tips The calf is lower and rounder on the inside than it is on
the outside (figure 1).

The hamstring tendons grip below the knee on both sides, almost like
a pair of tongs (figure 2).

Figure |

Flguve 2
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Techwiques

C. patella

D. outer condyle

E. tivial tubevosity

E head of fibula

G. foula

H. Hola

I. outev malleolus

Bones and Muscles Because the long femur
(B), and large tibia (H) carry the weight of
the body, they sit directly on top of each
other. But in a side-view drawing, the upper
and lower leg appear staggered; the front
of the shin lines up directly below the Jllio-
tibial band muscles and behind the upper-
leg masses of the rectus femoris and vastus
externus.

In the lower leg, the forms to look for are the
gastrocnemius; the long, straight form of the
Achilles tendon; the peroneus longus tendon,
which passes behind the outer malleolus

(1) and the bulk of the extensor digitorum
longus; and the tibialis anterior, toward the
front of the leg.
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soleus

extensor Aigitorum longus

pevoneus longus

Achilles +endon

Figure 2

Drawing Tips The six
arrows in figure 1 show
the overall gesture of
the leg. The upper thigh
and lower calf create
the gesture (figure 2).
Figure 3 shows the
pattern of tendons in
the foot.




. talus

. calcameus

. wawiculavr

. Cubold

. cumeiforms

F metatavsals

G. phalomges

Side

B. calcameus A todus

C. wawviculav

E. cuneiforms

D. cuveid

S. pevoneus tevtius

6. pevoneus longus 7. AbAuctor Aigiti winimi

Bones Like the hand, the foot also comprises
three parts: seven tarsal bones (A-E), five
metatarsals (F), and fourteen phalanges

(G). The tarsal bones include the ankle, heel,
and instep. The metatarsals are longer and
stronger than the five metacarpals of the
hand, and they end at the ball of the foot.
The phalanges of the toes are shorter than
those of the fingers and thumb; the four small
toes press and grip the ground surface, and
the big toe tends to have a slight upward
thrust.

F metatavsals

2. extensov Aigitovum brevis

|. extensor Aigitorum longus

|. extensor Aigitorum longus

2. exteusov Aigitovum bvevis

3. Hbolalis antevior

G. phalomges

Figure 3

Muscles When the foot is flexed upward, Drawing Tips The tibialis
these tendons are evident: extensor digitorum  anterior (3) is an obvious
longus (1), extensor digitorum brevis (2), landmark on the inverted
tibialis anterior (3), and extensor hallucis foot. (See figure 1, above.)
longus (4). (From the side view, extensor In figure 2, dorsi-flexion
digitorum brevis appears as a round shape makes visible the extensor
inside a triangular pocket.) Peroneus longus digitorum (1). In figure 3,
(6) curves around the ankle, whereas plantar-flexion lets you see

abductor digiti minimi (7) appears as a bulge the tendons of peroneus (6).
on the outer side of the foot.
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Becoming familiar with the head and skull is an excellent way to improve your portraiture skills. If you purchase a plastic skull,
you can practice drawing the skull from all angles, as shown in the charcoal pencil studies above. Start with an outline of the
basic shape of the skull; then block in the shapes of the main features and refine the lines (shown in the upper-right corner).
The important skull bones for an artist to know are the parietal eminence (A), frontal bone (B), frontal eminence (C), glabella
(D), superciliary crest or “brow ridge” (E), temporal line (F), zygomatic process (G), orbit (H), zygomatic bone (1), maxilla (J),
ramus of mandible (K), mandible (L), and mental protuberance (M).
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As you build your knowledge of the skull’s form, work on understanding how these underlying structures shift
in relation to each other as you change your viewpoint. If you have a model skull, tilt it and practice sketching it
from various angles. Or, use a live model to demonstrate some extreme poses.

As a subject lifts his chin, the tip Notice how the brow appears to From this angle, the outer corners
of the nose becomes much closer round as the subject moves his head of the eyes are lower than the
to the eyes. downward. The eyes are positioned inner corners.

on an arc.

The Complete Book of Poses for Artists | 33



Techwiques

Front View Side View A. Brontalis

B. tempovalis

C. oviculavis ocult

D. nasalis

E. levator labii supeviovis
E zygomaticus minor

G. zygomaticus majov

H. masseter

l. visovins

J. Aepressor amguli ovis
K. Aepvessov lavil inbeviovis
L. mentalis

M. obiculavis ovis

N. procevus

0. occipitalis

P tvapezins

Q. stevunocleidomastoid
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Most of the facial muscles originate from bone and insert into muscle fibers of other facial muscles. They do not create
surface form directly, as the skeletal muscles do, because they are much more delicate and usually concealed by facial
fat. The visible forms on the face are created by several factors—skin, fatty tissue, underlying skull, cartilage, eyeballs, and
some muscles.

Simplifying the Features \When facial muscles contract, they affect the shape of
the fatty forms, skin, and other facial muscles, causing the wrinkles, furrows, ridges,
and bulges that convey various facial expressions. Simplifying these complex
shapes into easily recognizable geometric planes (the “planes of the head”) can
help guide an artist in the proper placement of light and shadow. As an artist,
there’s no need to actually sketch the planes, but it helps to understand the planes
and visualize them when approaching complex features and shading.

Visualizing Light and Shadow In

this final stage, light and shadow are
translated from simple planes onto

a more subtle, realistic portrait. Self-
portraiture is a great way to practice
identifying the planes of the head from
many different angles. Using a mirror as
reference, focus on the placement of the
light and dark values that create the form
of your face. Just remember to draw
what you really see in the mirror, not
what you expect to see.
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The Eye The eyeball is a moist sphere. Because its surface is glossy, the cornea (E)
often features a highlight.

The Lips Because the lips curve around the cylinder of the teeth, it’s helpful to draw and
shade the mouth as if it were a sphere.

The Nose The nose is made up of bone, cartilage, and fatty tissue. Halfway down from the
eyebrows, cartilage replaces the bone.

The Ear Think of the ear as an oval disc divided into three sections and placed on a diagonal
angle.

Drawing Tips The sclera (A) is
the white of the eye. The iris (B)
is a colored disc that controls
the amount of light entering the
round opening of the pupil (C).
The domelike, transparent cornea
(E) sits over the iris. The inner
canthus (D) at the corner of the
eye is an important feature of the
shape of the eye.

Drawing Tips The vertical furrow
between the nose and upper lip
is the philtrum (A). The tubercle
(B) of the upper lip is a small
rounded form surrounded by
two elongated forms; it fits into
the middle of the two elongated
forms of the lower lip. The node
(C) is an oval muscular form on
the outer edge of the mouth.

Drawing Tips The bridge of

the nose is formed by two nasal
bones (A). The middle section of
the nose is made of a rigid septal
cartilage (B), surrounded by two
lateral cartilages (C). The bulb

of the nose is formed by two
greater alar cartilages (D). Two
wings (E) create the nostrils.

Drawing Tips The cartilaginous
helix (A) forms the outer rim of
the ear. The antihelix (C) lies just
inside the helix, running roughly
parallel to it; the two are divided
by the scapha (B). The tragus
(D) is a cartilaginous projection,
located over the bowl! (the
concha, G). The antitragus (E) is
located opposite the tragus and
just above the fatty /obe (F).
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Techuiques

lead & Facial Proportions

Children’s proportions are different than those of adults: Young children have rounder faces with larger eyes
that are spaced farther apart. Their features also are positioned a little lower on the face; for example, the
eyebrows begin on the centerline, where the eyes would be on a teenager or an adult. As a child ages, the
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Placing the Features Based on the placement of this
subject’s features, you can estimate that he is around five
or six years old. The face has elongated enough to shift
the brow line so that it lines up with the tops of the ears,
showing that the child is no longer a baby. But the eyes are
spaced farther apart, indicating youth. The mouth is still
relatively close to the chin, which also emphasizes his young =N — i
age. (See the diagrams at right for more on the shifting of N # e i
the features with age.) — (R
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Changing Over Time

The placement of the features changes as the face becomes longer and thinner with age. Use horizontal guidelines to
divide the area from the horizontal centerline to the chin into equal sections; these lines can then be used to determine

where to the place the facial features.

s Centevline

Drawing an Infant A baby’s head fits into

a square shape, as shown here. Babies

have larger foreheads than adults do, so
their eyebrows (not their eyes) fall on the
horizontal centerline. Their eyes are large in
relation to the rest of their features because
the eyes are already fully developed at birth.

> et Centerline

Drawing a Child As a child nears seven or
eight years of age, the face has lengthened
and fits into more of a rectangular shape. The
eyebrows are now well above the horizontal
centerline and the eyes are a little closer

to the centerline. The ears line up with the
bottom of the nose.

K

71—  Centevline

/

il | P g

Drawing a Toddler As a child grows,

the forehead shortens a bit and the chin
elongates, so the bottoms of the eyebrows
now meet the horizontal centerline. The eyes
are still more than one eye-width apart, but
they are bit closer together than an infant’s
eyes are.

F 5N ——(;\ ik Centevline

Drawing a Teenager By age 13, the face is
even longer and has lost most of its round
shape; now it’s more oval. The eyes are
nearly at the centerline, as on an adult’s face,
but a teen’s face and eyes are still slightly
more rounded and full. The tops of the ears
are about even with the eyebrows.
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Techwiques

1/4
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Hovizowtal
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cewtevline
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Drawing a Baby in Profile The profile of a child usually

is very rounded. Youngsters generally have bigger, more
protruding foreheads than adults do. And children’s noses

tend to be smaller and more rounded, as well. The shape of / N
a baby’s head in profile also fits into a square. Block in the \
large cranial mass with a circle; then sketch the features. .
The brow line is at the horizontal centerline, whereas the Wl
nose is about one-fourth of the way up the face. (™
=
|
w

Light eyebvows
omd wispy haiv help
WmAicate o baby's

age; as childven
get oldey, their haiv
gvows n thicker.

/
S
i \\



Top of head

Hativline

Brow line

Eves

Nose

Mouth

Adding Children’s Details The features shift slightly in

a three-quarter view, as shown here. Although a baby’s
features are placed differently on the head than an older
child’s are, their facial guidelines shift similarly, following
the direction in which the head turns. Place the features
according to the guidelines. Hair style and clothing—
including accessories—also can influence the perceived age

of your subject!

Modifying the Profile

As children age, their profiles change quite a bit. The head elongates at each stage: The top of the baby’s

eyebrow lines up with the bottom of the toddler’s eyebrow, the midway-point between the young boy’s eyebrow

and eyelid, and the top of the teenage girl’s eyelid.
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Techwiques

Body Proportions

The heads and bodies of children differ from those of adults in both size and proportion (or the
relative size of body parts to each other). Accurate proportions are the foundation of expressing age
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0 @g in a drawing. The illustrations below demonstrate how to use the size of the head as a measuring unit
000C for drawing children of various ages. If you’re observing your own model, measure exactly how many
" 8g heads make up the height of the subject’s actual body.
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Childven ave gveat fun
to Avaw, but because
they genevally Aow't
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Begin drawing a child by lightly sketching a stick figure in the general pose. Use simple shapes such as circles, ovals, and
rectangles to block in the body. Smooth out the shapes into the actual body parts, and add the outline of the clothing.
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A wide stance is a common trait of children’s poses. To keep your youthful subject from appearing off-kilter, it’s a good idea to
build the figure around a center of balance.

Your figure should
be balomced on am
maginary ground
plame and a vevtical
cewtevline.

Gvound plave
contact live

Center line of

valowmce

Exercises Just for Practice

Practice your gesture drawing skills by sketching these children, noting the variations in proportions
between ages and individuals.
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When drawing the figure in any pose, one of the most 7 ,‘;.n -'\

important things to account for is the body’s center of [ \ Lightly vlock i

gravity. As you study the upright standing poses in this 2 ’ji?‘u'jgy the featuves CrL:

section, keep this in mind and look for the subtle shifts Q‘ i A Gzl ST I
e avound all aveas

and changes in stature. Without knowing where the N 7R /{ that will later veceive

center of gravity falls, it can be easy to misplace, which
results in the body appearing off balance.

shading.

Front Pose, Wide-Leg Stance

. The middle

i Avision of o

i stamding flguve
\t is its amatomical
W centev. At this
-l eavly stage, keep
' ';,l all pewncil lines

{ light amd stvaight.
Y

VoA

u ,-'; The two
| halfway mavks
S between the
'vl head ana feet
| / \ mdicate the
;i{ \ A placement of
/ f{ - | T — ﬁg.r the chest ama
' i \

kwees.

{ [ \
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e Y = b
/ > \ |
k// < |



AAA subtle tone
with HB, 2B, omd 4B
gvaphite peucils, anad

then soften with a
blending stump and
kueaded evaser.

Two-dimensional shapes
transform into three-
dimensional figures with
the help of shading. The
values are what give the
anatomy shape and the impression
of light falling across the figure.
Don’t overthink the process;
instead of viewing legs and ribs,
think about the smaller shapes

created by light and shadow,

adding them one value at a time.

The Complete Book of Poses for Artists | 45



iokelolelolololelololeleloioloie e

)
@)
o)
o
8]
(8]
o
o)
o
o)
o)
o)
o
o
O‘
O
oc

Similaw to the wide-leg stamce, this pose vequives
a littHe less laying in ait the owset. | addea
textuves to the background amd light and davk
lines avound the figuve to invigovate the Avawing.
Notice the slight vaviation, as the supject gently
hooks his Hhumbs n his frout pockets.
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Pose Variations
Compare the pose variations above with those below. How would you modify or change
your drawings to adjust for differences in the models’ sizes, shapes, and postures?
Would you anticipate any challenges in rendering them?
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““/  Front Pose, Hands on Hips
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Creating a
Reference Point

|
|

Overall width of gesture

Hip width

Plum line

<A\

Footangle | —>

~

Drop a plumb line down
the front of the figure
to give yourself a strong
vertical reference point. If all
the touch points are in place,
your standing figure won’t
appear to lean off to one side.
To measure horizontal widths,
close one eye and look at the
model, gently sliding your
fingers along the plumb line.



TvamsPorm the
head, avms,
amd legs from
Plat shapes to
Almensional
Povms, such
as vlocks ama
cylinders, to add
volume to the
flguve.

In your final
vendering, it isw't
wecessavy to detal
every pavt of &
finished figuve.
Viewers will visually
£l i the Aetails
with their own
imagination.
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pose, as Ademonstvated by the many
vaiatiouns showw on the opposite page.

A single homd om the hip com amimate o
static stamding pose. This is a vevsatile
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Pose Variations
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Front Pose, Arms Crossed
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When Arawing o figuve
with cvossed avwms, begin
vy lightly sketching o vox-
like shape Pov the avms.
Coustvuct two opposing
triamgles £ov the tovse,
omA mavk the location of
the shoulders, cvotch, ama
knees. Additionally, locate
Alvisions fov the facial

Focus on finding the
proper amgles amd
sketching lightly;

youw'll see how littHe i+

tokes to Lovmulate a
Poundation fov o mom
with cvessed avwms.



Although your eavlier
counstvuction lines ave now
coveved up Auving the
vewdering process, notice
/ how impovtoamt tHhose eavlier
wmawks weve i the undevlying
Peatuves, tovso, cvotch, ana
knees. All final Aetails vely on
a cavelul miHal lay-in.
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In ovdev to bring wmove
attention to the uppev
Yody, cvosshatch Aavk
stvokes into the Aavk
powmts without losing the
legs’ gestuve.

Front Pose Proportions

Head

Proportion The pelvic girdle
is about 1 head high, and the
torso—from the trochanters to
the 7th cervical vertebrae—is
about 3 heads high.

When desired, take
advantage of artistic
license with your
model’s clothing. For
example, you can
simplify an article of
clothing to keep the
focus on the head and
face. In this drawing,
the woman’s layered
top (right) has been

8 changed to a classic
g collared blouse (left).
G

¢

C

i

)C

&
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Pose Variations
Leg positions play a significant role in a viewer’s perception of the model. With the legs spread at hip
distance, the poses below express more confidence, whereas the crossed legs at left communicate a
more modest, approachable posture.
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Three-Quarter Pose, Back View

In this position, the
Piguve's avm amd shoes

Aftev the figuve is
cavebully vlockea
n, vender the head
Livst. The Aawvks in
the hair amd eyes

ave PoveshovteneAd.
Draw these shapes by
looking at the negative
will set the value
scale for the vest of
the Avawing.

space avound thewm.

£ you need wove tips

on Poveshortening, see
pages 124 to 12¢.
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When you accurately
Avaw the wegative shapes
at the begimning, added
Aetails and shading tuvwm
these cavelully Avawn
two-Aimensional shapes
nto believavle three-

Aimensional fovms.

Drawing from a
Different Angle

Because of the way this young girl’s
head is tilted back, you see more of
her chin and neck than you do the
top of her head. The ears appear a bit
lower on the head, and you see more
of the bottom parts of her eyes. You
can even see the underside of the
upper eyelid beneath the eyelashes.
Even when drawing children from a
different angle, the features remain
rounded and childlike; for example,
you can still get a sense of this

girl’s wide-eyed, curious expression,
although you see less of the eyes than
you would in a forward-facing view.
And although the nostrils are a little
more prominent in this view, they still
retain their soft, smooth shape.
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Pose Variations
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Three-Quarter Pose, Side View Simplified Figurette

A vawviation of the
thvee-quawvter pose, tHhis
Avawing Aemonstvates
underlying amatomical
shifts as shown thvough 5
the sweater PolAs on
the side of the body
amd the cvook of
the avm.

Creating a Basic
Foundation sketching with
simple lines and basic shapes

is a good way to establish the
base of a figure drawing. Use
the photographic reference
below to practice creating your
own simplified figurette.
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Exercise: Just for Practice

This Avawing shows the
impovtamce of coustruction lines
omd cavefully Aelineated top,
side, amd Yottom plaves. Study
the shapes in this Arawing; then
use this sample as a guide to
Avaw other figures of varying
shapes amd sizes i the thvee-

auawter back pose.

3

i o
R
S T

L e

Wﬁym?s_ )
S ..
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Side Pose, Walking

Use lightly
curved gestuve
lines to cveate
a Poumdation of

graceful movement
for the eavly stage
of Hhis pose.

Note the plumyp
line Hhat Avops
Aivectly fvom the
pit of the weck
over the weight-
beaving aukle.
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The head is almost
always the vest
place to begin o

Avawing, befove you

attewmpt to finalize
Yody propoviions.

i
Ouce youwve cev{—a\in\\:[}

about head size,
the head vecomes

a stoamdava fov /
all Purther vody
¥

|
!
-

measuvements. [ /




ounce the head is complete,
AdA shading amd detail to
the vest of the vody. The
Lolds ama light avears n this
figure weve cveated by
lifting out davk aveas with
a kneaded evasey; howevey,
note that no evasev stvokes
ave made vamdowmly. Each
wmavk cavefully veveals the
underlying amatomical fovm.
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Exerciges Just for Practice

Consider the subtle differences in each of these poses and how each requires slight adaptations
in technique. Use the steps on pages 60 to 61 as a guide to sketch each of these side poses.

Rendering Hair: Creating Ringlets

Step One Begin by sketching the shapes \ 5
of the ringlets using curved, S-shaped /] \
lines. Make sure the ringlets are not too

similar in shape; some are thick and \ N

some are thin.

Step Two To give the ringlets form, 7 _,,vr
squint your eyes to find the dark and ; (
light values. Leave the tops of the S\ i
ringlets (the hair closest to the head) ) ] |,-"
lighter and add a bit more shading as R

you move down the strands, indicating e

that the light is coming from above.

Step Three To create the darkest values
underneath the hair, place the strokes
closer together.

Step |

Step Four Add even darker tones,
making sure that your transitions in value
are smooth and that there are no abrupt
changes in direction.
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When dvawing hamds, ve
suve the fingers taper
gvacefully from thick
to thin, pavticulavly on

fewmale figuves.
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Exercise: Just for Practice

Study the poses below. Both models are posing at an angle—
one leaning prominently forward, the other leaning very slightly back.
Sketch each of these poses, paying attention to how you block in their basic
shapes to accurately capture the movement and stance of each position.

dma,\,\.,,.

The dingonal stvokes on the
shadow side of this woman’s shivt
cleavly imdicate the side plave

A Aok outline and &

Pew lost amd Pouna
edges add visual

ntevest to this subject.

of hev upper avm ama tovso.
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Adding Backgrounds

Adding tone to a portrait background creates the illusion of depth and space, ensuring that your subject will
not appear to be “cut and pasted” on the drawing paper. It also provides a midtone that allows whites and
highlights on the subject to “pop” against the paper. Additionally, you can use background tone to balance out
a composition. Simple backgrounds with light to medium tone are best, as they will keep the viewer’s focus on
your subject. Below is a range of simple background styles to try in your own work.

Hatching and crosshatching is a Try light scribbling for a loose, Varying patches of parallel

quick, simple way to add tone and playful look. In this example, marks adds an interesting

movement to a background. notice how the weight of the tone design element and can help
balances this standing pose. you achieve a more even value.

Sometimes a simple
cast shadow serves as
sufficient background
tone. In this example,
notice how the tone
“grounds” the figure so
he doesn’t appear to be
floating in space.

Soft background tone

is great for suggesting
shadows and for
contrasting the crisp lines
of a strongly lit subject.
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~°°“  standing Pose, Child, Forward-Leaning

‘O‘O oc -:p__“\ Draw the feet as tviamgulav-
0000 % N shaped wedges ama the top of the
) / / } shoulders as am ovall. Because the

By this child, s impovtamt to indicate

Mpm— |} viewer’s eye level is higher tham
S 3 the top plames ama covvect

pevspective vight fvom the stawt.

SQOOOOOOOOOOOOOO_O
DOOQQQAQCOCOOOOR0MN:

Think of the eyes, cheeks,
amd mouth as civcles,
amd cavefully place
the shapes over the
construction lines.
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Use o 2B pencil, kneaded evasev, and
blending stump to tvamsborm the Lacial
coustruction civcles into detailed eyes
cheeks, nose, anad wmouth. Note how the
vounded stvipes ow the givl’s shivt enhamce
the sense of a bivd’s-eye-view pevspective.

|

'\ a

NS A
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Covvect baloamce is the

wost impovtamt pawt of

a stamding figure. Even
o slight tovso it must
be countevbalanceA
by a slight head tit.
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Pose Variations
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Child, Front-Walking

In am active pose such as Hhais,
begin by finding proper balance by
Avopping o plumb line fvom the pit
of the weck. Theu lightly sketch
the ovevall shape, making sure all
the amgles ave accuvate.

The space vetween the
eyes should match the
width of am eye. Use
light civcles to suggest
plaacement of the cheeks,
tovso, omA kwees. keep all
of your constvuction lines _
simple amd sewmi-stvaight. i
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The light souvce is coming
from the left so all Porm
shadows on the head, avms,
amnd legs ave on the vight
side, except fov a shadow
cast by the vody onto the
inside of the vight avm. Pay
attention as you Aevelop
the lights and Aavks fov
accuvate shadows and
highlights.

Toddlers’ Limbs

Arm and Hand The arm of a two-
year-old usually is a bit pudgy and
has wrinkles at the joints. Deep
folds of skin at the inner elbow

and wrist are fairly common, as are
dimples on the elbow and knuckles.

Hand and Fingers The back of

a toddler’s hand is chubby and
rounded. The fingers are plump and
fleshy, even at the tips.

Legs and Feet The legs are short,
which makes them look fairly thick.
Plump, two-year-old toes are short,
round, and nearly shapeless. The
foot is just starting to form an arch
at this stage.
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By simply placing
owe foot Povward, &
static pose becowmes

wmove active.
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When posing a model,
Aow't expect success on
the first tvy. Allow your
wodel to expeviment
with positions, amd offev
thewm plewty of specific
Aivections as you wovk
thvough seveval poses.
Even om expevienced
wmodel needs some
Aivection from you
Auving o photo shoot.

The model n this pose has
a swile wovth accentuating.
Blewding hev davk haiv into
the background brings out
hev swile.
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A wide vamge of
values fvom light to
Aavk cveates visual
excitement.
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To aAA wmove ntevest to this
casual pose, vary the line
Alvections and add o davkev
Aouble-line to the vear leg.
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with o countev-tilt.

When weight is placed ou the left leg,
the left hip goes higher. To maintain
tHhis valance, the tovso compensates
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Stvoke Aivections should follow

Lovms. Note how vevtical pencil

lines Pollow +Hhis womaw’s cheek
plame, while vertical amad Aiagonal
evaser stvokes Aescvive hev tovso
amd chest.
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A static pose becowmes
by using
vawied vigovous stvokes.

move Aynwawmic
light amd Aok lines with
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Crossed legs amd extveme
contvast between the model’s
Aok hair omd white shivt awve

two of the main veasows tHhis pose
Appeavs so Aynamic.
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Theve is a stvong cast shadow

under the avms. Heve is am
importamt cast shadow vule:
It always becomes lighter amad
softer at the edges as it leaves
its souvce.

This pose is intevesting
becaunse each avm
amd leg is positioned

AifPevently. Use seveval

types of pewncil stvokes to
AAA vavviety.
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Exercise: Just for Practice

One can only draw well that which is well
conceived. Guidelines are the secret to accuracy
in drawing anything, especially people. Study
the drawings on these pages, all of which still
retain visible guidelines (see arrows). Notice
how naturally and easily it is to build a form

from guidelines to shape to final rendering.
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The head is generally
Avided to tHhivds: chin to
base of wose, base of nose
to eyebvows, and eyebvvows
to haivline. Look at+ how
the guidelines aid i the
accuvate placement of
the facial Peatuves.
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Q0OC use i+ as a stomdava
8 88% of measuvement so
000C the vest of the vody
8\888 will look natuval ama
0000 propovtionate.
0000, Seated figures can be more difficult to draw than
8838 standing figures. New challenges, including perspective \
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8888 time, patience, and practice, mastering these techniques
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Comparve this stage with step
one to see just how impovtant
the lay-in was. A triamgle
Lrowm the shivt’s base to the
pit of the neck s still visivle,
as s & triamgle from the

shoulders to the inner wrists.
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Wheun coustvucting o
figure with line, vavy the
sizes amd values of the
lines Por visual intevest.

Differences in Male
and Female Hands

In this example, the
hands of a young
married couple clearly
show how male and
female hands generally
differ in size and shape.

Young Female Feet
The feet of this young
girl are smooth on
top because she is
sitting with her feet
extended in front of
her. The strong lighting
from above gives the
tops of the feet bright
highlights and casts
dark shadows.



Pose Variations
Using the steps you learned on the previous pages, draw some of these
figures in the cross-legged pose, paying attention to each model’s physical
differences and variations in position.
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Sitting Pose, Forward-Leaning

———

=
The top of
/I~ \ F
A i the head is am
[

| i oval.

Siuce ouv eye level is
higher thawm this sitting
wodel, all construction

lines imdicate a bivd's-eye-
View pevspective. Heve you
cowm see the top plames
of the heaaq, shoulders,
avms, amd legs.

Do wot Aivide lavge aveas of
shadow into small, sepavate
aveas. The head, front of the
torso, amad bottowm of the legs
should all ve treated as one
mass. After toning with pencil,
sofHly blend with & stump.
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Because this Poveshovtenea
head s consideved am oval,
place the features along an
imagined oval constvuction
line. The lower lip looks fulley,
the nose looks lowgey, amd the
fovelhead appears lavger. Also,
the eavs ave higher thaw the

brow line.

A"JK (
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-%a t"'1“?“[‘\, =
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Using Props and Backgrounds

Props are an artist’s dream, as they add dimension and create interest in portraits. In addition to physical
props, such as a chair or table, consider how entire backgrounds are props. Practice rendering the seated
models below; then think about other ways you might pose a figure using a prop or a background.
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Exercises Just for Practice

This pose shows all of the important top, side, and bottom planes of the head and arms that
should be taken into consideration before shading. How would you shade these planes and
blend them so they look natural?
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S-.c|  Sitting Pose, Cross-Legged on Stool

Dvop plumb lines to help
ensuve a propeyv velationship
between the head amd
Peet. Note how the left leg
aligns with the right awvm
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amd the seat pole lines up
with the back of her haiv.
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owce the propovtions ave
‘ covvectly estavlished, begin
vendering the values from
\ Aavk to light. The Aavk haiv
is & good place to stavt. All
other towes, except the Avess,
ave lighter i value.
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A Bull vamge of values is
pleasing to a viewer. our
eyes act much like &
playful kittew chasing o
wmoving ball of yorn. The
visual movement offeved
by & well-placed wmix of
AibPering values is equally

stimulating.



From his Hpped head and
cvossed avwms to his cvossed
legs amd loose pamt £olds,
everything about this young
wmaw’s pose looks velaxeA.
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== Sitting Pose, Child, Leaning
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IHs impovtawmt to use simple,
stvaight guidelines to ensuve all
mitial amgles ave accuvate. As am
ald, see amd dvaw the negative
aveas, such as the space vetween

shivt omd vight avm amd the benad
vehind the knee.

Next begin to davken the haiy,
eyes, lips, botrtom of the wose,
side of the head, and the

( ”‘.' J weck: keep‘ the tones flat o\w‘\
[N two-dimensional, as you awe still
=~ Q\h Moo N N
N Just tvying to create accuvatre
NV / velationships between featuves.
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Pose Variat

CCCCOCCOOCCCOOOOCCCCC

00000000000 Ce0000000
OOO00Q000000OVOOOO00
00000OPDOO0COUCCOOLDO

102 | The Complete Book of Poses for Artists



Al Aynamic poses ave both
active amd passive. Heve
the vight side of the tovso
is actively compressed while
the left side is passively
stretched.
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Sitting Pose, Young Adult, Leaning

As am ald i constvucting e » ; /
this \0\)’:(“\, | paid special ‘ / _\ 2
attention to the three g }

importomt wegative shapes | ,' N\ |
between the legs, the avwm / \ ‘,‘ N \. '
and leg, amd the lower body /f / l‘
AMA veav avm, /f \ f‘, . ‘/
e ,
gl

Note how the front fola slightly ovevlaps
the vear Polds, helping to clavify the
tovso’s umderlying structure. on the pants,
ome main stretched fold emphasizes the
Aynwamics of o vaised leg.
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Fabvic folds always vadiate from
a pomt of teusion. The main tension
points fov the shivt PolAs ave on
both shoulders. In Hhe pawmts, teusion
oviginates wheve the thigh of the
upright leg meets the vody.
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This pose, made with simple
line amd tone, gaius most of
its appeal Hhvough pleasing
shapes amd good values—plus
the cute face! Adding swmall
Aetalls, such as the Plower
m hev haiy, ow hev pawts,
and ou her shoes, makes the
cowmposition move visually
pleasing, as well.

Rendering Hair

Light and Wavy

Use graphite powder
(created by rubbing a pencil
tip over sandpaper) and a
stump to create a base of
light, subtle tone. Add long,
flowing lines, following the
soft waves of the hair. Keep
the strands in the foreground
very light to emphasize the
color of the hair.
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Dark and Wavy

Draw the main, curving
hair forms; layer in some
graphite powder; and
draw wavy lines with the
point of a 2B pencil. Use
a 4B for the darkest darks
and lift out the lighter,
highlighted strands with

a kneaded eraser.




Exercises Just for Practice

Below are several sitting pose variations of a single model. Loosely sketch each of these poses,
one after another, without spending too much time on each. When you are finished, examine
your work. Does the general rendering of the model look the same in each sketch? Why or why
not? Continue to practice sketching until you are satisfied with the results.
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Bending and Twisting Figures

When people are involved in something active, they bend and twist their bodies. Clothing helps convey
the appearance of a twisting body because the folds form into a twisting design. When drawing figures in
a twisting motion, use what you’ve already learned about shading folds, but keep in mind that folds on a
twisting body will be tighter than folds on a person in a still pose.

Folds fovm o
twisting pattevu.

To accuvately position
the active body, sketch
seme guidelines to
mdicate the amgles of
the shoulders, hips, ama
kwees, as shown i the

examples.
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Exercise: Just for Practice

In the drawings below, one model is standing upright, while the other model is seated on
a high stool in a nearly standing position. Other than the obvious difference in the figures’
positions, what do each of their distinctive characteristics—from their clothing and facial
expressions to the positions of their hands and feet—help “reveal” about these individuals?
What do their respective poses suggest to you? Ildentifying subtle differences, as well

as similarities, go a long way in building an artist’s eye and skill for teasing out unique
characteristics and details.

This pose comes owly fvom light, medium, anad Aavk The position of this model’s hamds suggest she
values; extremely vavied line-wovk; amd o vaised awvm. wmight be move reserved amd Hmid thom hey male
countevpart, whose stamce suggests he is confident
oamd self-assuved.
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Children are often the best drawing
subjects for their innocence and
range of expression. For the best,
most authentic results, children
should be posed in a relaxed, natural,
and comfortable seated position.

This pavticular pose, with the
head slightly tilted omd the
avwms gently stvetching fovward
to hold the kuee, is wot ouly well
composed, but Aemonstvates
the use of key shapes, including
cylinders amd ovals, in blocking n
the mitial Lovm.

To covvectly amalyze the
Poveshovtened volumes of avwms,

fingers, amd legs Auving lay-in,
wote the impovtamce of the
cylinders. It's easy to dvaw
omatomical contours ouce these
simple Povms ave estavlished.
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“Painting” with Pencil

When you use painterly strokes, your drawing will take
on a new dimension. Think of your pencil as a brush
and allow yourself to put more of your arm into the
stroke. To create this effect, hold your pencil between
your thumb and forefinger and use the side of the
pencil. If you rotate the pencil in your hand every few
strokes, you will not have to sharpen it as frequently.
The larger the lead, the wider the stroke will be. The
softer the lead, the more painterly an effect you will
achieve. The examples below were all made on smooth
paper with a 6B pencil, but you can experiment with
rough papers for more broken effects.

This simple, casual
pose gains intevest
£rom Aesigu principles
of hawvd vs. soft amd
stvaight vs. curved.

Starting Simply First, experiment with vertical, horizontal,
and curved strokes. Keep your strokes close together and
begin with heavy pressure. Then lighten the pressure with
each stroke.

Varying the Pressure Randomly cover the area with tone,
varying the pressure at different points. Continue to keep
your strokes loose.

Using Smaller Strokes Apply the graphite using small,
circular movements (left). Then use short, alternating strokes
of heavy and light pressure, similar to a stone or brick
pattern (right).

Loosening Up Apply vertical strokes, varying the pressure
for each stroke (left). This resembles long grass. Then
experiment with spiral movements and wavy strokes, varying
the pressure (right).
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welght placed ow this
young givl’'s avm cveates am
tevesting Aynamic between
hev curved body and
countev-tipped head.

\ Contvast between Hhe strokes and the vlended aveas,

as well as the negative shape below the kuees, adds
mtevest to this pose. Notice the detail of the hair

£alling gently behind her leg farthest away £rom the

viewey, suggesting a natuval, unveheavseA moment.
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When one is smiling big ov laughing,
the cheek muscles pull upwava
and compress the bottoms of the
eyes uwpwawd, hewce the expression

“langhing eyes.”

000000 0000000000000

0000000000000 COO000C

)O00O0000000000000Q0

Theve is a seuse of friendly
enthusiasm i this pose.
Leaning fovwavd with hev
homd touching the ground...
wats this givl just intevvupted
Lrom play?
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Posing Children with Props

How many children do you know sit around empty handed? Whether a favorite toy,

a book, or even an animal, busy children usually have something in their possession.
Props help children look more natural in their poses.
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Exercise: Just for Practice

00006 Use the techniques and concepts you’ve been learning to render this three-quarter seated pose.
'OQgg Remember to make use of line and shape to get started with a good foundation.
OC
oc
&
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When Aepicting o three-
quawter view, cover the
Lav eye's inmer covner
with the nose bridge and
construct the lips over a
vounded shope.
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Resting the face on one or
both hands has long been
a pose used to express a
range of emotions, from
indifference and sadness to
mischief and cheer.

As am ntviguing Aesign
element, the adAitional
plaacement of a hand on

the ankle in addition to &
homd suppovting the face
provide a gveat attention-
holding civcular movement
from avm to avwm,

This model’s feet
stavted with block-like
Povms. It is easier to
venwder the extremities
as Ylocky shapes ama
then vefine them while

adding the Aetails.
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Sowmetimes a Aesign
element such as this
civcle brings out just the
vight focus on the face by
highlighting its survounding

nwegative aveas.

This pose—amnd the
wischievous swile
om this young givl’s

Lace—counveys
tevest.

\_' I
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When o mouth is slightly
open, mdicate its voumd
shape by adding shading
avound the sides.
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There is something chavming

oamd playfully coy about this

pose. Pevharps it's the gestuve

of hev head i hands ov the

endeaving turned-in position
of hev Leet?

s o o A,
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Exercises Just for Practice

Try your hand at rendering these joyous poses. Because the gestures, faces, arms, and hands
express so much joy, notice that the rest of each figure is not rendered with as much detail. Both
examples use diagonal background lines that echo the arms and give shape to the overall forms.

When dvawing &
head Brom such a
Loveshovtened amgle
as Hhis, wotice how the
wose becowmes so shovt
hat s Hp actually
touches the fav eye.

To be successtul i Avawing
Lrom this pevspective,
vegin with the velationship
between the far eye amd
wose. Thew, moving outwavd
from theve, Avaw value ana
shape velationships, vather
thowm featuves.
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Exercise: Just for Practice

A mannequin is an inexpensive yet invaluable training tool for artists. A mannequin can
be used to understand basic body structure and anatomy, as well as help artists visualize
movement in a drawing because it can be easily manipulated into different positions,
simulating what a lifelike figure looks like in three-dimensional space. Mannequins also help
artists determine how best to render light sources and cast shadows on a figure. Study the
mannequins on this page and then practice sketching them in the poses shown. For best
results, pick up your own mannequin, available at fine art and craft stores.
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Using Charcoal for Figure Drawing

The speed at which the artist can attain a full value range makes charcoal a natural medium to use for
figure drawing. Charcoal can be used for 1- to 2-minute gesture drawings, as well as intermediate poses
of 20 to 40 minutes and, of course, for tonal drawings of longer duration. When used on toned paper, the
addition of white charcoal for lights and highlights can be expedient as well as dramatic.

Forms

Charcoal is available in three basic forms, which feel and look very different from one another. It’s
important to experiment and find the one that suits your personal preferences.

Vine & Willow Charcoal These lightweight, irregularly-

shaped rods of charcoal are made of burnt grapevine

and willow tree. Vine produces a gray line, whereas

willow produces black. Both types can be easily brushed /—\_’
away from paper, making them a common choice for

preliminary sketches on a canvas before oil painting.

Compressed Charcoal Sticks Compressed charcoal

is mixed with a binder, such as gum, which makes it
adhere more readily to paper and produces creamier
strokes than vine or willow charcoal. Compressed
charcoal sticks come in a range of hardnesses, including
soft, medium, and hard—or they are listed by number
and letter, similar to pencil hardness. You can use the
broad side of the stick for large areas of tone, or you
can use the end (which you can sharpen with a knife)
to create more detailed strokes.

Charcoal Pencils These compressed charcoal tools in
a pencil format offer maximum control, allowing you to
create fine, precise strokes. Some are wood-encased,
SO you can sharpen them as you do graphite pencils.
However, some charcoal pencils have tips wrapped in
paper. To expose more charcoal, simply pull the string
to unwrap the paper. Hone the tips with a sandpaper
pad or knife.

White Charcoal Pencils Charcoal pencil sets usually
come with a white “charcoal” pencil (which is usually
made of chalk and a binder—not charcoal). You can use
this pencil with your black charcoal pencils to create
dramatic images on toned paper.
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ES

Reclining poses usually invoke foreshortening: a technique for rendering people or objects that aren’t
parallel to the picture plane. This involves shortening the lines of the sides of the object closest to
the viewer. For example, a standing figure with the arms positioned straight down by the side of the
body is perfectly vertical and in proportion. However, once the arm is raised out toward the viewer,

it becomes angled and is no longer parallel to the picture plane; the hand looks bigger while the arm
looks shorter. Capturing that image in proportion is called “foreshortening.”
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Reclining, Foreshortened View
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When possivle, look Pov center measuvements.
For example, the entive height of this veclining
figure is ouly two heads, with the chin being at
the center mavk. Try to find propovtions like tHhis
by eyeballing them fivst; thew measuve them to

Aowble check the accuvacy.

Extveme Loveshovtening is Aeceptive amad
often vequives comparative measuvements
between the neavest object amd what is
Lavthest away. In this example, the heel to
ball of the Poot is the same size as a line
under the chin to the top of the head.

In Poveshortened pevspective, Aepiction of Aepth is ot just o Punction of
Aiffevences W size but also the use of ovevlapping forms. The left Loot in
this Arawwing is lavgest, yet theve is no question which foot is n front.
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Because the head amd hands ave o main focal point in this Arawing,

the Aistant Poveshortened foot is Aeliverately left vague. This is one

vewelit of ncovpovating backgvoumnd Aetails—even loosely vendeved—

into your avtwovk, ais it allows you to blend the figuve nto its setting
without compromising the integvity of the Avawing.
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Pose Variations
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Reclining, Three-Quarter View

Whew blocking in & pose, keep the
shawpes simple amd geneval. With
squinted eyes, assess the ewtive
flguve Lor lines of Plow that
conmect forms that seem fav
apavt. Heve, Plow lines ave shown
with Aivectional awvvows.

Look closely at the cvoss
contours Avawn lightly avound
voth avms amd legs. These
Lines show the volumes of the
Lorms amd indicate the covvect
Aivection to shade. Divection of
shading stvokes helps to cowvey
Aimensionality of Lovm.

D00 : slelciele]
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Flannel Apply
graphite powder
(created by rubbing
a pencil tip over
sandpaper) with a
stump using circular
strokes. Then layer
in long strokes

with a 2B and
blend, keeping the
highlights soft and
subtle.

Woven These
highlights aren’t
sharp, but the tone
is lighter where
the light hits. Use
crosshatching to
shade, achieving

a heavily woven
texture.

the propovtions covvectly.

ouce the Povm is estavlished, Pocus on the head
and Browt ovm to Aetevmine the size of the Aistamt
Loot. As you coawm see, it fits thvee tHimes nto the
homd ov four Hmes into the head. ldentibying these
measurements at the outset com help you vender

Satin Draw the main
folds; then apply

a layer of graphite
powder. Define the
highlights with your
eraser for shine, and
lift out tone for the
stitches.

Lacework This fabric
is matte, so the tonal
transitions are very
soft with no bright
highlights. Create

the dark holes with a
sharp 2B.
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-contvast photo was

tice how a flat, low
made move intevesting with varying e

No

Ages:

a howd edge against the face amd sobter

edges for the haiv amd sofa.
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To maintain emphasis ow the pose, this Avawing uses
stvong, Aok lines ow the figure that contvast the light,
scvivbled lines i the background.
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SIS Reclining, Front View

In addition to finding
velative propovtions of o foot
to the head Por pevspective,

another aid n Avawing
poses is leavning to look fov
pavallel straight lines of
flow, such as the angles
Prom sleeve to sleeve ama
elbow to elvow.

(oleleloloiolololeloiele (o lolold;
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3

Develop the lay-in
Lurther by carefully
Aefining flat shapes with
outines. I+ is impovtomt
at this stage to wot think
about voumd Aimensional
Lovm yet, as that weuld
Aistvact Erom accuvacy.
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Through shading, the two-
Aimensional shapes become
Hhvee-dimensional fovms,
with foreshortening evident
Yy ovevlapping the avms,
placing the head over the
shoulders, ana keeping the
feet lighter amd less fully
vendeved thom the head.
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Although the photogvaph
velow shows this figuve’s
legs in & veclining
position FadeA into
the vackground),
the intevest i Hhis
pose comes fvom the
wman’s velaxed facial
expression, which wivvovs
the velaxed position
of his awvms oma uppev
tovso. Facial lines ave
best mdicated with top
lighting using small, sewmi-
cylindvical shapes amd
subtle shading.
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Although the face is shaded Aelicately with a blending stump amd pencil stvokes,
wost everything else m this Avawing is vendeved texturally with o vinyl evaser.

The Aaydveaming
expvession of this
Plguve is complemented
by the abstvact
civcular shapes i the
background, textured
with hatching for
ntevest.
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Working with Erasers

Stick erasers are pencil-like barrels
that hold a long cylinder of soft
vinyl eraser. As it wears down,

you can click or slide the stick to
expose more of the eraser. This
shape and format are great for
working in small areas. You can
even use a craft knife to shape the
tip for even more precision.

sfojelolelolololeofolofe e
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Use a vinyl stick to erase small areas or
“draw” within tone.

“Drawing” with an Eraser

Use the corner of a block eraser
or the end of a stick eraser to
“draw” within areas of tone,
resulting in light strokes. You can
use this technigue to recover
lights and highlights after
blending.
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Reclining, Side View

A good way to approach this semi-veclining
wale figuve is to fivst look Pivst Lov common

Aevominator Flow-lines omd simultamesusly the
wegative spaces that survound him, as imdicatred
heve with gvid lines. Both ave importamt fov
accurate Avalbtsmanship and good Aesign.




Aftev establishing o good gestuval
flow, you cam concentvate on *

vendering the amgles. First Avaw in

the lowgest angles; thew look for the
swmaller chamges of Aivections, which
ave mdicated heve with an X.

Much of the vendering heve
is accomplished by Avawing
values imto shapes with
gvaphite, blending them with
a stump amd then adding J
“Povm-Lollowing” Aivection lines
with & shavpened pencil ana
the Hp of am evaser.
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Exercise: Just for Practice

Q00C The area around the recognizable shape or form in a drawing is referred to as “negative space.”
'j'QQgQ Study the images below and the negative space surrounding each. How do the negative shapes
000C further enhance and/or correlate to the “mood” of the figure in the drawing?

This figure is bathed
stvong sumlight, cveating
havd edges with stvong fovm
:f;.\ shadows and tvamspavent
] cast shadows on the shivt

omd tvee truvk.
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Lovely wegative shapes
suvvound this ewtive
flguve, amd o pleasing
Aiagonal points from
the leg to the head.
Use textuved values
to cveate visual
stimulation.
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Pose Variations

Using the tips included in this section, practice drawing
some of the foreshortened poses shown on this page.
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Introduction to

N

Drawings are made more realistic when figures are shown
in action. Begin by using simple sketch lines to lay out the
dominant action of the figure.

Use am imaginavy cewntevline
that seems to hold ov
valamce the figuve i its
position. Othevwise, the
Lgure may look as though it's
going to £all over. The vest
way to achieve balawce is
to place approximately the
same amount of weight on
either side of this centevlive.

=T
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No matter what position o figuve takes, you always cam find
a center of balauce, llustrated by the Aotted lines ow these examples.

Another Hp is to Avaw a line Hhat vepresents
the spine of the figure  its action pose;
then Aevelop the pose from this line of
action (a line that indicates the cuvve
and movement of the body). Using both
the centevline of valamce ama the line of
action will help you establish convincing
wmovement in your figure Avawings.




All the parts of the body combine to show movement of the figure. Our jointed skeleton and muscles allow us to
bend and stretch into many different positions. To create drawings with realistic poses, it helps to study how a
body looks and changes when stretched or flexed, as well as when sitting or standing. Begin by drawing the line

of action or “gesture” first; then build the forms of the figure around it.

7 ol "N e \ l“\

£ - ) = SO Y b
"ﬁ/ | \- }/ v
B 7 v & & ; H*__K,!" \ /

/ / - B ) i o s
l o kk = f;? | // .f"-

Extending and Contracting
The spine is flexible and allows us to bend many ways while stretching amd coutvacting our limbps.
These three poses show how the shape of the body cam chamge Avastically while the proportions stay the same.

Stretching and Bending
You almost cam feel the muscles stretching on this cheevleadev’s
Yody ais she pulls up her vight leg behind her head. Notice how
the vending figure cveates wrinkles ama tghtly stvetchea
aveas m the clothing. Be suve to Avaw these creases amad
smooth aveas to make your Avawing believavle.

Everyday Action
This womawn kueeling in hev gavden is bending to am S shape.
All wrinkles ov £olds in the Labvic ave ow the inwavd side of
Hhe body’s bend; Hhe back side is faivly smooth. The curve of
her turned head has only a slight mfluence
on the line of action.
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Ballerina, Expressive Pose

As indicated by the directional arrows, graceful flow lines help establish this
elegant gesture. Note how the center of balance falls directly from the pit of
the neck between the ballerina’s feet, anchoring her to the floor.

SQOOOOOOOOOOOOOO_O
DOOQQQOQCOCOOOOR0N:

» AN This step
X \ Aemoustvates the

‘,';‘Y simple pattevus of
i light amd shadow.

G
\ N
X
I\

Define the edges avound the

light souvces, which awve most

importamt m Purther vendeving
this Figure’s mass.
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The Aavkest avea between light
and shadow is called the shadow
cove, which is caused by veblected
light “pouncing” up rom the Ploov into
the shadow. Reflected light n the
: shadow should always be Aavker
thowm the Aivect light.
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Ballerina, Mid-Air

A~
R ‘[
iy ) - Stawt by using lowg,
({' '\hﬁ 7 ' sweeping lines to
l..\ < A / vecovA the gestuve of

tHhis pose.

R

Whew you ave satisfied with S A

the gesture, begin to visualize (ﬁf ’;=:/ { \: L

amd tramsPorm shapes into e

tHhree-dimensional Lovms using
simple cylinders befove further
vendeving the figure.
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This completed Arawing was fivst

toned with o pencil and thew
blendeA with o stump. Use a
y kneaded evaser to it out the
lights; thew add Aavk Aebinition
lines with & soft pewcil.

Using a

Kneaded Eraser

The kneaded eraser (usually
gray) is a favorite for
graphite artists. It is pliable
like clay, allowing you to
form it into any shape.
Knead and work the eraser
until it softens; then dab or
roll it over areas to slowly
and deliberately lighten the
tone. This eraser does not
leave behind crumbs. To
“clean” it, simply knead it.
The eraser will eventually
take in too much graphite
to cleanly lift tone off the
paper; at this point, you will
need to replace it.

Use a kneaded eraser to dab or
roll for soft, subtle lightening.
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o D) o
000G Exercises Just for Practice
0OOC
O?g-@;g Celebrated master artist Edgar Degas is probably best known for his
8@ C paintings of dancers. He was once quoted as saying, “People call me
8 o6 the painter of dancing girls...it has never occurred to them that my
Qdé - chief interest in dancers lies in rendering movement....” The graceful
way in which a dancer moves is mesmerizing, and no subject is better
000C at demonstrating the body’s ability to twist and bend. Study these
888% images; then try rendering each of these poses following the steps on
88.88 the previous pages. When gesture drawing from a photo, begin by
000C squinting your eyes to get a sense first of the figure in motion. Use
000C o . . :
0000 long, sweeping lines to block in each figure’s movement.
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Using mamnequins for veference cam be helpful
when fivst learning how to Avaw bodies n motiow.
» (See page |44) Use cylindvical shapes to buld out
.‘,_’”)‘ the shape of the vody.

Studying the body'’s anatomy amd Lovm is alse helpful in
vendeving vealistic figuves i motion ama helping vefine flat
shapes into move accurate amatromical Lovms; howevey, the vest
tools for vendeving om accuvate Arawing ave patience and cave.
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Using & soft 4B pencil amd a blending
stump, amatomy is Aelineated thvough
caveful use of Aavk, medium, ana
light values, but it is not necessavy
to vender evevy muscle. In fact,
movement amd expression cam
often be lost in o Avawing tHhveugh
excessive detail amd Aelineation.

Ambm___
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Sports Figures

Drawing figures playing sports is a great way to practice all the techniques you’ve learned. It's especially
important to sketch the line of action in such dramatic poses because the body often stretches, bends, and

twists in all sorts of contortions during these kinds of activities.

\"/;/

Angles will play & Pundamental vole
eflfectively vendering these figures. Use
your knowledge of propovtions exteusively to
captuve the body movewments.
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People playing
spovts oftewn Aisplay
expvessions that
contovt their facial
Leatures, such as looks

of gvimace, shock, joy,

ov pain.




Exercise: Just for Practice

Review the figures below to determine the main thrust of movement, from the head, down the spine, and
through the legs; this is called the “line of action” or “action line.” Then briefly sketch the general shapes
of each figure around this line. These quick sketches are great for practicing drawing figures in action
and sharpening your powers of observation.
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Using cylindvical shapes once
again helps capture the
amatomy, mass, and volume
of this figuve in motiow.
Notice how cleavly the £rout
omd side plames of the torvso
ave Aiffeventiated from

one amother.

L=

Lay i the value Aiffevences
between the routs ana
sides of the torso, legs, avms,
neck, and face using loose
stvokes. Alter identibying the
light souvce, block in aveas
of shadows using light, quick
hatchmavks.
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To finish the Arawing, blend
the pencil stvokes amd Pinish
wovking out the amatromy of the

body in wmotion. Wovk to cowvey
the volume of the body by
further indicating the primary

light source, shadow cove, ana
vetlected light on the £vout leg,
as well as o cast shadow.
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This final stage shows as much
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Aimensionality as the priov
Avawing, but the pencil stvokes
hawve beew vefined. Notice how

wmuch volume is conveyed by the
wmain light, cove shadow, ana
veblected light ow the Yoxev'’s
vight awvm,
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As with the previous figuves,
identify the amgles of
Hhis pose ama block i the
shapes; thew begin building
volume and mass using
cylimdvical Lovms.

A Avawing-in-process benelits
Prom cvoss-contours to show
how fovm-Pollowing pencil
stvokes cveate added
volume.
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Exercise: Just for Practice

Using cylindrical forms and cross-contour strokes, practice rendering the three poses below

paying attention to light sources, shadows, and reflected light.
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Exercise: Just for Practice

This exercise will help you understand the planes of the human form. Starting with a light
construction drawing, map out the figure and its placement. Focus first on the major planes,
using straight lines to help you chisel out and develop the structure of the form. Then move on
to the smaller planes. Imagine that you’re working with a stone, removing material with a chisel
in chunks. Don’t worry about “sanding down” the transitions to make them smooth. Having a
light source on your model with plenty of reflected light in your shadow shapes will help reveal
the planes. In the end, your planar analysis should resemble a facetted diamond.
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9 Basketball Player
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000G In addition o the Aynowmi
000G yramism
POC wmaintained from the itial
O 8 gesture of this pose, the motion
o lines suvvounding the vasketvall
(@] and the extveme contvast
8 vetween the light shovts ana
c Aavk jevsey also ada visual

excitewment amd Linish. /
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An action pose should fivst ana

Lovemost be about gesture. In

Hhis case, the entive weight of

this player’s gestuve is divectly

over his vight leg, while his left

leg is grawvity-free amd veady
to move in amy Aivection.

Without losing the Aynamics of
itial gesture, begin Avawing all
anatomical contours with stvaight
lines. At the same time, locate
amd suvvound each avea that
will hawve light amad shadow with

Youmdavy lines.
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Soccer Player

i N To maintain the
]
|~ vhythw of the pose,
ﬁ ' | simply Aistinguish
}‘( plames m prepavation

the Brout omd back
for adding the final

Aetals.

The stavk Aivisions between
light ama Aok ave now
lessened by toning with a 28
pencil, blending with o stump,
and then gently lifting out
lights out with o kneaded
evasev. Finish the pose by
aAding dowk final lines with o
4B peuncil.
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Similaw to Hhe vasketball
player i the previous
example, the gestuval

wovements of a soccer
playey, ov Lootvalley, ave
Aynamic. What matters most
is maintaining the velationship
between the upward-moving
leg amd the wmoving vall. keep
the lines simple so that the
winor details won't hindev the
ovevall viaythm,
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Siels swimmer

To fmd symmetvy in tHhis pose,
establish the center of the figuve; o
thew use a light guideline to ensure

the avms ave Avawn level.
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000C Even though this pose looks simple, the subteties of its
8888 anatomy ave uot. As usual, the best approach to amy
000C complex amatomical puzzle is to begin simply by Aefining
000 tops, sides, and bottoms of all muscle fovms.
00OC

000C

QO00C

OO00C

OO0OC .
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With the addition of the watey, this

pose now has the necessavy context

to show us just what this swimwmer is
Ading. The davk tovso amd Loveground
veflection have vecome useful tools in

Aefining the frontal splash avea.
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Dynowmic Poses

Athletic Poses

There are a number of factors to consider when selecting athletic poses for a drawing. From creating the
illusion of “hang time” and working with equipment to suggesting physical prowess, the artist is responsible
for capturing a complex, dynamic composition with both energy and balance. Always take plenty of
reference photographs, snapping many in a row so you can choose the most effective moment to re-create.
Read the tips for each set of poses, and practice blocking in the figures of your choice.

Whewn photographing o skateboavder for velevence, it's a good idea to featuve the
Yoava cleavly, choosing a position amd amgle that makes it easy fov a viewer to ‘read”
the equipment oA action of the scewe.

Soccer is all about contacting the vall. Howevey, the wmost
efPective poses occur just befove or after contact has been
wmade, which gives the scene move movement as the ball appears

to be moving towavd or away from the suvject.
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Uulike tvaditional figuve poses that a
wodel cam holA fov o peviod of time,
spovts poses cam chamge in o moment and
ave likely to suggest a shifting center
of valamce. It's impovtamt to note that
although this teunis player is leaming ana
in wmotion, her bent legs ama plamted Leet
suggest coutvol over her movement.

The Complete Book of Poses for Artists

Racquet spovts nvolve thvee main
elements at wovk: the athlete, the
vacquet, and the vall. Au efPective

pose will show all Hhrvee elements

cleavly amd how they ave wovking
together i that moment.

/ I your Aesived scene
wvolves om athlete’s
aivbovue pose, be suve
/I to select o Brame at
‘Al ov neawv the apex of
O/ the jump. This will both
- wmake the pose move
|/ impressive amd help
N you aveld awkwawvd
m-between positious.
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9 Meditative Poses
0608 Meditative Poses, such as those used in yoga and Tai Chi
8'8’82 practices, can make for unique and interesting works of

000C art. The challenge is being able to capture the essence of He».
'-ooo'b these graceful, rhythmic movements through deft pencil
0808 work. Often it helps to draw the figure in a specific context ‘
Q0OC to help emphasize the mood of the drawing.

oc

QC

Qc

OC

88 Long, sweeping pencil lines lifted out
oc with awm evaser create background
oG cuvves Por a soft, wispy effect that
88 suggests this figuve is holding a pose
(e)e] between movements.

oG

oC

oC

o-C

o

= b i

The peace ana stilluess in Hais
composition is emphasized by the
vepetition of civculav shapes in the
sun, head, civculaw Finger mundvas,
amnd ovevall vounded vignette.

000G

In Hhis pose, the vight leg leams
slightly to the vight while the
uppev tovso Hits left. This allows
the neck to stay aligned over

the amkle for Aynamic balamce. £t i

The backgvoumad hill and field
suggests the figure is alone i &
o000C quiet location.

elolofelolelol eleleloleloelclole]
000000000000 00000
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Practice

This kneeling profile position shows the figure’s face tilted slightly upward to the left. With
the arms resting comfortably on the lap and the eyes closed, this figure seems to be deep in
meditative thought. What other details might you add to this drawing to further emphasize
the stillness of the pose?

When Arawing o neav-side, low-
pevspective profile, it’s impovtamt

Lov the chin, lips, ama nose to —
stay n propovtion to one awmother.
Notice how the far eye is wmevely
suggested by a few sobt stvokes.

The Complete Book of Poses for Artists
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@M%@m& g
Actiomn

If you ever spend time watching children at play, you’ll notice that they are constantly interacting with their
environment. From splashing in water, kicking, and throwing to picking flowers, these busy little humans
are lively and somewhat unpredictable. Aim to capture this “in the moment” appeal in your drawings. In
this step-by-step exercise, you can see that a child’s movements need not always be of rough and tumble
variety. This pose shows the gentle motion of a young girl blowing a dandelion.

jelclolelololololelolciviololole]
QOQOOOQLOOCOOCOOODH

3

i < Full profiles ave much easier to dvaw than
= 3 DS ‘almost” profiles. To covvectly captuve eye amd
r\\ ' ' \'f"-. wose propovtions, begin with the fav eye fivst

Loy \ Sy omd cavefully amd propovtionally wovk your wey
outwavd, blocking in the basic shapes to stavt.
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Lightly dvaw i the Aetails,
000C keeping outlines soft amd simple.
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Begin vefining the details, including the face, haiv, and hands. Notice how the davk haiv and

sweater have soft edges, while the face amd hamds have wmove Aefined edges.
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Block in the vivcage for proper shouldev
placement. The base of the shivt should
align with the hips. Use cylindevs to Avaw
i the avms and legs. O \

Draw n the clothing folds
and shoe, as well as the

eloloioioielel sieleicleleleielolelelofeleiololnlolelelelelelofeleleie olefojoleloleloielelolelololololelelololololelelolelololelslieiele ol ek
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Lacial Peatuves ama haiv.
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This figure is lit from
vehind. (Fov move on
vacklighting, see page
{ 1 225S.) To achieve this
look, Aawvkew avound the
entive figure, blending
graphite stvokes with o
stump amd evasing at
the edge of the figuve.
Then blend the intevior
values similavly.
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The blurred legs and penciled-in

“motion-stvokes” behina this vumning
Yoy give the viewev a sewsation of
quick-paced Lovward momentum.

B
£
Another way to commumnicate movement is by showing &
a figure i contact with iks survoundings. In this )
example, seveval squiggles Aemonstrate splashing P >
watev from this givl’s kicking motious. The avm shows »55
how veflected light, “bouncing” up from the side of DI )

the Adeck veneath hev fovm, £ills the shadow with & o
lesser secondavy light creating o davk shadow cove. :

jolofeloiele] eleleloleleieleloleleleleleiololololeleleleloloeleeielolofojoreivieXoieleloleolofolololelelclolololelololololelels slelela)
0000000000000 LCO0000V000000000V0000000OO00OV0000000000N000VVO0COVDOOOT
0000000000000 CCO000000O0000O0LO00O0O00OVO0VOOLO0O0O0000ROOLOOOOOOCOOCOO00O0.
QOQ00OCALQOHOBCONANKANNQONNANNADANNAQOAOVNOAANNONNNAANANDANNAOQROOOAANNND:

000C
000C

174 | The Complete Book of Poses for Artists




Exercises Just for Practice

The energy of a young child should spill into your drawing. In addition to animated eyes and

joyous smiles, study a child’s limbs during play. Arms are often outstretched or in motion, and

hands and fingers are rarely relaxed. Sketch the examples below as you learn how to capture
the spirit of each pose.

The Complete Book of Poses for Artists
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“sies Kids at Play

60006 The same principles of drawing adults in
888% action can be applied to drawing children.
000G But remember, children’s arms and legs
“leioa  usually are pudgier than those of an adult,
SISI88 and the proportions of children’s bodies
are different.
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Assessing Movement in Children

To capture a child’s actions, train your eye to assess the essential elements of the movement, and then quickly
draw what you see. You can rapidly record details through a gesture drawing. As you can see here, a quick

sketch is all you need to capture the main gesture—you can always add details later.

Recova this action as you
would amy othev: Dvaw the
line of action Aoww the spine,
shawvply cuvving through the

left thigh. Then adA the Minimal shading ama

avms amd the vight leg fov Aetail ave the best ways

balamce. Keep the head in to keep the movement
line with the spine. Lrom looking stibl.

For the boy ou the left, the line of action moves doww his spine amd through his left leg, wheve his weight is balanced.
The boy on the vight is kicking with his vight leg—note the way the kick causes his body to bend Lovward in ovder to

This vallet pose has
two lines of action:
a main line that
cuvves with the
tovso amAd vums Aowwn
the left leg, and
a secondawy line that stavts
at the left hand amd Plows
acvoss the chest through the
vight awvwm. Most of her weight is
o the left leg, with the vight
extendead fov balawmce.

balamce, curving the line of action at the base of his spine.
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Rigek Exercises Just for Practice
QOQoC

oYelole
QoOOC Martial arts promote calm, balance, control, and physical agility—all of which contribute to dynamic,
8888 confidant poses. Practice sketching the range of positions below as you focus on capturing the solid,

steady, and disciplined nature of this sport.
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Exercises Just for Practice

Babies are busy little people; unless they are sleeping, they are in constant motion. They are exploring
everything around them with wonder and curiosity. Props are a great way to keep them entertained
as you try to capture their expressions and personalities. You might even choose a toy with familial
significance, such as an heirloom teddy bear. Practice sketching the babies below, focusing on their

expressive bodies and distinct proportions.
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Expvessive Poses

As you have learned so far, drawing a figure in any pose—whether it is static or in motion—is just
a small part of mastering the complexities of figure drawing. There are many other considerations
that go into rendering realistic poses, including facial features, body types, age, personal details,

composition, and background, among others. This section will introduce you to some of these
various other elements that can further enhance your figure drawing and portraits.

This Wighly vendeved Working in Conté Crayon
head comes fovwavd as Also called sketching crayons, sketching
 £ocal point because sticks, or Conté sticks, Conté crayon

of its contrast against . . : ;
is a simple and expressive medium

the textuveA Avess
and vignette-shaped composed of pigment, graphite, and fine

backgroumd. clay. The thin, rectangular sticks (with a

square cross-section) resemble pastel.

Shown above are Conté sticks on
medium drawing paper. You can use
them to produce tight lines, broad
strokes, and lightly blended areas of
tone. If desired, sharpen the sticks using
a sandpaper pad. Conté is also available
in pencil form for finer strokes.

A soft peucil, blending stump, amd evasev ave useful tools for

vendering amatomy accuvately. Shavp evaser stvokes Lollow muscle
Lovms, sobtening the edges so they blena nwaturally.
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Infants, Toddlers, and Children

Accented Aavk lines
contvasted with soft, light
values bring am interesting

element to the vendering
of this baby.

—

Alter six months ov so, babies have
the weck, upper body, and back
wmuscle strength o sit upright like this.

g Soft contours and vounded shapes
accentuate this mbant’s chubby avms
amd legs, as well as his soft skin.
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Expvessive Poses

Developmental milestones for o
seven- to nine-month-old infant
A mclude sitting, stamding, oamd
' launghing. Although still chubby, &
liHtle move Aefinition is evident v
the vody stvucture.
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Babies generally begin
crawling between seven
omd tew months, tHhiuing
out slightly as they buvw
wove ewevgy throughout
their days. In these few

wonths belore leavning

how to walk, these almost-
toddlevs ave constamtly
on-the-move, exploving theiv
envivoument with newfound
Lreedom.
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The swooth, exposed face of this
heavily bundled tot is Loveshovtened
Prom the top. The placement of the
eyves on am ave shows tHhe voundness
of his head veneath the kuit cap.

»

(3 By B
Y S o

-

Sometimes the shape of a pose

is move impovtamt to & viewer’s
appreciation thom the Aetails of the

pose rselk. This is especially tvue
when the ovevall silhouette creates

intevesting wegative shapes.
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Expvessive Poses

00000004
0000000C
0000000

O
0
oye]
0

QO0C
8 88 8 This pose cleavly shows how ivas-
000G eye-view featuves ave placed along
88 ovall coustruction guidelimes. Also
o C wote how the chin appears swalley,
OO while the wose amd Povehead
8 8 appear lavger.
oG
oC
0GC
oC
oC
Qc
oG
oc
oc|
oc
oe

This givl’s Lacial expression
and hamd gestuves ave
unique and captivating. To
emphassize this, hev head
and howmds vemain shavp,
while the vest of the figure
is Avawwm softly. Stvoug
outlines help grounad the
flguve i the sceune.
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Fobvic £olds always Avop £rom o tension

point. Because Hhis boy’s lebt avm is vaiised,
all LolAs Avop Brom his vaised shouldey,
including those veflectead  his backpack.

What does this Pigure’s expression, whew combined with
his stamce, suggest avout the mood he wmight be w7 Is
it contremplative ov uncevtain—content ov melamcholy?

Intvoducing o bit of ambiguity mto your wovk com make
Lor am intevesting plece.
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Expvessive Poses

0C
““°  Teens and Young Adults
888 Although they have grown into adult features and proportions, teens
888 and young adults still radiate a youthful essence that should show
s ===l through in a drawing. Consider body language, playful expressions,

clothing, and environment as you plan your drawing.
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What makes this Figure so intevesting? Details such as a stviped sweatey, fingerless

gloves, and kuit cap with tassels imdicate her age, while her hand gestures suggest
she is feeling cavebree. The strong triamgular composition amd the wmischievous
upwavd glamce add to this Avawing's intevest.
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Accessories

Clothing and accessories
speak volumes about an
individual’s personality.
An artistic person may
have a huge jewelry
collection, whereas

an extremely formal
person may always
wear a jacket and

tie. When creating
expressive drawings,
don’t disregard this
important tool. The
right accessories can

be crucial to conveying
your message.

Jewelry is

a common
accessory for
women and
reflects the
individual’s
personal style
and taste.

Hats say so much about the
wearer’s personality. Think
of your reaction to someone
wearing a cowboy hat.

This pewsive pose shows & quiet
wowment i & school staivwell, awary
Prom the chaos of Pellow students.
Hev body is turned away from the

viewer as she focuses all of hev

attention on the vook. The bow

i hev haty, youthful shoes, ama

appavent unawaveness of Hhe viewer
hint ot the model’s innocence.

A scarf adds flair to a
person’s appearance,
especially if it’s tied or
worn around the neck
in an inventive way.
The material or pattern
also adds personality

to a drawing.

The Complete Book of Poses for Artists

Some ties are quite
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formal; some are more
casual. A man wearing a
bow tie stands out in a
crowd. Don’t forget that
some women also like to
wear ties, which creates
a strong, unique look.



Expvessive Poses

e
00C
00C
VOOC . .
00C To achieve this casual,
00C combortable, midlangh pose, the
888 subject leams against a wall anad
0o0o0C loosely vests his awvm on o leg.
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Viewed stvaight ow at eye
level, the ears novmally
would align with the brows
oma the base of the wose;
howevey, this head, tossed
back, puts the eavs below
the nose. A cleavly Aefinead

profile amd Aistinct Pacial
Peatuves help communicate
Hhat Hhis woman’s mood is
one of sevewity.
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Exercises Just for Practice

Examine the two
drawings on this page.
Compare how the details
in each contribute to

the differences in mood
communicated by each.
Both men are facing the
same direction, and both
are wearing ear buds and
casual attire; however, one
is sitting in a relaxed state
while the other grips a rail
with an intense look on
his face. Perhaps one has
just completed a workout
or a run, while the other

is mentally preparing for
the same. Re-create each
scene and attempt to
capture the difference in
expression.
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Expvessive Poses

Pose Variations ) (
Whether drawing from life or taking photographs for reference, you are in charge of choosing \\.\J i ~
and refining your subject’s pose. It is a task that calls for understanding the personality of your \4 l\
model and the message or tone you want to convey. Something as simple as placing a hand in a L |
pocket can shift a pose from formal to casual. As you study the pairs of poses on the following £l (f\ \
two pages, note the differences in tone between each. Practice drawing the poses of your \T

preference with loose, gestural strokes.

LA
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Expvessive Poses

Mature Adults

Mature subjects often carry themselves with an
ease and confidence that you’ll want to convey in
their poses. They can also be quite fun to draw,
as wrinkles, glasses, and hats add interest and
character.

Look Pov the basic shapes n tHhis seated
pose—a vectamgle fov the tovse, a Aiamond
Por the legs, amd am oval fov the face. By

looking £ov these simple shapes, you cam dvaw
Just about awmy pose, body type, amd age gvoup.
A wmid-toued backgroumd with davk, Aiagonal
stvokes to contvast with the light, hovizontally
stviped shivt adds a bit of visual intevest.
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This is amother vaviation of
a velaxed pose, which has

beew balanced out with a
stvong vertical background
and a subtly tricmgular
composition. A few light
hatch mavks ow this figuve'’s
face ave enough to suggest
his advamced age.
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Bright light passing through a tvamslucent curtain

provides am oppovtumity to Aepict the effect of hamnds
behind o semi-tramspavent cuvtain folA.

In Hhis pose, the intevest comes primavily from one

leg edgea slightly fovward, as well as contvast

vetween the light shivk amd dawvk pamts. Use &

kneaded evaser to lift out highlights £vom the
haiiv to suggest salt-amd-pepper coloving.
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Expvessive Poses

Adding slightly graduated
Alagonal strokes to the
backgroumd adds intevest
vehind these two
vevtical figuves.

The light source in this Avawing is coming £rom the left side of the rame and slightly behind the couple.
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In this scene, a
dark background
provides effective
contrast as it
brings out the
lighter shapes of
this sitting couple.
Dark tones applied
in the background
can often work

to brighten up a
subject made of
primarily light to
middle values.

Mawmy of these textures, including the shawl, gvass, Plowers,
amd background weve created by altevnating between a
pencil, blending stump, kneaded evasey, and vinyl evaser.

Effects Of Aging

It is the large forms—not the A. Hair thins and recedes.

details—of an elderly person’s
face that are most important.
Find an old photograph of
someone in his or her twilight
years. Today’s cameras are so
sharply focused that it’s easy to
get caught up in the details. |
found a 35-year-old photo of an
elderly woman laughing. In this
sketch, you can see the major
effects of aging on her face.

If you focus on drawing these

effects, it isn’t necessary to draw

many wrinkles.

B. The underlying skull becomes
more evident, particularly around
the temples.

C. Lips become thinner, and the
outline of the lips is less defined.

D. Major creases deepen.

E. Earlobes are often elongated.
F. Skin sags around the jawline.
G

Neck loses its youthful form.

The Complete Book of Poses for Artists
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Expvessive Poses
Exercise: Just for Practice

Never overlook or underestimate the natural beauty of an elderly individual. The trick to capturing
beauty that deepens with age is to focus on the large forms of the face, rather than the details of the
wrinkles. Using soft, indirect lighting instead of a strong direct light source is a great help. Try your hand
at re-creating this mature woman’s beauty through this step-by-step exercise.

v ,f.';';—t o N
T
/ = A
fi == NN
[/ .-'/ l} \| | Stawt with basic shapes
\ / | \ {‘ omAd lines to indicate
\ "z | ] placement amd amgles.
== I__‘.':_;v— [
\ 4 o - ‘»'
W=t ¥
e T
AN \ 7/
| N - ‘ (/
~ ) o —T = ; \

=) Tape o piece of heavy tracing paper
over the sketch amd outline the face
and haiv. Refine the eavs oama facial
Leatuves, using bvokenw lines to shape
the eyebrows, the £olds under the
4 f eves, amd the deep creases avound
% the face. As you Avaw the neck, pay
atteution to the shadows cveated by
aging. Theu outine the shivt.
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TramsPer the Avawing to a cleam sheet of Avawing
papev (see page 21), and use am HB pencil +o add
long, light stvokes i the haiv. Lightly shade the side
plames of the face amd wose. AAA shading to the
Lacial Leatuves, using shovt stvokes for the lips amad
eyebvows. Then shade the neck amd shivt.

e L=

&

AdA subtle shadows in the light haiv. Then Aavken
the eyebrows, ivises amd puplls, amd lips. BullA up
amother layev of shading on the forms of the Lace,
eavs, omd neck. Thew delicately shade avounad
the eyes, adA move toue to the side plaves of the
nose, and Aeepen the shadow bvelow it

Comtinue to bulld up tone i the
face omd neck amd very lightly
wmodel the light aveas of the face,
such as the cheeks oma fovehead.
Use the side of o 2B pencil to
Aeepen the value of the shivt.
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Expvessive Poses
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Pose Variations

Always consider your subject’s personality when choosing a pose—even for the most mature || Q

individuals. Do you want to capture spunk and spontaneity, or is cool and composed a more

fitting approach? Perhaps the most expressive features of a full-body pose are the arms and

hands. Arms can be lifted in a celebratory fashion and fingers can be outstretched or pressed

into a fist; hands can be folded and resting or tucked casually into a pocket. Study the poses on
this page and sketch the ones that speak to you.
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Pose Variations ‘\ (:—.
When drawing mature couples, focus on the chemistry of their time-tested relationships. \‘JHK
Strolling in tandem, standing mid-embrace, dancing, or simply sharing a park bench can : 1
bring a palpable intimacy to a scene. Remember to consider accessories, such as canes or o K

hats, as well as culturally significant attire.
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Expvessive Poses
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000g One of the most rewarding
0O00C . A
Sle e aspects of figure drawing is
-+8‘_'-Q | the ability to move beyond
(679 shapes and outlines to
00 P

evoke human emotion. As
you explore this section,
focus on how each element
of the scene—from line
quality and range of value
to expressions and body
language—work together to
establish a cohesive mood
and atmosphere.

The gracetul diagonal formed
vy the preguant velly is echoed
by the position of the vight leg.
This Avawing captuves a look of
peaceful amticipation on the face
of this mother-to-ve.

202 | The Complete Book of Poses for Artists

000000000000000000000000006000000

slolojeloNelelololelelolalok
00000000000000:



u!

— SrEp e —

|
i

.q’li\‘ t
s

P
.

5
-/

i

\

In this melancholy drawing, the girl’s hair obscures her face from the viewer. Her body’s
position, combined with her head in her hands, suggests a discouraged or downcast mood. Use
egg and cylinder shapes when blocking in the head at a downward-tilted angle.

The Complete Book of Poses for Artists

Cvoss-contour lines on
the avms amd foot
Aemoustrate how stvokes
ave used to cveate
volume. They should
Pollow the Aivection of
the volumes Pov which
they ave used.
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Expvessive Poses

A move intewse vevsiow of the
previous pose, the hamds completely
shield the face amd suggest a
Aesive to be left alove. A Peeling of
Aespair is Purther communicated by
the toes poited inward, along with
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wmonotone values amd jagged lines.
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This womawm'’s Aetailed eyes show
gveat surprise that bovders on

shock amd ave the clear Pocus of
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vemaining features, including the
hamds, body, amd haiy, help keep the
focus wheve it belongs.
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Exercises Just for Practice

Expressive poses often come down to the eyes. This lesson will help you master drawing them.

Step One Begin by lightly laying in Step Two Stroke in a layer of tone,
the basic shapes and outlines with an building the shadowed areas to

HB pencil, checking the proportions for suggest form. Use softer pencils for
accuracy. the darker areas.

Step Three Blend the tone to create Step Four Because blending the tone
a smooth base that hints at the value lightens the overall values, reapply
pattern you see in your model or tone, blend, and repeat where needed.

reference. Blend the skin surrounding
the eye and use stumps for the darker,
linear areas, including the eyebrow,
crease, iris, and pupil.

Step Five Add fine lines and create highlights. Fill
in the eyebrow with short strokes in the direction
of hair growth. Use an 8B for the darkest accents,
e such as the pupil and eyelashes, blending subtly
with a stump. Use a kneaded eraser to gently dab
away tone to model the forms and soften any
harsh edges. Then use a stick eraser to pull out the
highlights in the iris.
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Expvessive Poses
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In this pose, theve is mtevplay
between light and davk with
accents of line. Defining Lorm Creating Drama
through extreme value contvast
is called ‘chiavoscuvo.” With the
light souvce focused on the figuve’s

A darker background can add
intensity or drama to your
portrait. Here the subject

is in profile, so the lightest
values of her face stand out
against the dark values of

the background. To ensure
that her dark hair does not
become “lost,” | create a
gradation from dark to light,
leaving the lightest areas of
the background at the top and
along the edge of the hair for
separation.

Lace, the viewer is able to take in
the look of nteunsity, while the vest
of the vody is euveloped m shadow.
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Vawvied line wovk adds to am intevesting Aesign while this

womaw’s hatilv, Avawm with expressive strokes, adAs excitement
amd energy to this happy expression.
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Expvessive Poses

I this pose, Aavk amaA middle
toues ave placed against o white
vackgroumd. The woman'’s turn
of the head cveates am elegomt
silhouette. Within the figure, the
Aelineation between shapes of
light amd shadow suggests a clear
light souvce fvom the left and
efPectively defives the featuves

oma Polds of Lavvic.
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This pose becomes a stronger image by unifying the arms amd head mto one pattern, which contvasts
with the davker pattevus of the shivt, pamts, ama shoes.
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Expvessive Poses

face is further accentuated vy his

The pensive expression on this young boy's
contvacted postuve and empty stave.
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The values n this Arawing ave built up entively thvough crosshatching over blended and unblended

aveas. Final hatch mavks follow the estavlished Lovms.
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Expvessive Poses

Exercises Just for Practice

Probably one of the most difficult challenges in art is to capture a person’s likeness in a portrait. The

slightest inaccuracy in the drawn lines of a lip or an eye can make the drawing seem “not quite right.”

000G One of the best shortcuts for helping the artist draw more accurate lines is to use a grid. By focusing on
Wg; 8 each small box of the grid, and forgetting that you are drawing a person, you will find how quickly and
g_.,Q-" 8 easily you can create a likeness.
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000C An easy way to cveate am accuvate sketch is to use a
8 g 88 9via to tvamsPer the basic outlines. Simply use o pencil
O‘O?Q:'Q to Avaw & gvid of squaves over o photocopy of your
000¢C vefevence photo; thew Avaw amother gvid of squawves over
8888 Avawing ov tracing papev. Then Avaw what you see in
pfo‘ oC each squave of the line Avawing in each squave of the
8888 Avawing ov tvacing paper. This method makes i+ easy to
bb"@@ tromsPer sketches from small vefevence photographs outo
000C lavger comvases.
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Expvessive Poses

Study the shadow patterns on the face and
haiiv. Use o 2B pencil on the halv, Avawing lowg
stvokes with the side of the pencil while £ollowing
the divection of haiv growth. Then apply a Aavk
tone to her eyes and eyebvows amd to the Aeep

shadow of the savi, using long stvokes along
the folds. AAA shading to the face using light
pressure amd the side of a 28, following the
contours of hev face.
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Use the side of o 4B to Aavken the
shadows of the haiv, and then switch to
the point of the 4B to Avaw lowg, curved P

lines that Pollow the Aivection of the bt )
stvomds. Use heavy pressuve to Aeepen B,
the Aavk toune of the savi behinad hev
neck, and thew use o 2B to Aeepen the

shading of her eyes, using both civculawr
amd vadial strokes but leaving the
higk\igh%s white.
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Begin adding deeper tones of shading with heavier pressuve. Then use am HB to begin
AAAing subtle shading to the light sides of the forms. Use the HB to vefine the shading
n the eyes, being mindful of the sphevical shape of the eyeball as you Aevelop the
“whites.” Use the point of o kneaded evaser to cleam up the highlights of the eyes.
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Expvessive Poses
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Retuvn to the 4B peucil to buld up the texture of the haiv. Use both Hhe side amd point of the peucil as you stvoke,
always Lollowing the Aivection of the haiv. Alse, develop the Aavk shadows of the savi with the 4B, using the point of
om HB to vefine the edges of these shadows. Continuing to wovk with the HB, bulld up tone om the light side of the
Lace, always Lollowing the contours of the featuves. Thew work i the shadow side, building up with the HB to vefine
the shading. Use the pencil’s point to cavelully vefine the shapes of the Leatures. AAA some Aetail to the eavvings
with the HB amd Avaw mdividual stramds of haiv awvound the fovehead.
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In this “polishing” stage, cavelully vewovk the shading of the face. Lightly use the point of the HB to £ill in uneven aveas,
amd use the kneaded evaser to lightly lit out tone that is too Aavk. Finish the povivait by adding move shading to the
sawi with light crosshatching. Whew finished, cleam up amy remaining smudges with a kneaded evaser.

The Complete Book of Poses for Artists | 217






The Complete Book of Poses for Artists | 219



Composition refers to the
arrangement of elements
within a drawing and lays
the groundwork for a
visually pleasing work of
art. A good composition
creates a sense of balance
and movement; it draws in
the viewer’s eye and points
it to the most important
aspects of the drawing.

In this chapter, explore
composition as it relates to
figure drawing and consider
its effects on the mood and
message of each piece.
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wWhen Avawing figuves in
gvaphite pencil in fvont
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of a landscape, keep the
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vackgroumd light amd simple
S0 &S wot to Aetvact from the
subjects i the scene.
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This mood of tender sevenity is Purther enhanced by the use of
light, hovizowtal background stvokes i comtvast to the vevtical,
wove active foveground stvokes.
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This dynamic composition
shows a form half enveloped

in dark shadow with the light
source coming from slightly

above. The mood is serious

and contemplative, making
for a dramatic visual piece.

Fovms ave most
vecognizavle wheve
havd edges wmeet.

In povtraituve, this is
called a focal point.
All other less impovtamt
aveas have soft ov
lost eAges.
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A low viewpoint with
extreme forshortening,
as in this man’s hands,
adds interest and drama
to a composition. In
this example, the man’s
prayer beads dominate
the overall design
and suggest the
significance of faith in
his life.

Y

The focal point of this Arawing—a mature homd
holding beads—is vendeved with great detaill while all
other aveas ave Aelivevately left vague.
The Complete Book of Poses for Artists | 223



To highlight the closeness of this mother and child, the figures are massed together. Notice how the diagonal
2inioiel line of the baby’s body mirrors the line of the mother’s arm, giving the composition flow.

000G

Simple line wovk amd o limitred vamge
of values give this scene the clavity
oamd contrast weeded to visually

Aistinguish the two subjects.
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“Backlighting,” also called “rim lighting,” occurs when the light source is positioned behind
the subject. You can use this to create a silhouette-driven composition with soft shapes and
an intimate, atmospheric quality. |

When figuves ave it from behind, all Aetails ave

subovdinated to a vamge of middle values. Leave the
background bright amd simple to keep the Locus on
your subjects in the foveground.
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Consider unconventional
viewpoints for your portraits,
which can capture a model’s
sense of style or body
language without even
featuring the face.

Sketching cylindevs gives a
stawting point to further Aeveloping
the cuvls of haiv. Use avvows to
vepresent the light souvce so you
kwow wheve to add shading.
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This rice field worker is rendered
with expressive lines that vary in
thickness. The broken or “lost”
lines that define the edge of

the right arm indicate bright
light coming from the upper

left, inviting the sun—although
not actually drawn—into the
composition.

Soften the wrinkles on
Hhis mature face using
a blending stump. Lighten
aveas subtly by liting tone
with & kneaded evaser.
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Two side-by-side figures centered on a

bench makes for a balanced composition
with a sense of symmetry. In this drawing,
overlapping the figures slightly creates a

preventing any awkward

negative space between the figures. Keep

more unified mass

O
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this in mind as you position your models.
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Whem incorporating patterned fabvics
nto & portvait, it's best to avold Aesigns
with high contvast amd excessive Aetaril.

keep the Aavkest tones and wost
intvicate wovk on the heads, which sevve
as the cleav Pocal points of the piece.
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~ The weight and focal point lie near
0O0C the bottom of this drawing, creating a
000G stable, centered composition echoing

: the meditative seriousness of the figure.
The wrist watch at right brings a bit of
variation to the symmetrical scene.
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In addition to using 2B amd
4B peucils fov this rendering, a
knweaded evaser and a blending
stump help 1+ out highlights. The
Pigure's Pace s secondavy to the
Locus—the Polded hamds.
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This portrait of boys uses a
traditional triangular (or pyramidal)
composition, which creates stability
while incorporating diagonal lines for
interest. This compact arrangement
also exudes a sense of emotional
closeness between the boys.
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The light and middle tones used to cveate

tHhis womawn’s headscav® Avaw the viewev's

the eyes. Her gesturing hama also brings

intevest to the composition.
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This friendly maw sits on the ground
with his knees up, wrapping his awvms so
that his hamds vest ou his feet. This
closeA pose ama simple composition is
voth vesevved amd intimate.
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Composing a Dancer
A simple, sleek, and airy composition perfectly suites this ballerina. The
overall shape of her pose, which you can see easily while squinting, is an
elongated triangle, which creates a sense of stability and balance. The
long lines of her dress folds lengthen the appearance of her body to add
flow and elegance.

Sketch the outlines of
the figure.

Start establishing a base tone for the shadows and
dark values by using the side of a 2B pencil to lay down
a layer of tone in the hair. Then add dark tone to the
eyebrows, lips, and nostrils. Using lighter pressure, add
shading to the delicate shadow areas of the face, neck,
and body. As always, use strokes that follow the form.
Add some light tone to indicate the form of her legs,
which can be partially seen through the transparent
material. Then add some light tone to the dress using
long, vertical strokes.
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Return to the hair, stroking with the dull point of
a 4B pencil in the direction of hair growth. Add
more tone to the shadow side of the face using
a 2B, noting that the light falls most directly on
the side. Work around the body, adding more
tone to areas where the forms turn away from
the main light source. Add more shading to the
upper part of the dress, again using strokes that
follow the form of the body. Loosely add more
long lines to indicate the folds of the dress.

i
AL

Carefully shade her facial features with curved
strokes that follow her form. Do the same
around the neck area, shading the forms that
indicate the underlying muscles of the neck.
Continue to work around her arms and chest,
and begin to shade her hands. As you work
on her hands, remain aware of the small forms
and shade delicately.
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Return to working on her hair using the side
of a 4B to achieve deeper tones, working

8‘88% softly around the hairline. Then use a sharp
QOOC 2B to add a few lines for additional texture.
00 0C

Use the HB to delicately shade the flowers
in her hair.

Focus on the folds of the dress and
deepen the shading with long, vertical
strokes. You don’t have to draw each
fold exactly; instead, work loosely and
quickly to suggest texture.
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Secrets to Creativity

The fastest way to improve your drawing skills and stretch your
“creativity muscles” is to develop two essential habits:

“§.
AN

Sketch Every Day Sketching

not only develops your hand-

eye coordination, but it’s also a
wonderful way to connect with
the visual world around you. Carry
your sketchbook around with you
everywhere, and draw as many
different types of subjects in as
many different poses as possible.
You will soon find yourself getting
inspired and will have many

ideas for drawings from your
sketchbooks.

Sketch from Old Masters’ Work The Old Masters were
thoroughly trained in their craft, and their drawings contain
knowledge that can be absorbed when you copy them. It is
great to do quick sketches of their work to get a sense of
their compositions. And don’t be afraid to use one of their
compositional ideas—great artists have copied compositions
from other great artists for centuries!

Speed Sketching

So often, we feel that we don’t
have the time to take out our
sketchbooks to draw. But even

if you only have five minutes,

you can benefit from “speed
sketching.” The idea is to quickly
put down the big shapes, lines,
and angles of your subject, which
are the armature of any drawing.
By frequently practicing speed
sketching, you will find yourself
learning to ignore detail (because
there is no time for detail in five
minutes!) and to look at the main
large shapes and angles.
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About the Artists

Ken Goldman is an internationally known artist, author, teacher, and art
juror. A recipient of numerous awards, Goldman has exhibited widely

in various group shows and solo exhibitions in the Netherlands, France,
Mexico, China, Italy, Greece, New York, Boston, and Washington, D.C.
Goldman’s work is included in the permanent collections of the San Diego
Museum of Art, North Carolina’s Hickory Museum of Art, the San Diego
Natural History Museum, the San Diego Watercolor Society, and the Zuo
Wen Museum in Qingdao, China. Ken is the author of seven Walter Foster
books on pastels, acrylics, charcoal, and artistic anatomy and has been
featured in many magazines, including The Art of Watercolour, Southwest
Art, International Artist, Watercolor Magic, Splash 12, Splash 13, and The
Artist’s Magazine. Ken teaches figure painting, artistic anatomy, and plein air
landscape at the Athenaeum School of the Arts in La Jolla and in workshops
across the country and is currently serving as president of the National
Watercolor Society. Ken’s education includes the National Academy of
Design, Art Students League and the New York Studio School. For more
information, visit www.goldmanfineart.com, CaliforniaWatercolor.com, or
Facebooklkengoldman.

Stephanie Goldman is known for her richly colored figures, insightful
portraits, boldly painted miniatures, and dynamic charcoal, pencil, and

ink drawings. She imbues all of her work with focused creativity and
experimentation that intrigue collectors and critics alike. Some of her
exhibitions include fifteen unique portraits of children entitled “I Am A Child
at The Riverside Art Museum,” “Bearing Exquisite Witness” at the Joan B.
Kroc Institute for Peace and Justice, a special portrait unveiling of director
Erika Torrey commissioned by the Board of Trustees for the Athenaeum in La
Jolla, and many group exhibitions including the San Diego Museum of Art,
Gotthelf Gallery-La Jolla, San Diego Art Institute, San Diego Natural History
Museum, Hyde Art Gallery-Grossmont College, Boehm Gallery-Palomar
College, and the Earl & Birdie Taylor Library in San Diego. A selection of
her work has been reproduced by Frontlines Publishing, Ramprod, and East
Meets West Co. Stephanie teaches figure painting and portraiture at the
Athenaeum School of the Arts in La Jolla and has worked with artist Ken
Goldman for over two decades collaborating on large and small public and
private art projects. For more information, visit www.goldmanfineart.com or
Facebooklstephaniegoldman.
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The COMPLETE

Packed with helpful photographs, hundreds of
techniques, and loads of expert instruction,
The Complete Book of Poses for Artists is the
perfect resource for artists of all skill levels.

The Complete Book of Poses for Artists combines
photographs and illustrations that demonstrate how
to accurately render the human form in hundreds

of realistic poses. The book guides artists through
the process of drawing the human figure as it
pertains to anatomy, proportion, volume, mass,

gesture, movement, and expression. Step-by-step

artist illustrations then demonstrate how to render

a variety of everyday “core” poses, including figures
in action, standing, sitting, reclining, and expressing
emotion, and additional illustrations, photographs,
and professional tips show how to easily turn each
core pose into new variations. Combining hundreds
of photographs and illustrations, The Complete
Book of Poses for Artists is an all-inclusive reference
guide for artists seeking to improve and perfect the
foundations of basic figure drawing.

CATEGORY: Art / Techniques / Drawing
ISBN — 13: 978-1-63322-137-6

Visit quartoknows.com %ﬁ z I II IIIlI I ilT ii 2
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Follow us on “@’E W 9 07816331221376 “

$24.95US / £16.99 UK / $32.95 CAN
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