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Learn essential traditional and

digital art techniques to draw
and paint the human body
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ANATOMY

This is the second time we've
tearmned up with the fantastic artist
Ron Lemen to present his
workshops on drawing the human
body. In this special edition of
ImagineFX you'll find Ron’s
methods for drawing figures from
life and then from memory - it's
R essential reading for aspiring or
pmfessmnal artists aIka: WE ::Duldn t resist digging deeper into Ron's
amazing knowledge on the subject and sharing it with you here.

In this collection of new anatomy tutorials, Ron takes his thinking
a step further and explains how the human body moves. In these
workshops you'll learn his method for breaking the human body
apart into simple shapes, then how they connect through rhythmic
lines to draw the body in motion.

Like Ron, artist Chris Legaspi has a passion for figure drawing so
we've presented his ideas for capturing gesture, as well as rendering
light and shade, when figure drawing. These workshops, found on
pages 66 and 70, complement Ron's deeper anatomy teaching.

If you want to take your art a step further, we've also included
workshops and guidance from leading illustrators on transferring
your traditional art skills into digital using Photoshop and Painter.
Full of unmissable advice, they start on page 86.

If you've enjoyed this special edition of ImagineFX, check out
page 115 for details of the other issues in our How to Draw and Paint
series. We're sure you'll love them!

From the makers o
Claire Howlett, Editor T IOGTIO I:X
claire @imaginefx.com !
wee'te Lthe only magazine
dedicated vo fantasy and sci-fi
art, Oner aim is Lo help artists o
improve both their traditiomal
and digital ant skills,
Visii www.imaginef.oom
e find oul more!




Subscribe to ImagineFX today and save
money off every issue! '

— =

thNTAS‘F{ 2 SCI-FI DIGITAL ART |

_;PRESEst'

Thee fimest artisns i the workd affer you the best guidance,
share their tlechnigues and affer inspiration in our anakomy, .
figure drawing and mized media worlshops.

Workshops

Practical advice from professional
artists in 15 step-by-step guides

Learn the methods of nu:nu;ri_;;i-ﬁg:m:mniﬁy
22 Draw the shoulders
28 Drawing and posing
the back

Drawing the wrist
in motion

Draw curvy, strong
hips

Drawing the body
in motion

Mastering drapery
in figure drawing

58 How to draw
imagined figures

L B B BBRS RARGRYWY NOBRY

Master the skills 1o draw figures from life
66 Drawing qesture
d motion

lsz" ng D q

Putd rawinglhgury il pr':i;:tiz*: -;vi1h these tips
+% | 78 The art of drawina:
- In theory

82 The art of drawing:
In practice

Discover how i use mixed media in your an
Mix traditional and
digital art
Paint a faun using
mixed media
Convey the feel of
natural media

100 Learnthe secret
to painting skin
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& Imaginative figures
The masters of imagined
anatormy share theirwork,
inchuding Frank Frazetta

Portrait and figure techniques...

Lauren K Cannon

The American painier share's her
technigques for adding freckles 1o a face
and rendering dark complexions,

Joel Carlo
Ciore art terms such as sfumato and
chiaroseurs ane just some of the

- gubjects explored by Joel,

Marta Dahlig

Here Marta explains how 1o create
lively portraits and add skin tone
highlighis o your paintings.
Cynthia Sheppard

Varied colour shading in vour painted
figures and foreshoriening tips ane
tackled by Cynihia.

Mélanie Delon

Thee French artist explores ways o paint
realistic fhoswing hair and facial
proportions in profile,

Jeremy Enecio

Some sy wavs o add wexiared

atmospheric effects w vour digital an
are outlined by Jeremy,

. . :
USING YOUR VIDEO AND RESOURCE FILES

Sketches and videos to help you learn at the tap of a finger...

Video workshops
Faall
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I o say thae Frank Frazeia,
whi died i 2010, was an
S imsparation is i undersiane
hiks \NTP=ACE, Mo JLSST O Ale bair on
popular culture, His vigons ol
harbarizns, Bamtastical creatures
and the female form brough a
new reilism and boldmess 1o
fantasy ar that cast an influence
on baales, comics, film and mmasic.
From the curser, Frank had 3
loose, wer bald and dramaric stvle
In 1965 Frank painted the cover of
Robere E Hoseard's Conan The
Sudvenoarer. It was visceral, iconic
and exploded the preconception
af witat faneasy art should be
T elonmt see detail, just 2 certain
armasphene.” e ance told s
Retween 1965 and 1973, Frank
produced most of his mone
farnous illustrations, inclhuding

Cat Girl, Sibver Warrior and the
sconic Death Dealer. He afien
megarded himself as painting, “by
instimer” and wonld “draw alimose
unconseeushy”, TI0E ke my mind
is ome place and my hand is
anacher,” he said, “Somsehow ic all
s1aris o come rgether,”

Im the 19808 his an feaured
on album covers, T-shires and in
films. Linfinished shetches sold
fior thousands and the original
Conan painting for £1 million.
“Frazetta revitalised kantasy ar
with a fresh wense afthe iconic
imagy, drawm from his awn wvid
feellme for drama and conflicn,”
sxid artist [ames Gurmey

Frank was a unicque talem whio
bridged the gap between the
Gobden Age and the modem era.

s

“Doiser bave a solid image in my
head bofore | start drawing, just a
certaln Teeling abaut it On very
rare occasions | see the images

wery chearhy once | start skelchirg,

bt they'ra usually |ust wery
simpde soenes.”

PN Presents Analormy




Frank Frazetta

66 [ think I'll be
remembered for
my imagination,
drama and not
being afraid to
take a chance

Tmi: ' |
WiSEe Worns |
"Once I'm happy with
ke campaitian, 1M1
wark an the forward
Fig e s firsl: They're
the mast Emportant.
There's an intersction
af shapes that
provides a fealing of
stillmass I think that's
wihy people react to
il &L, even I Thay
can't figure out why"

TEEmE Y Presents Anatomy #




on Foster has done covers for

som of the biggess comic hook

serles oun chere, inclsding

atrnan, Star Wars, Alien Ve Predato

and Buthy: The Vampire Slayer, o
mam & few, In's 3 world shere fan
expectation s iniense, amd becasse
af the money irmeohsed, the an
direction 2nd commercizl pressunes
can b davunting,

*It does make itmae challenging,
it o't muakee in mone imeresting®
saps Jon. “There's a huge expectation
on the fans' part for the characrer s
bk a cemiain way and, especialhy if
i's am acrress ke Sarah Michelle
Collar = she can have Final sa”

Body language is 2 main interesz,
hie saye. “Thie quirtky linde ways tha
o cam Fodd your hand, oo that a
shoulder is vipped, o a heawd cockosd
or moved, or ome shoadder up and
o shoulder down, What interesis
e ol 18 oot o ik B s eemn a
litthe Jess static, 2 Jietle less generie”

He comes up with poses and
compaositions by drwing mmerous
thumbnails, always seanching for
soiiething different. For reference
images, he'll ofien setthe dmer on
his digial camera and pose himseli.

Today, illustrating covers for
Books abined 2 childven and young
adults is Jon's Fevouriee Rimd of work.
Thiat, and stoorybearding, an avea he's
becoms fascinaced with as he fecls
e gets touse his soryrelling skills
wihile creating a bot of artwork in a
share space of time

Wise words

“Learn to quist down your mind,
eapecially the belt temparal kobe,
Laarn ta have some peace n your
mtind, ta nat listen 1o the sell-
daoubt ar procrastination woloes
that you might sar up thera.”

* WREERE Y Presents Anatomy




&6 1 was doing all different
kinds of subject matter with
young adult books - with adull
books, it’s the same themes %'

‘Ul




Gallery

Donato
Gilancola

Tyou meed a label,” sy
Donata Gizneola, “then
S I'm a classical-absimact-
realisn working within the scence
fietion and fantasy genve.”

Dionazio is a man exiremehy
passicmaee about his work, His
palntings transcend generatbons
as well as gemres - mixking Mre-
Rzphaelite realism with haturstic
thiemes — ard eying them iagerhar in
eple, emotive compesitons, But then
he paes che owrs in.

*I typacally spend two to six hors
on |preparation|. Om a major project,
thar means fimding the perfe
model 1o pose, booking upvague
descriptioms of nbgects, o takinga
few houirs io bionwse: through crezinee
soulreg hiooks or references that hawe
only the slightess tangentkl
selationship Lo iy omimission,”

It certainly works. But Dionaen
almost had awery differem career,

*I began college majoring in
elecirical engineering,” he says.
“wasn't until iy second vear that

lenredled in an are conrse.”

His passion for art inchides
misenms "l ochsessed with
wisiting them,” be cmiles, "1 mowved
e Bew Yark to be near musenms. |
spend many aftermoons visiting
forvcairiie anises - Hans Membing,
Jan Vam Evek, Waterhouse, Vermeer
Ingres, Adondrian, Rembmndt, and
Tirian. 1 srree to comprehend thedr
complexiey” Like the anises who
insprive him, there's no doubl Domato
& A moidern master

“0me of my Favourtte ways of
mspiring new concepts 15 Lo leave
e sELRE. Mary Besq i,
imaginative and inspirirg svents
happen araund Ue = the Beal way
1o rech arge creative snergies,”

FAEEWE " Presents Anatomy




Donato Giancola




Gallery

John

Howe

legend in the fantasy an
genre, Inhn Howe has
become the eyes o Tolklen's

sepoads. Since he discovered The Lond
of ihe Rings in 1974, [ohn has been
drawing and painting the world
of -:lkh"ll_ on I_'\-jll-'l'l_'fn.’l"l\;. POEIETS,
calendars and then in the Peer
Tackson filims.

“It was 2 unigue experience - very
exiting, hots of fum, loads of hand
work — n Mew
"It wiaas very, wery diflevemt po wo

with 3 hu,

team of izlenied people
an a colnssal P et The 5
ik belng a amall cog ina huge
machine 1o help make i all trundle

35

forwands until the Anal movie.”
Merhaps the appeal and

aurhe iy of lehns work gross

histery. He has a

great appeeciation for archaeclogy

and codlects and makes swords,
shields and maher impkemenis from
the medbewal perlod

“We don't wear choaks any more,
wee don't wear hose, or keather boois,
s dom't svar chiaimmanl or armoor
To remder i _[l|'|,|f||'|’|l. s wsefiil 1o
Enoe hows 1 hanctions, ™ he says,
*Hioww 1 wears, what booes ook ke
i youn walbord a whole da
duist, hioes o b pocsesar 2 sseond
invorder 1o walk oom fon 0y - all ol
those things are Bile ting helpmates
o give yoan a ke mone access b

rinthe

SO

Torhum ds moey Bk b Mew Eealand
waaking on the Alm of The Hoebibit,
his adventure still in full stride.

rihing convincing.”

"Diraww timgs you don't knowr howe
ko dranee, and) you' B growee™

* EVRERAEL . Presents Anatomy




&6 I can't say enough
about Beowulf. It's just
such a grim, relentless,
extraordinary tale of
disaster and woe %9




Gallery

Lucas
Graciano

W | _F ith na Fwmmal rai ming,
%;%! Lucas Graciano began
: ! painling caricabuses at

lsral theme parkes in San Diego.
Afer winning multiple awards @ the
202 Warlomal Carlcanrist Merwork
competition, hewas direcred
towrands the Watts Aelier o hane his
drawing skills. Since turning
professiomal the aweand s have kepa
combng, bur of therm all Liscas sivs
eniry imto Specirumm for dhe st time
earhy on in his career still anks as a
et e treasie, “1'd boen
collecting thi book for a long tims
il [lkmew it was the book v get
wour woirke imio,” s2vs Lucas, as be
recalls the moment he heard the
oo mesws, | rermermbser iy friend

Exd Gist, broke the news 1oome in
class one night. 1 had a smile on my
farce for the mest of the evening.”

sore anenlades follewid,
including a Chesley Asard in 2010
for his painting, Silverwing, fon Sony
Online Entertainmeni’s Legends ol
sorrath wideo game, “Oh man, tha
win was unexpected ! There were
somme major condenders for tha
aweard,” exclaims Lucas

shhough he also warlks in the
video games indusiry, Locas is one
aff thi few artiss in the feld who
still works tradnionalle His
hackground in drawing and
rraditienal an rechnigees ensus
s paknaimgs lave o sorong
grounding o barilel e arouned.
*[ strive to push the quality of my
wal in composition, rendering and
slaiytelling,” smvs Licas

Mirw beaehing as well as
freelancing, Lucas has one mamim

thar holds [II,Il:". “Thene is o shoricu & Bui]d as Sﬂlid
toexperience” Follow this, and you ; -
conhd be picking up the awards F | h‘ 4as PUHSlh]E
‘and it will keep you
Wise words more stable down

"Make sure you have a strong ™ -
portloBo. Gu ety is Better than the road
quantity when it comes to
your portfolio.”

* EVRERE . Presents Anatomy




Lucas Graciano/JP Targete

JP
Targete

% or the likes of NOSod,
{ Wizards of the Coast and
Fantasy Flight Games, 1

Targere joumeys deep int his
imaginaion, cions off chunks of the
netherworkd and drags chem kicking
and screambng imo this ome. A beast
that's what it loaks like from hisan.

“It's extremiely Bherating working
with fantascic chemes,” savs IR Bun
theres a risk inhevent: “hocan desach
it o reality ab fimes.”

Sue encugh, these times of
detachment are when vou produce
great stk bur | maimaing one ope
o the everyday too: "1y to abserae
thee real wordd with hath 2 techmnical
and physical mimdser, bar alsa in an
emotional and spiral sy

10 ks a digheal and wadidonal
illustiabor, cancept artist and an
direcior far books and video games
Fum wee all had so stan off somewhere,
and 1M used 1o palng romance novel
cowers. “When [ kool back ics pretry
haorrifying. [ can't belseve | aciualby
did thae rype of work! ™

*He yourself. Bon't mimic your
harraes’ Al - mimnle their waork etlics
and sUCcesses, biut nat thelr wark, i
you're going o do your own beand of
fantagy art, da it ke no other. Put
your mark on the genre by being as
raw and arfiginal as possible”

&6 I'm seein
the real world
as a giant
library of sight
and feeling *

BVEEREL . Presents Anatonyy




Gallery

Jeff

Simpson

ontreal-based aris [eff

I Shmpson ks nothing W no

SL passionate about his erafi.
For him, digital painting isn't abomz
heing decorative; ic's abmm plambing
thie murky depirhs of his imaginaion
inoader to challenge the viewer.
By of his mourndul, vacang, ofien
eortured -looking porirains are
representations of real people
I alwiays prefer a photograph to base
it on,” he says. ©l ke o have 2
mealistic sryle,”

Though beffs srple has developed
i various directions, the smse al
dark hemny that pervades his
painiings was presend from an earhy
g "Wy older works wene much
o ooted in fancasy or e, b
uwsually with a very macalwe
element.” This was largehy down o
thie fact thar e haed his job an the
thme and s Chiannelled this
frustration inte creative enengy.

While he generally keeps his
comumercial works, which includes
the viden game Assassin’s Crosd
fevelations, and personal woirk
weparate, he says it's the kaser that
meally defines him 2s an areist. B
| think if my personal work becams
oy actial woik | waoild Be a happy
muan, Maybe it woukl completely
murin it for mee, bt 1'd like 1o find oo
fior mepsel f Firs,”

Rt wheie doss he pet the
insprivation for his wniguee outlook?
“I'm a fan of gritey, post-apacaly peic
junk punk,” he saves. [ get 1o play
with rusry merallic texmures and
clath. | like things that look lived in-
Layers of history caked onto things.”

56 The things

we find scary or
inexplicable are
more interesting:
they invite us to
think, wonder
and question. I've
failed if a work is

simply pretty 9

“Using references i a huge help
1o make pleces more interesting:
woul're extracting, interpalating
and creating information from
rizal lite, Yedl wan't arow
artistically without fresh soures.”

el . Presents Anatomy




Jeff Simpson/Ralph Horsley

Ralph
il

wr

W alph always had an

"~ emthusizsm for palnting

b and drawing, bist it was
reading The Lord of the Rings and
stumbling across Dungeons &
Diragoms that focused his many
doodes. 1 began depicting rmighty
WATTOrs, enigmatic wizands and
fearsame beasts,” says Ralph,

Wik ing freelance, Ralph has
sought out like-minded clienele:
ane af his first clhents was Games
Wirkshop, and oomics, illusomtions,
[POSEETS, CONCEp ar and covers
followed from there

Ralph's client list has since
expanded 1o include EA, Maizo,
Faneasy Flighe Games, Green Romin,
Upper Deck — and Wizards of the
Coast, “which gives me the great
pleasure of working on Dungeons &
Diragoms and Magic: The Garhering”

°[ feel wery forminaee woaking on
ramge ol preduces that emable me e
evoke and dwell in those fineastical
worlds [ frsrexplored during my
chilihaad,” hie adds

to work on
products which
let me evoke the
fantastical

LI on 1 :

T affset (A8 the Setail in the
painting, left] and provide a focal
paint, | choae & dominant light
source, The wamplre's staff enabled
the strong shadow. It also pravided
dragia, which | amphasisec with the
law wiewpaint and tilted harizon”

FRGEE! . Presents Anatormy *




B twas 19708 omics Conan,
Tarzan and the Hulls thar go
lustin Sweet into ar - "guys

that didn'e really have a supernposer
buit wiene just iough g
AR jumior schoo

. hoe sczys.

v amd a
friend created chelr oem role-playing
garme, called “Treasures amd Traps”.
“We played DED 2nd that kind of
thing, and we tendid ro draw aur
characrers,” he explains, But then
american football waok conteed of
his passioms for sixyears. Flattening,
opponenis like an
jupRemanm was keyond losrin's
welpht ¢lass, Bun e did make some
progress. "1 begam 1o Fgure out wha

of-comaml

it meant tobe aggressive, what it
meant not o hesitare, and | rhink
I've brcriaghit that sith me thiadigh
1y career imart,” be savs, [
something caiches him it gets every
bt af blood inme”,

W'hsem 1 was dime For colkoge, an
wie back on the agenda and, over
the nexe Five vears, Justin developed
an inberest in gpontaneity and mood.

“diost of the sinffvou doas a
concept arnisn lsn' eally Ankbed,”
explainms lustin, "so my sevke was
abways quick and spontaneons”
[ustin's ideal inneodves 2 crossoeres
et redia: "My better digleal
atulT s libe wagercalour in away,
beecauise it has thae same quick and
rushed comml, When vou mix
spontanelry with deliberameness in
the izl balance it can ezlke .. s a
difficule one 1o talk 2baut,” he says.

“I il paine about i, though.”

“The computer & &2 cheap to
make art on, people neglect how
to really deaw, The gead camic
ook artists from way back, such
B4 Jabkin Baigceria - all thébd Giys
rally kivkw Paw [0 draw ™

Tl . Presents Anatanmy




ImagineFX subscription offer

‘IFANTASY ) SCI-FI DIGITAL ﬁRT

mm Y 4 lmwae{:tm:i'FJ DIGITAL ART
; ’ y ..,1-". ey

SUBSCRIBE TO IMAGINEFK AND
GET 3 S FOR JUST £

Subscribe today and get your first three issues for just £5/%10,
plus continue to save, with 13 issues per year delivered to
your door for just £13.49/$31.25 every three months. That’s

a saving of up to 40 per cent off the shop price!

® Get three issues for £5/%10
and continue to savel

8 The latest on news, trends,
painting technigues and
digital art products

8 Bvery issue delivered direct to
your door - FREE!

® Word-free covers that are
exclusive to subscribers

UK: 3 issues for E5 then pay £13.49 every 3 months & 2170
Europe: £65.49 a vear Rest of the World £74. ?9 a year*
US/Canada: 3 issues for $10, then pay $31.25 every 3 months SAVE 40%*

UK, Europe and Rest of the World readers, please visit

Alternat-ively, call 0844 848 2852 and quote ifxx1d
EU/RoW readers, call +44 (0) 1604 251045 and quote ifxx1d
U_S and Canada readers, please visit

Or call toll-free on 1-800 428 3003;land quote 2022

sy & vl Corlis s © x T s B
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Ron Lemen :
2 TECHREE I anatomy

and ficure drawing, Ron

Lemen is a passionate

teachaer and here he

sharas hig technloues

and rmethods for

drawing accurata Fuman ]

figures fram memnony.

Workshops

How to draw human anatomy

22 Draw the shoulders

Learn the anatomy of the shoulders,
s:mple shapes an ssrmbulﬂ to make
lifie easier and how to apply them,

. 28 Drawing and posing
© the back
A0 How w construct, pose and draw
the human back.

Drawing the wrist
in motion
Driscover the technigues w describe
how the wrist mowves,

how to draw strong, realistically

proportionad hips.

in motion

Driscover how to make your figures

rnove with line art and anatomy tips,
= iszﬁm drapery

Elraw clothed figures and how 1o
¥ understand the anatomy beneath.

b
:‘))
);,L'% 40 Draw curvy, strong hi
& From boxes 1o blocks and skin folds,
foy

= 58 How to draw

it imagined figures

st = Techniques o 1eln5draw figuares
155 from memory a

i . the imagination,
Remember that figure drawing

should be learned from life
Ron Lemen, page 29

l BAEEmE . Presents Analomy *




Ron Lemen's anatomy

' PieT YoinT

&5 Once these
positions have
been observed we
can see the places
to connect other

shapes together %

The skelezon is thekey component for
gettingthis | Jom rethiod 1o work.
Enowing how the bames ae shaped and
in what position they're in, hased upon
their shape and vhe action taken, is
Irvaluakde, Omoe these positions have
been observed, the landimark’ shapes
identified, we can see the places o
connect many ot her shapes together.
These landmarks of the shoulders ae the
acvomial shebves or edges (AS), the gpines

Fivar Fomr

DRAW THE
SHOULDERS

Learn how to make one
of the more difficult
areas of the hurman form
easy to decipher and to
draw, with Ron Lemen

of the scapula’s {(588), and their medial
edpges (ME] the clavicles [ C) thelr stermal
el (SE) 2l the seromion process (AP).

These landmars do not abways appear,
becanse of body weight and phyvsique, the
actbviny amd pose raken as well asviewer's
peosticn. Regardless ol whether they ane
seen of noi they exist and have a place in
space. We want 1o find these Linedmarks
sowe can put the rest of the body wogecher
with ease and speed.




We can estimate agél find
measurements fgm keal popontions
as & starting pei o any pose. Thes
are several different approaches wo
meeasuring, but 21l of them il
ender and memeaory. klealising has a set
af ool that can ke memiorised,
although yous have 1o learm and
mseincrise this by drawing fom lile
and nd just leaming formulas. The
figures will ahways end up siff and
formulaic iFyow dom't relate them o
realiny and bearm how wo diston and
puish the el inbo a solid lkeness,
The head is two-thinds the heighe of
the ribeage. From our ideal of the skull
aa 4 23 ranho, we can estabilish a helght
a.m'jwrd.!h of the skull. The widih of the

T I-ngmﬂu sejuare unit af mezsure established abovee,
we can diwide this square diagonally in half and i)
this ks o Ideal shape and space for the scapula,

Froam acmomial shelf v medial edge, wop 1o bottom.
Wow, the scapula is nod a perfect squarne unit of
mieasne, howeves, 1 comfidenthy draw such a

complex space we meed a staming polne, This
diagram 1o the vight that shows the process for

designing a scapula from a square.

Draw the shoulders

widdest prt of the skull is reughly the
sams width as the distance between the

scapulas, The heighe of the scapulas s

roagh by half the helghe of the ribcage.

This makes the grace between the

scapulas and the size of the scapuly
rgagh by 3 squeane unie of measure, This *
equals thres units of measure anoss —y
Frioiin A Fom b poCess Lo ACrom an

process. From this deal vou can then

tweak the width of the shoulders o
accommodate 3 male or female, a god Wz
o goudeess, bero or fool, weak ar
posweriul. The pectorialis is connected
1oy twr-ehinds the lengeh of the clavicle
and the deloid is conmected 1o the
furthsesst ome-thibnd of s om bength,
rezchiig aut eo ils senomion process.

e

2

Fhwthims oo in every way within our process of
drawing, from rhythimical starting abstractions 1o
the rhythims we design for the folds in the skin.
Brarpthing v drasw relating the human form sill
harve some thythmdeal assockaion between the
pants in every action we consciously ke
Sdpvement is Thaid, finding the linking rhythmic
lines can make comstructing the human feom from
MEmory easher,

¥V &
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Ron Lemen's anatomy

The SI::||.'I.I]:I % 8 VERY flid are of the bty and
affects hesw other pants mewe, Bor examiple the
arms, Knowing how the scapula maoeees and
Ineraces, learning ks panerns and motioms, will
envable yo to dras odher body sections, such as
arms, more easily, This can #ven offer moe insigha
inne foreshorening,

Q Scapula movement

First ket's Innk st heoay the scapauls mies Here
nlﬁwkﬂlﬂmltﬂﬂnﬂ e g il i1 il
squATes 3 some desl gred in rangies, the amows
dhimeriba hdmﬂumhmmh

0 diagram
£AN o ulwu'hn:-llll-ﬂwru nut-!.'l.ldlﬁd

A AiFey ST i LNt Lhan
= the ooy mnchor Furlh-mmh ark becayss h-muu#
Ao ot sha i by W ol thes gl lelﬂlm.lll
it o Treeschorn by mianvn whout Thes sicke: of the boy, 1§ sliows the
A L P O Lhad Froen and Bk of U Soese with fasa and
frnes chedny chion from the nbcage, 11 ez o ses this

DN 10 i DES 56 or dreing.

The shoulder and foreshortening

The sem circumauets or crcles srourd B phot port b s sabbly
P Of any alvpdare. e can g & lokd maeton bk the a s does nol easiy
rrinie 8 iull 380 degrens, To drasy this movement we reed b leam
Enwpshorianing Hnoweng that the upper armis thelengihod tha b age,
i can skart whasr the shoulder and elow am in 8 neutrsl postion (celled
“reference’] Lo ke ameasurement of the un per armn's lergih, Row from
thenreol poent of wivers the shouider will b pos boned we canechaie thal
Torith o lipvsc al by Lndil wi Fined wihat wi ane Inoking for, and then sl
fhemass srounsd thal line as a8 cylindern,

T chawl adseren mighd Kook Conlusire at first. Bt ke in mired that a8

of the arce o ween are thie patheveys the srm meg it foflorw akorg That
el lical Irack, S with 2 S fropecting from tha hoad of the Frumens,
and et it crass the path of e elipbcal mossment (A1 Then crsa the
o ioesnars oF the mnor 1o Uhe incjor 35 of thoe ellipss that wewse as the
wrhama of the srmy ] Ther dera @ ol bpas thal senmserts B pebch of
the aem cylirekin arol conbinue drming oul wour musds Sems o the
cylincher foem.




Draw the shoulders

6. SHAPES

A keyway 1o make drawing the Hc:dl,l and s aniomy
easier when, particularhy, drawing from memory is i
baeak the forme diown Emto shmple shapes and

sy bods. Dawing the shoulders is no different.

&6 The deltoid

can be seen as
' an inverted soft

G n‘lerr blrlghnﬂlh peciamis
ke b wehiar Dh 3 is Faisod, Qeang The impecsdon
= I chrned cver the shoulder, The muscles fea
ingather. and at st tha prones angks, you £an s tha
Arlindd cnboth dﬂmnfﬁluam

Ik D v This mm\m ijﬂ ;
shoubders and wdl-dmmi'b the baand. Inwither
s, 0 ACPOMICN prOcoss 515 in thi mhﬁﬂ'thn-

of

B+
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Ron Lemen's anatomy

7 ANATOMY

L] . H L
The museles of theshoukler aré: the ; angle that baidges the amm o the body is
dedtoid, the s pinatis, the miade up-of both the Latisimas 2nad the
infraspinacs, the wres major and the teres mager, The tetes major is the
teres rdnon These muscles weave, abong nail end extending our onto the

syith the Iattisinmus, around the arem, and the lattasims is the taal

corsmbrachialis and the tricep end extending onto the ribcage.

complicating matters in designing the Below is alsn a diagram i shose the

space when drawing the figure. idealbsed sresching movements of the -
O this page are some images to belp ledtoid. These are for draswing big, buffed oy e

simplify a complex area. When the armeis | hero types, abvays leep the anatomy
flly exended re the side af the body, the | cormo when draswing superhetoes

DELTCHEY

THFAASFIRATLIS
TERES MERCH ..
TERES MANA .——

INFRASPINATLIS

TERES MINOR TRAPEZILS

INFRASPINATLIS
TERES MAICH

TRAPEDIUS
LATTISIMILS DORS

R’

FOSTEROR

[BACE-)

| SYRATOH AHTEROL,
[Pkt )
L. Mtryatmds
SERAATUS
EXTERMAL
DELIOUES

. P'_I
F S
ACADMIAL
SRE)
T STRIATIONS

5 Keep the
anatomy correct
when drawin
superheroes ™

EXTEAMAL
QBLIQUES

§ ABDOMINAL
TRACT
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8. HOW THE
MUSCLES :
| The icl:n lu-uil.'h- sldes over the muse ks bones
and tendems, [ is attached by a Bascia or an
| unider layer thar is connecned 1o the surfaces of
| thie banes, musches and rendons
When the arms are active, the skin om the
shoulders stresses depending upon the acticn
and irs direcricm. The skin folds perpendioular
| 1o the muscle fbres, 1 the arm s drawn back,
| the shoulders will stress and Tolds will forn.
| | These folds can be deawn using a spiml, the
| mare imtense the spiral the moee drawn back
thie arm wiill look,
el When the amm |s Hited abore the shoulkder
| line the skin falds aver the acromial shelf and

The: deleoid motates and raises the anm. The
Froma hesad pualls the anm fonseand and
rodzies it imwand, while the back head
pulls the arm backwarnds and rotates it |
oustswand. The supraspinans Fifis the amm
Laerally and helps with the oureard
rotation, This muscle is also buried undes
the trapexius and attached o the wop ol
the humsetis, The infraspinas rotates
the arm Eaerally and exrends che mised
arm. This ks atached 1o the wop of the
huimerus, The teres minos puills the ann
im and rotaces it oubwand, while the teres
major pulls the arm wowands che body and
ot anes I drwrand, lonsering the raised anm

thie acmomion process. This creates a crease
that softhy squares oue, generating a bo-like
U mseriom inee the deliodd muoscle, @

9 PLANES AND
SURFACES

The back can be broben diowm ingos
a series of three Lurger planes in
hath hovizemdal and vertical
direethong. The middle of the back
sl st banee the angles thar the
muscles take when firse sketched,
just thiee simple fla planes o
helpvisualize the blpger facers fon
stmanger relstable proportions,
hetore the detzils disguase them.,
Once these planes are built out, we
then subdivide the surface into
smaller facers. The scapulas, the spinal
mitscles and the spine all gen thein oiwn
surfaces as we can see in this diagram. The
line draswings are cross section drawings
af the planes 1o bener visualize thelr
diumnension and depth.

_EXERCISE

When deaming the back,
akartih sivieral pllaw
shapes and than fingd Ehe
Alzagn dhaps within the
Ik, Dl This shape in
hali. Thix is the height of
e SCapedians In the back.
Now divide yaur pil ow
hingzn Il thirds [ram
shaulder ta shoulder, Yow
il Sea Eha e or he
szaUlys  Ehe A ane 3t
e ching oA Ehe bodly,
Inside the shoulder
et d ide The smace
Frvbi twea b e 5 e i e
_ diagenal fram corner ia
camar, thi poinly and

PHFRASFINATUS
TERES MINCR
TERES MAJDR

LATTISIMLS

Draw the shoulders

f@

FPEHPERLSCLIL RN CHLASE

shoukl be bowards whane
U i i e Drinw i s
nEat o bhe badhy sttached
1> B prazinly aned e s
‘trianghe, and then place &
littia line At the end of thiy,
pepesdicular o lis
lleireith, ma king an upside
Ao capdnod T Divide this
llerggih o the 3rn Ineinko
‘Akdreli. Pk 1he ihoiilded
muschas on the body
sermrding 1o Tha divisions
‘glven. Pracoice untl you
think you can do it By
memory, thes, daw
arather page of Rillaws,
mbcages and & ms.
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. Ron Lemen's anatomy

A

&6 Figure drawin
shauFI{d be learned from
life - to understand the
process, memorise the

rrrrr
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Posing the back .

DRAWING AND
POSING THE BACK

The back is a complex space, sc Ron | n breaks it down into
conceptual formulas to make drawmg aﬂd pomng It easier

% i oo f: ] T B 1 this worlshop Fm aiming
= 3 |
— |

: L B i help clear up all the
] _J'-_'." comfusion the back, a

*  complex area of the body,
CAN SOMECMS Cause L1s anises, [ve alse
inchuded a step process and some
exercises that | hope you'll iy, Um going
0 govover o different techinioues thae
I fimd are identical im 50 mamy ways,
and ver each finds something very
mpr it in figuare drawing thae | think
wonr' 11 fimed imteesting,

Afver reading this roorial - alomg with

the shoulders worlshop [see page 23] -
| sope v undersiand whese Fm going
with 21l of this and can use new
technigues 2nd thought processes tooyoar
advantage. Remember that figure diewing
shoild b bearmed from 1ife. To betrer
understamd the process, memmorise the
formulas and poses, and work through
A Fgos Teperitions process i fully
develop ourskills. =

one ol ¥ nol the mo
anabamy Thew,
oF 00 & Bl oy O

el . Presents Anatomy *
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Ron Lemen's anatomy

1. BACK MUSCLE GROUPS |

- - s 7 -
First ol bet's book: gt the muscles and eome up with some smple
shapes io hﬂp.mb:rulmthq.'hul:lilz andl ko ehey fit ingether, |
Thie back miscles or groups of muscles we anises are imerested inoae
the thombead, trapeziug, lattssimus dossd, external obligues and the
sacTospiinglis group.

The musches of the beck are brolken up inte groups. Combining the
lefi and the vight side of the body togerher o creane the shapes we will
b s o design the back sith. These are the basic shapes of our
FAgrize consmction. The points ol origin and insention points ae
painted with red on the charts provided.

SIC SHAPES

Everything can be broken down into basic gy
shapes and the body is no exception
Oince we learn how o conerol thess
shapes, shade them, den them in
perspective and averlap them with each
other, we can apply them to any figure
wi g oF imagine — the ulimare goal is

£ el rave upom bkdeas from the imaginarhe
priceis, Iwe stick with basic
consiraction concepts, the mest complex
af designs can ke gimply drasen again and
again, Bt this is a process. and cach stage,
st be completed befiore the next can
successlially be applied. Omee you lave
practised the process enoagh, then
hiopeful by yons T find 2 way toomalka the
proess inouithve and your osm - or rather
than sticking vo every sep, you'l find

a creainee way i overstep or combine
thie steps and make the process your

T Ehar

&6 Everything can
be broken down
into basic shapes
and the body is
no exception 9




Posing the back .

: : SR : &
3. GESTURE DRAWING 4 TORSO DRAWING

e
Thee fizst step in this drawing mqﬂanﬁnhe#mmdhmimaﬁqm shape make both hakves of the bent side ]
PrOCEss is i start with a gestune resembling a pilleas. The top two corners equal in lengeh. The figure abstraction is
drasving, loose and rhythmical. represent the acromion processes, oF the simillar, in that it finds the op and the
This s a rowgh rendichon of the Hieele baymips on the ghoulders. The bowvoen of the tovsa, ssing fangles ro
o, allowting us o play with the battom twio armers wepresent the greater connect the sume pokivs of anasomy.
action and the gravity hednre erochanters, or the bumps that stick oot The meck: is a part of this abstraction, and
imvesting rime in measuring and ! on o thigh bones, The crease in the from the front the nipples are mapped
ahading, The gesture ahsoulkd phllon Indicases which divection the body — inne the lines: From the back, the
resemble the finished drawing, | s bending, and also represents the stapuilas, The ey vo elther of these 1orso
1ming all the éools we will be hatiom of the ribcage When drowing this  coneepis wooking well is animation.
dizcussing, baue with no deliberae
intention of making amthing ;
anlbd and dimensional. r A

Messy lines.

Gtart with sergile shapes,

e GEsTURE, wilikch
TTHRANE. Joa AFe el i

i o] i

b
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Ron Lemen's anatomy

5. BACK MEASUREMENTS

ol -
Fosnninng cafthe back, let's tabe some measurements tat will help asig
building this space. Firs, the hack of the skull, or the cranial mass, is hily thie
same width as the separation bevween the scapulas, Each scapula can fit imio a
perfect square and including the space berween the scapalas, the back is thiee
oo these sauiares from shoulder 1o shoulder. The seapulas are roughly ane half
the height of the iheage from the C7 [where the bogtom of the neck meets the
shauibder] re the Tah ks When aaching the beser back muscles divect by fiom
Behind, 1o the sacnam and ik crest, the divisions betseen these spaces are

ough by three-quesrber between side {oblique), saeruin and other side (obligue].

Lattisimus
Dorsi

P

In addition g the measaming,
we also want to place 2 few
points where the bones ane
st visthle umder the shin -
we call these subeistaneois
Endmarks, From the back these
points are the CF of the spine,
the acrombom processss, the
apiines o0 Wings of the scapulas,
the inside edges of the scapulas,
and the dimples of the saomm,
In addithon wo these belng used

ey e &6 We also place a few points where
messure, cspecially acms the the bones are most visible under the

figure, for symmetrical

evaluation, (oo Sl{iﬂ . SllbcutallEDlls l ! i

* I Presents Anataniy
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Posing the back

SHESY 8.

ING BACK POSES PR < MALE AND

i Ll |E:e-mrntmiunnage:. i's nvi time fior the wonal stage. Mow our focs istn
:u:rp_l:rl.l:l and assemble any pese, simplifying it down into the mose basic abstracts Hu.l'.
can easily ke imerpreted visualhy

Dirarer tha figiua
TR N LS i The

Feros i lar these
5 B A P
i Aravirg and thay might ba combined,
o dorer o v PR ST

MALE BA

rawing the difference hetween
genders comes desm o the chioice
af deshgn irlangle {ahstraction ) you
enhance. The upraght triangle is
enhanced when drawing the female
form, From the gloveus muscles into
the aaciospinalis group, Formales,
the dawnsand pointing triangle is
the most approprizee. [t stares ai the
acrommicn paocesses and ends in the
tailbome oo sacral poine, 8




Ron Lemen's anatomy

DRAWING THE
WRIST IN MOTION

Drawing the wrist can be surprisingly hard to get right. Get under the skin
of this tricky body part as Re : shows how to draw it in motion

I : | b wrist may be a small partof | understand vhe wrist v need o firs
%IE the bsody bt fn cam cause Joseks an thee howes amm - Irs phrythims amd
- : ' soine bag problems for artists. | how it connects with the wriss. Here 'l
or 1 It joans the lower arm and explain the make-up of this part of the
hand, and can mowe imall manner of bady, o in inrencemmects with arhser
winys and formatbons thar effect bow the paris, and break e up ineo simph: shapes,
arm and hand behave and lock:. To conmections and mavements,

Thee foeearm is made up of twn bones, the radms 2nd the ulna. The
uina is fixed while the radios mocaws around it as the name suggests
Thie wriet itself 1s made up of eight carpal bones plis the scaphobd and
huinate bones, which articulate with the rdios
and ulna e form the srist joine.

k.

Thes bewrpia o Doa Bty £ i
AL s shrgie shapes
mach ms triang bes o minks

—_— el I l{f

Wsing basic shanes srol symbols, such 2= s
eyliredar, can Fa ks makn drasing cormpkion
ke Elnn and musche siruciures Eaeke.

_ ““l‘-u-rllllllu. 'R

pand

N\
2>

-4
-
o
[ ]

f




| rathos sl save vou a lor of grief shen

' when drawing the arm °

The wrist in motion

Therea 'rr:::rlsr.ilhm can help you when
drawing rht' For example, the hand
I the Irrglhaﬁheﬂxu plane fiom the
heabidine wr the chibm, The foreamm (st
the hand elosed i fst) is the same
length as the upper arm, which in twm is
the same lengrh as the ibcage, When ihe
anm s resting at the shde af the body, the
st will st iapon the greater troclamen
of the femur.

Amother handy rrick to remember is
the golden rago: the Joser arm Is abow
tw-thinds af the length of the upper asin,
and the hand is about twa-thinds of the
length of the kewer arm, The fingers ane
rw-thibnds of the length of the palm, and
exch phalans [sectiom ) of the finger is
twae-thinds of the length of the prvious
phalanx. Remembering these simple

drasing flgures

©% There are han
the golden ratio,

tri
at helpgyou

The rhthma of the forsamm
o corneeladd 1o the
rmurrdes i the upeer mm
Tix i Lrackeng thi
rhthms, start vath the
B e

The rhwthms of the foreanm are
connected |-:éjﬁt s bes in ehe upper
arm. Tes begin tracking the thythms, the
arm has o be designed. Seare with the
action ne, which comes from the eorso
— this is the lagest movement and neads
1y b fioviamd Flvst because i links the
morvement g the o, and will ke
away the 'hard comers' that can
atherwise develop when building the
fgure piece by phece

e Hhe acticm has been found amd
the character line is established, the width
of the Fimb and then s rhyythmes are
traced e these v edges. Typleally, the
ihythims trvere: the limb, crossing fiom
ihe oustside to the insade.

Rivgthms should not be iselated o tmy
chanmels of informatkon - a toythm
shoukd tie everything ogether by
swinging theousgh it and adapeing a part
of each section 1o the Tmplaed pathwezys’
that the anist esiabdishes i help read
the fmage and find ics focos,




Ron Lemen's anatomy

E Tha wrsl & & G5l o
parh of tree bty with seeveral
ehilfererd funetend and

IR T, e et obeskol s
By ila frtumeat lian, &
CiFrulsr maossemisnt, The wTist
i capablo of Neasn,

g |E=res o, sokthss Lo B
bk e tiary, of berireg Tour padar
dvec ionsl movements

o Inaciditinn bo the compdesiiy of the hand, we slso herere the Bromb
and Lk fmerarments ol Srcumei e o Wit tha uomb m sddus Do e
ewienaed, there 1sa lot ol weation inthe wnst (e the pdduchor

[ T FT s T,

@ Lower and upper arm
O Toos e b e TR, T e, v Fomers e | maer S ol o,
Thedien and aaldndian, actars thal an rogulabed by the uppos ahm e
wannder olancers ke 5o muchbme bo stuckys Bhis port of Hre oy,

.

&5 This area is considered to e ——,
be as difficult to represent as
the face, and the expressions
even more tricky to capture =
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The wrist in motion

L iy S

Wihen 1 design the b of the veriss, [
think of them as 2 pliabkle plank of wood
whae merges ineo a cylinder, or [usea
Bonwling pin or dimstch-like shaps o
start with. This bosling pin-like shape
groups tegether 211 the complex anatonmy
of the forearm buar gives no indication of
surface divection. We need 1o drow the
four polar axis points cm an ellips o

&% We need to draw
the four polar axis
points on an ellipse
to assist in finding
the surfaces °°

st im Amding the surfaces, using a
perpendicular = shape 1o epresent the
ellipse’s major and minor axes.

Where it joins to the hand thie wiist is
an ellipaodd jodm, simikar o a ball amd
soekel joine such as the shoudders, and
allowing the same type of movernem b a
lesser magnitde.

Uizing shairsct shaps=s snd
symbsols in simofo staDes
+an make comple crrseng
DGy B0 Mg

The ananomy of the frearm is i, Dl
wery comples, but bere we shall
bk 2 beasic lise and some
rough illustmtions 12 belp you
remermber the placement and
funciion of the mscles
I bes mmcr simnplified
form, the forearm has four
grawps of muscles, with

each group performing a

specific funcrion and

assisting in sabilising the

opposite motien. They 211

Mo two ain groups -

a flexospromaion group

and an exensonsuplinacon
groriap — phis the thiimls
adductor gronap.

The flewnrs Mex the fingers.
the exvtensors extend the
Fimgers ancd the adduc o
musches of the thumb extend
the thumbs or dran it aweay
Froem the hand, B
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[ pli:l.'nutlhumwhmw
eransform our cylinders i blocks. Find
the centre of the cylinder and, 20 the swris
end, dirimw a liiwe from one edge af the
cylinder io the cther, through the centre.

Transiomm your Cybndesrs inbo hiocks by
Hircling D cantre and then dewsing alira A
roam ores kg B0 thee ol

Think of this line like an aeroplane
propelles; spin the prop unl it s in
prosbtbon, then bos it ino the block shape.
miaking it the centre line of the long axs.
Lakeel the ehumb sicle o aveid condusion.

Start simple anc keep

W i e ueciunnered

- & ln pasiar b isdve ke
FCTITE Ol 3 pose Without

i - thisk ol he bares
e Beclans cethe

STFHHIHIRS re s i Thae
arma sl lngs and oo
ik Ehe gualuen linei
Fastrain your urges to
Bart with L bevery,
bumpy bits - these
‘wlamani wail umdl
Wi aire sy bt
tmcorwin the mossemend,

e 4

Oy Faren bassosed yvour cplind i inie bieack
shapezs, lsbel the thumb side to wnid corfusion




The wrist in motion

W her the wrst is bent, 8 major fold emeraies
from the boranin e st cresting mroeral
rigiges of 5kin ol ook bke simrs

@
'®
E THE SKIN AND SURF CE

The Flmfmmdum‘e the Fingers efiher bome in the wrist, nea.rmgsm-ﬁa!

through cord-likeexrensions called ridiges of skin (Filoe seairs). When the

tendoms, ansd theskin sill crease acoss thurnts ks exrended, the nvo tendons

the tenclons in a perpendicular direction. | ahove and below the thumb creae the
When the wiasi 15 bent in either iriangular snuff b,

dirpotion the skin acrmss i will crease in

several places o alleviase the pressure of w N F@m
the stressimg taking place. Thes creases - ’
have 2 major fold that emanates from H S

&0 When the wrist 'E'%'T'E. Nb& b
is bent, the skin W PER: & K
will crease to PH
alleviate the
pressure of

the stressing *"

EXERCISES

Inartnr o e yowr ayes o find

SuFF T

The bam fercdons sbaorsr ano Delow
e Lhumi conate 3 il

indertation called the s bos! ; 'hgbhmﬂnnm-ﬂnmﬁ-mmim@h
i it i ks o] Eiveass fro m sty Lo g etics this sl

HTRidie! . Presents Analomy *




Ron Lemen's anatomy

DRAW CURVY,
STRONG HIPS’

Learn how to create curvy hips on your
fermale figures, add the pillar of strength to
yvour hercic male characters, and everything
in between with

i ; et’s stop thinking zbout the

ﬁ%FILE hrips 5 a place 10 sit and star
thinking of them as the

1 2 - shoulclers for the kegs. This
wary wee think of the mechamics differently
amd we will design this space based wpan
a functiom thar is greater than juss slering
or reclining. The vound booey is really a
small hlock of bone underneath those
musches and has no esemblance s whas
wit physically see. This is whiy it can be 50
difficule 1o drasy this space withou
miaking it look sttached o the rest of the
by W are going to keolt at the
miechanics of this space, and thie arisic
ahiapes we will need o memarkse to make
this part of the besdy rock salid and
Ineking pood withoue it being caricanared
or carenony. This is a surprsinghy complex
area o get righe, b cmce vou understand
the struetumes, symbols and shapes
needed it an be incredibly fun and add
new characeer 1o your figures

Stop thinking about hips
as a place to sit and start
thinking of them as the
shoulders for the legs ©

w i ™ Presents Anataniy




Draw curvy, strong hips

T

¥ oy T

Thie hip bones are craey contoured shapes
thae as artists we break down inks
rhythims where pessible, This shape
design, or dhythmibcal division of space,
i a shoreut 1o the ot herwise difficul
o translate curves, packets and
transitions the hips oeane,

ac. ik e e i run vetic o
2 aiher. ik o 1 ol 1 S

©6 The bones take
on a shape that

might closely

Plaibng i bandmarks
whire bones sifect Hheskin
iy Rl Ui U fvddieni Lt S
ek o e padeis

Useasar o urckersiared the
Al oriras balwsioeh mali

anve femaln hips whan
s in pralilo ai abalracl,

Fhethimical shapes

»+
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Ron Lemen's anatomy

The pelvis & roughly the beight of the shull
Fronm profile, with the pelvis tipped
forward, it is also close vo the same width
as the skull. 1Fwe urn the skull sldeways b
wortilel Fit snughy between the iliae cresis of
the pelvis. The slaill and the pelvis ame
mosghiby the same height. From the side, the
prrskdem fe that the glureus muscles changs
shape and scale, so these is really o
ahsoluie for judging proportion io work
frcim, This is where we use comparative
meeasuring vofimd another pam of the body
that mezsures up i the wideh 2nd for the
height of the pelbris

Comparmtive meagiring comes from
imense sighe training, or sight size, lnis a
rosd thar requilnes a keen sense of
relationships, 1w elae one thing o
another. [ts away of measuring cme thing
from ancther, a faalprosfion] (o gain an
understand ing of proporcion, Lock @
lemenaicl Mogspot for the video an canedul
msezsiri ng with 2 stick.

Comip o e s Ui Hke
i s v sy ey L
ENSUFE WOUF Dropoeriions
Rl LS RErulng.

“% A foolproof
tool to gain an
understanding
of proportion ™"

Fainding the pebvis in the pillow shape, we
can wtilize the abstractien thythms from
the great irochanter to the neck

salbvousetie, amd fromn the acrmmibon
prisesses 10 the base of the crotch, The
dlivigion betvwesn the two sets of lines
defines the ribcage volume, the lover half

Ll I3-'hﬁ- of the pallow shape designed for the
ek obllques and the pehis,
3 shen ¥ Fraen the side profile the hips ane fund
with 2 circular rhythm tha goes up and
o the iliac orest and doem belosy the
eoaso and cam loop bnea the leg rhythim of
oJUTSIDE Bl the quiadiiceps.
= Wﬁ‘hﬁﬂﬁ tﬁ'llimnr';l:l:.sidﬂ nf.1h|:' hlrli.;. I]:h.ips; |i'.1n
- & oy W OO TIRLREUE YRR Cal fne
f '5?“11 i MECK \ PR e that staris o the shull, goes round the
£ Fiow INTO THE Fheyhmical ine ribcage amd comtimes circling the pelvis

kS , OVT diaiD arning i hgura
£V} 1]

! ; &.Tl E. w*b waner lack
T Dound e THE LB
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imin ihe thigh muscle and back into the
calt muscle. This is cne of the trickier an
whorfums. b it helps find a figume in kess
than seven limes.







Ron Lemen's anatomy

‘i-'hemrrmrﬁnmlauemaslhe Flmfﬁ:rqhzth@ and stabilizes the
outside edge of the knee. The gheeteus medius is ourwalling stabilizer
and assists in the mocaiom of the leg and addction of the kg, The
plisetews maxdmus is the power muscle, rotaring the leg, adducting the
leg, abaliicting the leg and tilting the pehiis.

©4 The legs start from ;"
under the iliac crest, the l
leg muscles are attached
on the bone structure *

¢
WA

Vi

of the body the begs start from below the iliac crest bnx
when we iz cur systementic way, wa place the legs umder the pillowr
swien theyare extended and inzide the pilkow when seared. Bucihe legs
slaart Frlm onaler the alise crest as the leg imascles ane aptached, 2 this
point, o0 the bane strscie, The TFL malkes a rrizngular divisson thaa
is 45 degrees 0 the side and fmom of the hody. The ahs hawe three
planes as do the Obliques. Only mwo of the planes are visible from the
T vhess wiidbe frean the side all three planes ane visible,

THE Tenpng
BIF aM Tap




Draw curvy, strong hips

Mo we understand the skelemon,
* anmomy and muscle struciure of the hips

. s rime: o 2dd skim, Linderstanding hos
akiin pcrs, folds and cresses across he
muiscles anel bome of the hips, 25 the hips
mieree, will give your figune drawing maore
credibiliny and hedp you with your
Irneaginarive amn. 8

Chls
gt erest

Cremars mnd fobds coour
g the Feps anol pedis
ae the bocy mowee

: FLATTRRED / RETEME L
LT “'Fo.,,,,“!l_.
STt D

r"m:l":.'ﬂnpﬂ. gaed

For avary drswieg vou capy fram an pholo o a moded, drirs 1 agaln from memary, Bul seay
the draming after stuchang it for somes time and, rememinering the ssmerience of drawng it
g in Cha sarmae process Used Todow e inial shetcs The mors vou drew from mamany thi
mane yold 2w wslng memory ik than referesc 2. Rubens, Michelarsgedo, Tiepolo, Tickin, the
Alargs ol interiarmural painting, wers man of imaginaian. Gieen, ey uisd madals $o sl op
e Pl S T STUcy Thom, EU Wit this oD wWias Sdecuted thi I o DS o r afd
‘tha painted sketchas smre all thet quided the prirting a0a mferercs . Imagiea memarizing all
T elrirmings oot b v sore el Lssing alsha T e call Dern for insgEration. Draw mits
inken and purpose, remamber the srperkences and the methaods you esed ia approach tham, ‘When you urcerstand the
il b carve § bl Bo tThie old frcte . uredariing sireciune of tha
Faps, renclenng 1L ko bas.
staniar ol DT e paskr.
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Ron Lemen’s anatomy

DRAWING THE
BODY IN MOTION

Make vour figures move with realism by understanding how the body
works, explains the ins and outs of movement...

wery antist has iheir osm .
1
version of 30 rendering | %
sofiwane bn thelr head b, | FILE

without the oormect traindng,
that program will lie dormant |
Wiark om wour 30 musck” by daing
repeared exercises in your mental gym |
- these muscles will baudlel wp and the
camsera, the antist’s mmer wiston, will come
o lifie, Life drawing demands a rich visual |
libwrary, which should b memiorised by |
drasing the same exerchies and muscle | |
|
|
|

D

forims anad rhyehms cver and over again.
These kinds of mental exercise will

assist i iurming vour mental tamera’ an

anvil helprhng wois Inrenpaer how the Biman

miachine works and appears. Resd my |

worcls i this workesh op carefully, oeer [

and v - they describse speci fic martions

a1 e lp vhe informanhon o stck”

the more you revise i [

Tz szt with, Jers look ot bow different | Shoulders,
sections of tHEBody move and bend. ankles and
Dividing the hady inte pans like this fingers...

offers 2 decailed unders: .'Indi“_ll ol b e ki R i & Cherdar aebin

|
- | cambiraneg Mcisn, anlersian
miove; then we can put it all ogether Aok [hory sl sbckscinn, sndlis
|

i Aanad Faps

- =, mred o

| b rehacks T wnils aed

| snkke=x, fingers ared boes, snal he
Faangedl. o' u i Srcu il usiash

I wpen wiroing U Ao sormesthing

| ks @ edthall e h or svingirg

| aterns racked

Circumduction is a circular
motion attributed to parts of the
body that are round in design

w i . Presents Anatoniy




Torso and core

The Bunk or core of the by fleoes, pebencs snd berds bo the side, The
cxoami N s callen rotation o drcumduction, which & usually apphed o bad
s, bul Wi ta U i Al sach vorDelna s i adol and B val painl.

c

The foot

Thu fesst irranLa and
ewrrts Hyou siaiennaed, then
e il el L thie Feod Loda
ol while Bhe s fing
Toad Brings The sider back en
s nomal siance Thedool
o T T & chor s i e L BITL

parts of the ok hat canbe
didfiouli o capiume acuratehy.




Ron Lemen's anatomy

Ak with arything that we ereste from comribute in some sy Sinoe all the abstraction and implied line design, thusi
imagination, it is impontang o first different pants of the body are 2tached tp | making 2 mixch stronger oeerz ] pose.
practise it from life, Looking ar realiny in the movement, there should be some The muscles of the body ang wowen
the: first Instamce belps make a conmecton hythm or parallel relabonship to the | ogether rather like a rope, sothey will
with the imagined images we have in our divection af the priinary action. The | veact toggether 10 an action, and will alu
min«ds. We are 2tempting 1o mimi the rhythim limes and paints of rmdiation tie have 2 spiralling or winding relationship
hman machine and its aoivities driven the entire body wgether through | b each other.
by emnothons, eo i ls good practice oo stam
with reality as your guide. o d}y ;

There are some useful concepis | loeep o rn]E muSdES ﬂf lhE bﬂ are wmren

in mind when imveding figures in action. | together rather like a rope, so they will
First, the eneinge body reacts i the action; | rea‘:l‘_ tﬂgetl‘ler ‘tﬂ an acﬁnn i :

these ls o pare of the body that does moc

Animiation techniques awe fneored inan | should be simple and locse 2nd if you call =
atempt to fiee the mind of the need fior it anfimation, it will no longer be
referengesStarting with simple shapes ekerchhng bBur something more dynamlc
hedps distonmect the arcls fiom the nesd | imihe mind. Change the word and it can

o coinmie details. Aniimation practise I change o pescepliomn %hc fashe.

Treatireg joints asch a5 shoulcers and
sl iz Al prsals ralr Doein hireges
il M o Image from = 7T s
B8 & Dhricl i d Sl Savin,

7

‘s

R Y

& Circumduction is circular, "7 . = — Gl
so the shoulders, wrists, hips,

Sifce circimdisction is cireular, we can clrinwfing avcs from the cutermast point of

L
t_l"le HEC]:( an.d thE Splne can use the shioalders, wiists, hips, the necke the limb that we 2re animating around
. & o and the spine 3s proot padnits for oar the piveg point. Diraw & perfect ellipse,
all act as pl‘ifﬂt leIlt.S & andmations. Treating them like a hinge which conmals the acthon very
inhibats most af the daeumduction, amd specifically. & perspectie exencise will
treating them Like a sweivel allows s a helpwith this: move ashape In space 2nd

three-dimensional space i move amoumnd ohserve hosy the planes relare o each
in. All of these conceps are comtrolled by | ocher by volume, distance and overlap

* I Presents Anatoniy




Draw the body in motion

5. GESTURE DRAWING |

: Aﬁer?mmﬁnﬂem&ﬂﬁr@ mmﬁmméﬁmamﬂ:ﬁg
miechanically, discard the ellipses and metien, ar squish up imo itsell 1o show
m.wmmmwuﬁmgﬁmﬂ aniciparion or coseardice, All ofthese

Times and swlft ©- and S-curves o convey
movement. Also consider the options of
compression and streeching, or squaash
and sirerch as it is knowm in animagion,
This means thinking atout o an obdect

devices were used by Rubens, Tiepolo,
Michelangedo and oaher great masters,
and Morman Rockwell is 2 greas
comtemporary example of how e
exmgperate the human expression. 5+

TR OF
ﬁ-ﬁ.bmrﬂ

Do SHppor s i ™
d l'l]ﬂtlﬂl'l, or gravsby an n inbng bady,

uish
into itself 99
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Ron Lemen's anatomy

“% A combination of sweeping
lines and sturdy straights or
rigid corners helps to create

a more realistic image "=

Erganic frms raturaly hese s
o Nt on of Swoop ng and
sirmighd lres, pred mmies of haed
fachgiss e sarlt, pesnchond Shapses.

Aconmbination of swheeping Enes and | Believalble forms, comvincing textines,
sturcly strmights ar righd corners helps io | optically correct perspective, and with
arears a moie realised, realistic image. In amimazion and movemient. In facr, these

Photashop, import 2 Rubens or | artises cam be considered the fins|

Miche langelo image and paint over the | amimasors, yow are wondering how o

straights. The image geis very rubbery, | bing a wealistic pactuse io life and maloe it

wery amimatesd, not so rezalistic kaoking. | animated withoue lessening the quality of
These amists understocs hosy wbring | the ook, the anises [ have mentioned

soame thing o e ushng colows, with | here are worth investigaing

* i Presents Anatoniy




Draw the body in motion

a -
.'l.ﬂn!hgrl}.rpgqi‘rlrl.hm and mi enl is line e ower and around the forms. [
have included cxamples hes dong in charcoal, all five-mimne skerches. Fachisa
different an an genting a pose the can often feel starc amd birmging i eo fe, or
acding excitement, 10 soinething that we do not e as active. These images ae not
miade up, they are inspined by live models. &

can free you from
reference and
make your mental - e
notes clearer ©° | . AR,
EXERCISES

SErmbch your mantal mskched. Wadching a video, capbare o paee in yeur mind then IF yord hawm mrcess ba a libe drawing cinss, bry these menrcises. Set up your ansel s

Dok dhowm and drisy It To ool the Bose, rewind the vide s d watch again, YU are Standing With vour Beck to tee mdd el oF wouh Can SEt U yolr pad in shothes
dres@ing it on the momant yau wars sismating 1o capiaen. Thisies form of mamory ronmentirely Taks s st much informaticn ag you can, than ga and dews without
skatching. By doing this from acthne maotion, we can confldently go out Inte the real lipoboine bach. This is amorhes way of @xercisiseg memory. Thie Teve Detwenn vlewieg aed
workd and oo The same thirg with Ehe people around us Mental sketching can fres you s ine witean e ineg Ehee mindie! |5 ey short, ane we ko rok nofice that we are workong
g from relerenc; (L can alie make waur mental notes somuch cliearar, and rmaks tsam iz Pty Wi yosd et Ul that lime, vou sre Basing yout mental mosdas
avmilabile for future projects - not just e one wou ane socking on now, wehich will sharpeen wour photographic mesncey, This is an ectremely valushle sxercise,

b "
: PR Presenis Analonny *




Ron Lemen’s anatomy

MASTERING

DRAPERY IN FIGURE

DRAWING

Breaking down clothes into composite
shapes, understanding tension and the
dresses

core shapes of folds,
up figure drawing

PROFILE

=

his is an amalgamation of many different iopics
reganding flds, hos they are formeed, thieir
design and a way of examining and process for
studying thern, All the drawings you see ane
stdies from images found all over the imerner. Sody leads
10 comsstency in your figure drawing, which in mirn leads o
memaisation and them refliex,

@ vervan ectura)

[ 4
~

A
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L'JJ
FifeR, Wesve

r—-1- :

Let's hegin by undersianding material,
sarerial is made wup of fibes craveling in
v directions, laseralhy called the wefi,
il Jongiudinally called the wairp. These
tvrx directions, very mechanical by
design, hielp influence the architecrare of
the fald. The bridge or the link thar
commedts ane fold 1o anether is influenced |
by the warp threads.

Folds are a pipe shaps By naore
althcugh the ones thar spread our wide:
zmal the ones formed by a vight thread
conmd will not appear like a pipe fold, b
by nature thiey are ralling pipe lorms
mvnch Hikee a wave in che oceam thas has
ok vet ourhed

L)
\-_h

When falds switch hack, orhalf lnck cn
themsehees, the ends where the material
waverses back Is called the eve of the fold,
amel has its owwm Fiide billow shape o it
Thiis is caumed by the warp and weh

creasing, inthree spois causing the end 1o

apen ug like a lener T,

The spaces between the papes ane
polygon or triangularlike and can be
mechanical and rigsd, or erganic and
curvilinear, The flaes and the pipes are
conmected together by a ransition or a

| ramip that varies based upon whether i is

e sile or on the botecm, what type af

| matesial, and hese loose or tight the fir of

the chothime.




Drapery and figure drawing

There are several different ty pes of materials, We
wilnt i recognize the special propertics maerial
hexs o s gurface o gemerate stronger ilusions in
aur ant. Highlights on diflerent types of material
are tricky, especially when #t comes 1o
differentiating welver from sille, Imagine a light
sonirce d freceky facing a model wearing a silk shin
and velvet pams. Becavise velvel is imade up of

a bt
Lq[ljlﬂf

surfaeg

We want to recognize the
special properties material
has to generate stronger

illusions in our art

| thouszmds of hains facing upwarnd, the ones Bcing

dimecthy rowwands the ligha absorts che lighe, while the
ames fachng away aot lke rmdimors reflecting the
same light. S0, the centre where the light should be
im nonw dark while the sades of the figure lock 1.
Silk: s rhe opposite. The cemne will shine
birightly, and depending upon the thiead count, the
sl swilll b v o Bessn veflective surface 1o it

emualating a metallic surface. So, 25 we can see, light
will hehaue differenithy across the samse model if
wearing both fabrics.

Cotbon is the least rellective and moave o lews
absorhs the light, This macerial gives us very dull
highlighted edges, Below is a diagram tha gives a
e compaehemsbee explanation for these
materials and ot they seact to light.

Cotton

This is & 2ol Becshsedd rraba ial with
o brwchticnal wenod nnd wam weers
Pefpanahoi aF Lo tha bghl SeeF o, B Fas ne
refiectfon propertie, mx the matte surface
absnits bght, aned socan be ndbanad by
the cobour of the bght sowre,

This ks & glossy surisce
s joaranig b & acal and wan weaa
permenickoy bar o the ‘comman light
sl rei, Thid i Bl o iseive, bul sini
L shaicey spincEs ahsortimare kght
Sl B
syrtace Bke s meialic maleisl.

Velvet

This has & wedtional baze were
bl L vt il B8 wesenr e Th sl
pempendioular bo it 5o the fbres sl Isce
upwands @7 a hisghi Thaen ara
semi-ransparent fibees that sbaedh the
Il a7 D wercke snd i Tlec L ight at tha
egges, Fefectons am controled by e
Tiboran’ choiectess. Trial thas weilad y o slk
b4t sofer,
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Ron Lemen's anatomy

T TDIAPER TOLD

Dmapery widrn has distinct architecture o it
e its conrinuous or mubualar narare. The
seams are caused where the folds oocur and
depending upon the thread size and
numibser of stitch lines, the seams will have
miore or less of an influence on the folds
There are seven fobds types 1o remember,

HALF LOCE F

TIPE
FoLD

~ Spiral fol
#hmulﬁﬂ:dw”tni:lil
n o wespped arn und B form crealn Sheen apim
m"ﬂs.ﬁumdmbynzﬂﬁn}m
rhylhmy as the matenal nlls

! i parribdied
me=s, such ax 8 messy clothes pile, & sorunched scael
if B crufnelid Fandisncfial.

o This b seen inmateeial that tumes badan
el Mab-locks orcurm elows knees aed the
Fips wahem ihese parts ol the body are bent and
‘rrvnn forms at the oint,

THNERT FOLD

- Dwrop fold

~ Theoanlookpnmeity muchibe n pee okl
o L b e ad g i, (RO M Wit Qrarvily

Anwwerk: the lioon Bs found in by Tebrics, such
2 formaldresses and curtare.

* TR . Presents Anatoniy




Diapery is infhenced by what is undemmeath ic The body influences e
cleehing by mutting temsion on the 2ctive side of the mation, while the other
side of the limb, or the wrailing side of the action, is the slack side

Tension folds

I the diagram shcweng fhe seated
RS, e PR aed tha bnsa Polds e
rrasor poinis af benaior, This back of the
himets anad the andering shcke of thee pobs ana
B sk mide of the trossmers. wheee the
e i gtk el the most erome
pipesocaur The slack s is made un of
e kel o) from tha lens siaal
B trowme, thus S bres of influence
i 1 the oreion.

Slack folds

T izl escarmphe & wnmalidin
speshoth atrest e puled un. Pulled
o thasem @i 3 fow Tk thal aee caesend
vy ahe el bosy o the ridge musoes
influencing e surface, bul nothing tao
sign fic ek or derneeoking by desion,
WPsn oFarAly 1kes cver, Wi e all morls
of miereatng o usters of materal sadich
Bk el ot e B e ng th of tha
A with mrenm | mera half-lncko wethin
A AT Brodm U shivd i 1hifn 9
meueral chop fokds descencing iros sneel
Sachien unfl U irela i o Bainches o ol
S plbow,

Combined folds

Hans S ik Lhal s iswaalshrl, Galy

e | havae drmam |Lin s seouence of thes
i L dlhew e Dranretanr it ior Lakifeg
pace aroured e sl D 1o e deras
i & U o L, it & ko & waiiahil

atarinuled bo 1 the matertsl fals ouickly bo the

ifrhacke & thas el and ad B S Nics

further, mone | bdsters aro first

Ba hid ik i, Ml b desiry Mics alarLa with
apeimary fnid thal bal-ocks, thensecondany
ks Trervre, e ob pasneching wpson ihis bypa of
rraale s and the 1 of the diothing wil
claterming b mresy £ ira ofioks ard b
denan the pipns become ax theydorm,

Drapery and figure drawing .

> The sleeves are

® curvilinear enough to
define the cross contour

of the arms

Dirapery is one af the elements
thiat helps defime the volume of
thie body withow need ing any
viahee. The linear nature of the
maieriz| is 2 perfect cross comiour
o thie cylimder forms of our hiod v,
Whither it 1s a sheeve, a collar, the
wiist, the leg {shores), the ankle,
the cross comiour we drms or the
elliper as a drane thoough, will
hielp define the body mass and
prve believability wo the drapery
‘on’ the figume.

This trench cos is a great example
of the ¢llipgical nature of the collar
and the oo of the oo, Mose
b the deeves, while full of
zigyzag Inlds, are curvilinear
encugh eo define the cmss

oom ey of the arms giving them
e visual welght.
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Ron Lemen's anatomy

Mirsele Tt

-

| b ; '_ = & rred alag 1s
R A Bzgpy clothing has 50 many variables invalved tha t_:; r%.'ru'l. e i-al'l'l""l e
easy no hose the figue in the noise wery quickhy A ',;ﬁ:'?gﬂ- .
Remembering thas the flat pars berween the pipes ae . _"::"

pressing against the bady, we have twe dsting contours
o the cutside of the beddy to think aboae, The: contour
of the: by, and the contgar of the maximom widrh

the clothing cam expand o o, These comtors rave] B

wp the Jength of the by or sigh the Do of the leps. hﬁﬂ r

Also keep in mind that because baggy clothes are not SLETHES

phatographically goomed i look phoographicalty FEQMEE RORE
| pleasing, the folds will appear o of concrel, T "EH”_E,TEMLLM-—

embellish am the deslgn vse cross oomour lines acioss AREANTETION

the pants fiam ane leg to the ather, canying the
rhythim of one setof folds imo the next, visualhy tying
all the nodse wagether ino a patem,

7. RHYTHMICAL MOVEMENT ~3 4 1like to

The hody in motion s very tricky. [ likein | sequence provided we can see whese the r?feren!:e
reference widen, and like & detective, [like | tension poines affect the surface and how Vld'Eﬂ l]ke a

o eeamiine photos and declde wha ype 1 e vadkating folds poine a1 the tenshon i &
ol mation might be taking place by poanis generating the fald. 1 the body s dEtEC[lFE -
watching howe the folds meere over the | in flight or working against hezvy wind
hody as an action occurs, | resistance, the material over the bcvchy wirill
Depending upon thie mamre of the | flicker over it like a flag waving im the
rcrvernent, the fobds sl both reactvohe | wind, o like winves crashing up onno the
tension points foacing the matesial wo shore, alathe back of the body.
siress with the action, and flosw behind These three different images show hme =

like: a smobee trail, 1 the body is tuckad in different folds react w different types of
tghuly like a shaeboarder spinning a 540 | body moserments These are deslgned
degres stune, the fobds will all compress e | with the folds reduced to simple line
the centre of gravity amd madiaee ounwarnd pathways to describe the spiral or linear
from ihas i IFthe body carmwheels, mcrrement of the folds around, down or
the foilids will flosw across the bady in thie ctwarnd from thie core of the action
direction of the foree of action.

The hody moving in a straigha line will
produce folds thar el from the froms of
thie body iothe back of the body. [n the

* i . Presents Anatoniy




T g R o e
A PROCE

| start my images for this dmapery
wwlkshop with 2 wemplace, than is o
say, I sram with a mannequin undes
all the drapery It helps me decide
ipan hase much radiation the
cloahing has asway from the bady
and huoawr 1o et the folds o flosw
widh o cleseribe the action wnder
the matenal. Whether male or
fiermale, single laver of cloehing o
layered drapery, the process begins
with the mannequin.

Mext [ locase the imass of Lhe

cleehing, or how much s
maximaEm expansien s and rie as
much of the body space relased wo
thae garment with these guices as 1

| A It i bl drawing an inflazed

manneguin cwer the top of the

| privnary body.

O diop of this new shape design |
work on fincing the lension points
and the slack areas, or the areas
where the marerial will radkare from
o B 1 ook for 2oy traversng lines
theat imight pass thaough mone than

| one Emb and tie them tngether viz

—_ = -

the shogrhm line, [ ook for any

r2al faticm fm the folds and push thar
dynarmie as msch as possable Lo
make the pose really active 2nd
livehy. | ory covering every direciion [

| cam, Jater eliminating any cournter

rhythimical limes or at beast oy to tie

Drapery and figure drawing .

B

them backs inito the higger mesh |
anmy weaving,

The Fineal seage can be fonamd in
oimbe af o winys: The ourlines serve
as one edge, or the centre ling, fin
the pipes that will be drawn over
the surface ro desoribs the volums
of the fold and the surface distortion
regjuined for the type of material we
ame drawing.

The: other approach is e use the
shadoss parterns and map ool thelr
triangular designs aver the action
rhvthims; what you might see versus
what you imerprer mighs be wery
different due 1o pushing the deshzn
fow the sake of the drmwing. These
patteris will be alesed o better the
design of the image by either
enhancing the underhding
mcrsement o by showing offwhan
wionrhd norrmally be an obsorned
part af the body.

9 ARMOR UP_

Haid surfaces are alsn inchuded whin we dress 1 the Tiguie, We imuse
remember b tale advaniage of ee cross condonrs of the mederials and
1o Bremd ehe lines @ lietle i thee perspective or the direction the volame
s wravelling acvess the Body This sl ensare o confusion e the
viewer and belp ‘maximise’ the mass of the fgure draven, This draswing
isn't realistic b feels believable because it follows the rules.
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Ron Lemen’s anatomy

HOW TO DRAW
IMAGINED FIGURES

explains how memorising, observation and structures of
composition will help you take your anatomy knowledge a step further

Lk il e g and Comemursca g e alruciunek |

that iR i ey thir il help you §
S CALE e irdaan wA LR prus s

Lt uis Joses an 2 pwroscesa fior putiing
fopet ber a figiane from life oo foom
reference, such as 2 photn, then mowing
away from the oxiginal reference point
Finally | will explain how o drae a
figuive frain memory and make it
thy thmically animated

[ am scryomring the process in this
sy becawse | ofien read abaout hosy o
ereabe an image, bt nod about ho o
make decisions an the processes of
drawing and sxacuring an image
Instenid, the foous bs iswally on the
jonrrmew from thumbnail o
finished image. This tstorial will
Jpsck 2t oy B0 COSErLIC! YOAKT
drawings, and whar skills 1o
practice o strengihen your crafi

* TR . Presents Anatony

| wvendrmdirg, mmidarcd
brrathy, bo keen poue Jiees dh

%FILE

Lo o loase pagandcs M thm

b

1t is old, realhy old: we ae
tapping inte a univensal
language, This bs a visual
lamguape that can be
undersinnd by others with whom we do
nal share 3 comumon g, We take
advaneage of this lamguage through sligns

Adl the technigues used now by artisis
fior dranwringg the Figure will have their
| woots imobd, dme-tested comcepis, O
| shape-swapping method, for example
drawing a bowling pin for a forearm, 2
| hilock for a hip and s farh - is nothing
new, While the symbols may be newer,

Art is a visual language that can be
understood by others with whom we
do not share a common tongue

symbals and athet nypes of graphic
eoimmitimlcation, often suboonschoushy
The systems of art are ancient. The

Eeilly method and the shape method, for |
instance, bhoth dase back oo ar beast the

ffteenth centinry, and mwo sotable names
in the history of art - Villard De
Honmecmart and Luca Cambiass
used honh of these concepes v grear effieo

thiese comcepis are nothing mose than a

simplified means i convincingly adhieve

a diffseuibt emd resu b,
If you can master the methods thae

| have stood the test of time amd have been
used by the great mastens thnoughous the
himstry af ar, you will then be able
communicate with the clarity amd verve

| that they did

hve

| comnsdider the process of diswing oo be
sirmilar 1o baeathing - inhaling and
exhaling. 2 hack and forth effore. When
drafiing, the mosemsent is fiom loose |
wor tghe, o gestural vo anahpical and
back again. The poocess of diawiing
evches inseveral stages: the gesture
(loose], constrooioen (tight), coneour
[boose], notan (right), gradation
{loose), anmd accenthighlghe {dgh).
This process can then be broken
dowwm intae maoe slages - santing with
the comstracnien and the notans/|
pradations per degree of scale, arthe
briggest shapes First, then working down |
into medinm shapes and Anally ending
with the smallest shapes - what most
woulld call details

ITiks fe thie procesa | s forstsdying
from life or working from a photo, [ you
were b watch mee worde, you'd notice that
| shift aroumd berween stages and
| methods as | drasy, bun thar'’s becanss
I am extremely combartable with these
proresses nowe = 2nid once you have totalhy
massered them oo, you can choose the
meethads that work best for yon

Sorarher than kabelling and findshing
each step in a deliberate manner, [ am
mire able to react’ - | am exploring mone
immed iate methods. that can elimingte all
the steps once they have been masiered
Take as much time as vou need (0 maste
the stages, make them 25 inbuitive 2
possible, and then forget them in order i
miake grear, esponsfie images




Construction

T oo I o shage
T By i v vl i i o i
ol the srticks so.tar i this
pus: it vy rmaschanecal,
meazurable snd sasy Lo sher
whasn kepl e iliroa: This
stage coreers ol the: nom s ks
i ths bocky and B
retstinnships (o ench obrer,
tha ruscli mases wecd hos
trary Thres and weave bogether,
aarad lerres lemoring ivvses.

Motan

Heotan s Janarcn for
e eaneinl o bightl s dark
Th= siage sel=up hoe bright
B armbon o light weureo i
b0 wour moded - e darirs the
Tt Carses o tha absad s, and
the brighder the bght The
L shauld wll o ket e
som undi | ol the shaded
gracig hara Bl
desgred, bafanced and
st L e i

Highlights
The accerds and
sty clarknat and
Bgphbas b wan s b i pd e,
Thi: ughbght = the highast
eedgn Macing the light and tha
ncrenk e asually s ooocusion
£ i ok e, not
recefang dirnck or ndmet
Nght ol wasaily decp haloms
nr ronkact ponts belween
Dt o Mo e S g, | v
green B e porteet esmples
i @ clnse-up ook at the
hghights and acrents, B
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Ron Lemen's anatomy

T e anwary Fromm nederences, we
b need exercises to help understand
1hee SCEnE YOU WARD B0 CAPIUTE. A% 3
portaln painter | prefer live referemce,
bt 1 dhon'’t alwwiays get the haxury. As an
ilhastrztor | prefer ret (o use reference,
becanse | am nod capruring the same
atillness kn time, The practhces are
alifferent bt the resilis in the end shoukl

We I

.. To move away from references,
d exercises to understand
e you want to capture =

be similar: a living, breathing surface. It is
all an 2tempt at suspension of
dishelief, 1 rake the viewer sway and
corwince thern this moment bs real.
Tin chis thiis, seference w only 2 pant
of the picture, the rest has 1o be
"felt’ - does it “feel” right when
youl lock a1 le? The feeling b=
sone thing deep inside that stirs

vy semses im0 belleving
whiat it sees is really
happening. Rubens was one
of the masters of this, as were '8
Glambarisa Tiepolo, Dean
Cosrvwell and Morman
Rockowell, among many
cehiers. These arrists Tvented'
thedr paintings while using
liwing Imspiravion as the basls for
thedr ereations. This applies b
both Figures and to portrits, and
I have provided several of each
rype as examples. These are all
Froem lide, of conase.

-
&/
=/

T bireake ey Fromm using references, you
e o tinderstanad drawing from L.
Yo boakap you take in information, you
Tosoks o, wous reimember, and you react
[ oot owhae poa chought you saw
This i% remmorisation. You ae already
daing it, bz it's just that the time between
lopking and curpurring, is so shore that it
goes nnnoticed.

Presents Anatomy

Cmee you hawe tied rhe methiod |
times, test poursell further: set up aid
draw from one pesition then, when yon
g homme thae nigh, stare the drasving
again, this time entirely from memoryg
Reeall as much as yom can from the image
wa created eadier. The miore yo do this,
the more you will remembser - thisis a
e le you ave Aouvating, ol A concepl

o 1 test ks, set your pad up |
amother part of the roim from Yo
mide], or in another room. Firel a spot in
e Fooim v fvour as vour view, take in
wihiatyou can, them go and diasy e As you
learn i 1o refain infeamation for longer
pericds of ime, distance yourself further
angl fureher From the reference 1 hold
onis that dara longer.

!




*& A good memory exercise is
to sketch from life and flip the

[
image, from what you see e e
L #‘-l g I BN trchnicpes imvchass
& ek - = i} For AL ywesr el Tin
= A drwareg thaes
ook | e Troam tha
nEW iramart

—

' 4
MEWORIZE 3

- WIDTHS | HEAGHTS

~MATOR EHYTHMS

—HinoR, BHUTHMS
ACLENT RAUTHMS

— WEEGHT TIsTRIBuTION

— FooT ORIENTATIOW )

— FILLOW DYNAMICS

o E——

_!.h— ——

, e Y

£ U'I

A paod memory exerclse o akerch from |
life anel flip the image from what you see. artaching both heels and another line
The reversed image can then be checked artaching either big toes or little toes.

and cormected vsing a mimmar, Any skerch Redraw the circle and mark vour position
done from mermory thar you can then on it front and centre, and ed rae the
cimm e with 2 reference s vseful for mterior information of the clecle with
correcting your uclgment and shampening | meganls ta your new position. This will
be the information motated fram where

four quadramis amd then dias a line -

FOur mEmaory. !
Ancaher exercise thae [ like 1o give 10 | woul Fivst stared,
=y atudenis s the roaming camera | Moww, smariing with thythim and loose
sechnicues. E3t in 2 rooan in one position | serildbles af some kind, gesture aut the

&4 Compare a sketch done from memory with the
initial reference to help correct your judgment “*
o the model, Mow imaging a cirche drawn | figure thinking of the pillosw-shaped com

arcund the model om the oo this s the amd its b and sireached sades. Think
cinmera track. Make a nate afl swhens you abvorim the Nk amd the clinder forms

are on that circle with 2 hash mar: i | they make when simplified. Gestiire in
indicase your location — it shaubd be axthe | thie pose from this new pesition, and then
frome cemcre of the clicle. comipars the new drawing with the

O ehae same civcle, place a second | ariginal one. D chey feel Hke they both
marlk in a different place on the circle belang ta the saime 360-degres view? [s
this will be where vou sit baryour second | the balance correct? |5 the weighting
drawing. From the original position, set correct? Are the Timvbs conmect o che
up a grid in che chcle dividing leinio | acrion, er did ot peverse them?

Lu.:
bl
{vE P . Presents Analomy *
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Ron Lemen's anatomy

o 4 ] L In addition to the gircle cn the foon, we camebevate or lower our view with 2 circle
=iz D rdw an lmaglnar}i' Sphem drawn all the wng'al v the meded, a0 amy dissance, This cincle is really a sphere, and
Ell‘ﬂUIld t_l-lE Sl_lbjEE[, ﬂnd just as jusst as swith o plvonrocatiomn dkag ams, you will use the |_|'|-:-d.el a5 the pivor. Rotare the
. 2 2 camena’ amywhere around the madel, and project a come froam the vartal camera’s lens
W]_tl"l Our plvﬂqmlatlﬂn 1o determine what you will be viewing, [n addition 1o the camen, you can also do this

with your Fight source; alver the position of the lighting on the model. and praciise vour

& . &
dlagfams, Fnu WIII use the lighting iovention. In 2w, we are construoting from memony a vimual 30 space in our
baain. This isswhat it means bo have an active imagination and a photegraphse mermony.

-
deEl as t.h.E' plvﬂt - Yo are nod just MEmorising an insance, Y0 A memoising an emise moment, scene

“THE CIRCLE 1S
REALLY A
KHeRE

Romare

A GHT

MEgNIreg wour subpectina sphere, s
i s n g il “Carruera” o Tght™ at

craang &30 aacn B yedr brary, and i
an Esbremety useil bEchninue bo pracise
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This last technique will be nsehal for
those ofyou who ane mmying io 1k your
com posbtone toget her beteer

The Reilly Abstraction, which we have
discussed previoasly, is actzlly a part of a
bagger concepr. To constmuct or ‘abseract’
an frnage through the use of Tmpdled
rhvthums that link o one anothes,
wezving a larger tapesity of information
et e, & a pncess thae oomes from the
ancient are of rapestries, an exoremely
techinbcal artform thed together with
hidden geometry and cainplex
caloulations, This artfeam was at #ts heigha
in the Renaissance, and Pever Manl Rubens
I a grear example of this rech nbgue as he
mastered all the grid struchmes, fiom
musical in mathematical, and applied
them all in some way or anat e,

Thez figure abatracton bes ingether the
Coninu s of Exianors in e narions,
w=ing Impdl e hythms o bnk the
ebemenis ol & com paton g e

Sty Ineemtbom wiithyhis nugoodal s v pie
wout 4 litile tastgll the technicue of
drawing with absiractions = it wonald iake
awhaode sevics of articks dedicaied solely
1o thils comcep o get this absact ioolser
o really mean something [ leae you
with this because [ want you o think
harder about the piciures yo malke, and
what they are really crying 1o say. [ wang 1o
offer you a set of iools and them ghae you

Drawing from imagination

Your canvas is 2 sacred square,
designad in an ancient raxio thar has ideal
diwisioma bkl o it seich regands o the
connens and their distance 1o each other
The greaz Benaissance painters obsessed

o these grids and sirsciures: i is licde
| woander that we mare overiheir
| palnimgs. SITomire Was so imporiant
| that details such as the momber of blades
of grass, and their criemation in regards
o pther elements, would be carefully
worhed our,

The fguive abstraction is a tipping paint
foryour understanding of this great 1oal.

.

| It ties rogether the comeours or exterions iy |

—t

| thie imleriors, om shadow patterns o

anargmical melaienships and back and
fzth berween all of these elements.
Thee: o yoan engage in this practice,

& Our canvas is a sacred
' square, designed in a ratio with
ideal divisions built into it

thie e yeoan sl see i im everything,
everywhere. [Eis like a magical matiz,
which ix 2nother name o the gridding
process of painting

hr_ﬁ ,\ O/ u el

 The fact is that making pictures is
not easy. It is a science, and it requires
a lot of learning and practise

the chamce to test them o, throw them
against the wall, siomp om them, and
e them right or wrong, The fact is thae
making pictures is nor casy, Ieis a science,
and I requines a kot of leaming and

practize. [¢is part sport, part philosophy;
I the more vou ane mware of what goes
into your craht, the more vyl push
vourself and the beer wour work sill
become ag a resulr.

FTEne! . Presents Anatomy *







& Wil a8 being a , 4 o
leading concapl artist, | CJ (F: i

E &£
Chris Legaspi alse nuns F

thie Fresh Deslgnear o/ 4
website, devoting his iF A
time to sharing | | 4 !
rechnigues for better | \ 5 *
figure drawing. | ) \.

WOTkSh“gw

Improve your figure

Leammrender ure drawi
. “ \ with realistic andﬁghade e

= Creating the feeling of light and
shade, and doing it well, can have a
profound effect on the viewer

Chris Legaspi, page 70
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Figure drawing techniques

PART ONE

DRAWING GESTURE

AND MOTION

Excellent figure drawing is a vital skill for any artist.
Chris Legaspi shares some technigques and tips for
creating powerful and dynamic figures

WORKSHOP FILES

wiwwe bt hiFe-gestuns

esturrecan be defined 2 the
thise, action, intent or life
fiwce thian diives the prse of
the: flgure. In other words,
gestune is the action af the pose, “What is
the figure doing? " is the key question the
artisr must answer for the viewer,

I figure drawing, pestures serves 1o
give oner Figranes life and movement, even
in a still, two-dimensicmzl drawing.
Eecause of this, we mus) ghee gesture
primary comsiderariom iFwe want oar
Figures 1o oo alive:

* I Presents Anataniy

Gestuire s nit nly the first eoncept ar
idez to consider in Figure drswing, but it is
alse the inizial step - the comersions
Froam which an ariles can bulkd thelr
image. Therefone, the foandstion of all
grezi figune drnwings is gesture!

I this woakeshiop, 1will share somse
almiple and elegant sirateghes for
undersanding and mastering this crigical
first step in fagure drawing. These will noe
only 2dd movement and Flzir boyour
Fignres b will also bring your drawings
1o Jife, Let's get sraned?




Drawing gesture and motion

1. HOW TO OBSERVE §

Firsa, pm.u:a.nd takea e mryommeends g simply
abserve. Ohserve the head and worso Mete the
curcanre of the spine, the dirgction of the model s
gaze, the dissribarion of welght, and the divecion
the limlbs ave pointing in. Since gestuse is the thnst
araction of the pose, the key question 1o ask
voursellis: “What is the mode] deing? ™ Learning
oy 1o see praperly Is key o unlocking the

cim plexities of figiive d rawing,

2 KNOW THE |
T ANDMARKS

Landmarks are ley points on the bady
thar [ use i measure, conseract or keare
caher key points of amamomy. Some of the
kew landrmarks 1 use 2re: the pit of the
meck, the prinis of the shonlder hones,
the bt oof the mibcage, the iliac crest
[peaks of hip Bone), the Bonom of the
crotch, the kneecaps, ankles and big toes,
the seventh cervical vertebmae [upper
back). the scapulae [shoulder hlades).
and thee sacrum (ofien seen from behind
a8 v Brack dimiples).

2 THE LONG AXIS
@ ACTION LINE

The Reilly heth od brealcs dovm feure
drasring ineo lines, gestares and forms,
and vses lines represent the axis or
directaon of the major foring, aned express

| the action of the figue. To diaw the

| actiom of the pose, first | Incate the long
| axds, The long axis, or action fine, isthe
1

| Jongest uninrerrupted line that mns

| either through the form or at the edge of
| it I ke to make the long axis or action

lime as hong and fluid 25 possible, Every

| form, even the smallest, has a long axis.

4. RHYTHMS 4
OF THE BODY

Rherhms are the natural Aoew of anatemy
that mms thaoogh the body, For example,
a line drasen ficm the pacof the neck e
the erotch is the centreline thythm. These
are also rhythms that ron frem the neck
e the hip, Just like knossing b i look
fow ey lansd marks, [ use dhogthims as
anether fool o locste key anabomy,
emphasise the gesture and lengthen the
action line, which adds asense of
mowement and bellevabiling

P! . Presents Anatomy *




Figure drawing techniques

@6 Exaggerate
the areas that
bulge out when
resting on a
ground plane ©%

Gesture is dzﬁn.ed as movement along the foom. For example, a]l.lu.-'

drawn fromn the chin dowen eo the pelvis is gesture, Strichre & also
gesture or movemene, bt i is mosement across or over forms, For

ﬂ-:am,pk 2 limee drawn from the righe anmpd oo Jefi slde of the riks ls
strictuse. Recause gestiine is Fhiid and moves,

strxcture gives us solidity, form and
balance by creating a container for
the fluld nanire of the body o

army living forim.

I ﬁ'nelnlhr conly maks three
types of marks: sraighis,
C-curves, and S-curves. Even
though straighe lines generally
don’t existin organic fprms,

| likee: Lishngg ehieim b messiire,
o show weight amd the feeling
of speed. Cocunves are
everywhere in the body;
around B per cent af the
marks | make in figiare

drawing will be C-curves. i r Ty add :.?:nr'\wighl and gravity, [ like
Serurves. e when two h i o exaggerale the gesture of cenain forms.

For examiple. instead of 3 using a strasght
Time o ehe weelghi-bearing leg, [will
slightly bend it imwvand which makes the
eorso feel really heavy. | also like i
exagrerae the areas thar bulge om when

resting om a ground plane - for example,
the buittocks am a chairor Fa around
thie mid-section are great for increasing
the sense of weight

Cagurves are joined wogether, _—
anvd B also Kot as 3 twist \,
S-curves are great for long,
Muic] acticn lines and
indicating movement

®

The Inr:n is :||J1|1|:|r|.r.m o consider hecause 5 Liﬂ.'lf Im'p;rm
midss of the buman body, and all of the Fimbs originane
frcom b Thee porso also s v key bone strociwires - the
tibicage anc the hiphone — which drive and dicase the
movement of the limhs. When draswing a figure, [ first
afiserve how the torso is bending; either lorwarnds, back or
sideways. Ohserving where it bends or streiches is the firs
place [ ook g0 bocare the Jong axls

* I Presents Anataniy




Contrapposto is an Dalian woud that
means ‘sppesite” ar tounterpose. It is
caused when bodysweight is distribaoned
umevenhy, which cavses the angle of the
Hips o oppese o oumter’ the angle of
the shoulders. [ use contrappasto to add a
dymamic tension o a elaxed, realistic
feeling. | also use comrappesio as a ool
i locate either the angle af the hips oo
ithe shoulders when one or the oéher is
hidden firom view,

66 Use silhouettes
to design the big
shapes that
emphasise the
pose’s action “%

E 10 RELATE TO
B TIHE HEAD

The Reilly Method suggests starting with
known quantities, such a5 where the
head i In relathon tothe rest af the body:
1 o juist relate o the head with the
long axis, but a2lse iy o relate every part
o action hack to the: hiead, | connsso
everything, from the hips and arms 1o
fimgers and wes. Since thought precedes
aciiom, this is a great toold for adding an
extra lzyer of life and believahility. [alo
use this comceps 1o measure and design
slmipler, bolder shapes.

Drawing gesture and motion

Life drawing
D Troen [He as misch
anpoaiible. The meot
ichaal sarting for this Ga

hgqure dryming workson

wiith & B iriedal, I

Pl T rad’ o Jifie,

Silhouette is the auter afthe figue
urlﬁrm_ltiil:ltvisualmlhnt;rm
takes up in a pioure plane. | ose
sillousette 10 design g ghapes thar
emphasse the action of the pose. Foo
example, a triangular shape can add
stahilig weight or a powerful upseard
thst, |l vse shhouette o ghee the
viewer an instant ‘e’ as 1o what the
figure is doing,

Theere are many ways 1 draw gestures and
figures. | was tmined in and use the Reilly
tdethiod, which uses a ot of fhthmic
limes and absract shapes to desian amd
construct the figure Same antists like
srquiggly, calligrmphic lines. Some anists
Tk 1o use tome, There is no right or wiong
way o draw the humean Rody — Lsay learn
all the methods and choose whar works
best for you amd the pose. 8
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Figure drawing techniques

LIGHT AND FORM
SKETCHING

: %Fl !
couwtris |

s bt B/ e-Anht

* i . Presents Anatoniy

Creating the illusion of light, shade and
form is a powerful tool. Chris Legaspi
shares some strategies for creating
beautiful and believable lighting

A0 ight is how v see forms, and

; -i-- how we see our workd;
1 shadow is the absence
af light, Where light and
shiadow meet iz wherne the human mind
Inierpaers a form. Becanse this
phenoimenon resonates so deeply in the
humian mind, creating the feeling of light
and shade, and doing it well. can have
profound effecn on the vlewer,

T the natural sokd the effect of g
and shadmer is a very weal, three
dimensicnzl phenamenon. An antist
can onby creae the illusion of light and
ahiadow because of the lmbarons of our

meedivm and marerials, This is especialby
e when we are dealing with a flat,
two-dimmensional pictre plane.

Eecause light is sich a massive and
impaortant subject, | hae anempred o
highlght a few of the principles relased
£ Figuive drwing. [will first atiempd o
show howw light and shadow wark, and
then shionw some strategies thar can be
applied v fgure drayimg from Hie and
drawing From i aginacomn,

These principles and strategies will help
e make yoar forms and figures feel solid,
three-dimensional, and add a layer of
Brelievabilivg so bet's pet stared!




©4 Where light and shadow
meet is where the human
mind interprets a form °*

1 YDUR FIRST F’RIDRITY :

\'u'hcrl IE lhrlgl‘ilrlam my firsi priority i i0 separmie Iqhi
© andsh ask myself, “Whar is in Fighi, amed whar is in shadea? ™ A
§ thiese are the Doportant questions | wam ansser fon the viewer, | ke
f 11 © te first observe the direction of the light 2nad then saquint i help find
r E 4 {orintersection). Then | lile to Ly down a light to mednim
e tone on the shadows to give them clear separmicn. e

I'::H'!ii Presents Anatomy *




principle that deseribes
o the surface 2

Torm reacis g li
sontrce. How much lighe
ain ohject or ares reoeies
depends on the varying
degree o which planes
face the light. Innserseby,
how dark an ohjeot or
area i depends on the
degree to which the
planes turn away from
Thgha, I aloopder rerms, 2
change in valise means a

Figure drawing techniques

exch

shapes

Wil pefers 1o how Hght or dark
soanething is, and is often measured on a
scale numbered From 100 {or 0210}, In
this model, the numbss | epresents
elther pure white for black), and nember
10 epresents the inverse [either pune

iRune has a clearly defined shape or silhowetie, light and ihadwpurtrm ‘_
| alen hm-{'lhtnmshapﬁ‘lhﬂlgh amd shadinw shapes, and their relmionships 1o
the slewer away o quickhy idenelfy form. In face, | ke o se shadion
clesign element. As we'll s fager in this workshop, shados shapes can belp
o define form and even add gesture and meovemend.

B 4. VALUES AND THE VALUE RANGE

Bk orwhie). In between these two
these is an infinme range of valses,
expecially when abserving nabhume b
becase of limuations of med o amed
materiaks, it is not possible we have an

Infimite range of values as narare does.

Using clearty delirediight
ancd shachs shuspes Faip ths

&5 In between 9
pure black and
pure white there
is an infinite
rapge of values °*

5. PLACEMENT
B THEREY:

- - -
Becaise it is impossibli (and impractical |
e remdn an infindne vabie range, | foous
an v hises relate i each other. Tos
example, a &5, midvahe tone on the
vahse scale can look really dark nesi v
pure white, The same #5 grey can also
Roarbt seally bright sistrounded by e
black. Knowing whas values to use, and
where to place them i how | oreare the
Mlhusdom of 2 full vale scale.




Mussigning one value for light and ane
walue lor shadow is the First value
jsdgmenpl fake. | often use the whine of
the paper ds the value of the Hght shape
atvd a mednnin wone 2 the value of the
shadow shape. Simplifying things 1o enly
rwir values makes a clear and poserful
staterment than | always sorine o maimain
throughout the renderting process, even
when adding more values. The ley is 1o
stay within the established valoe range

» Edge describes
how quickly the
planes of a form

turn away from
the light

Edgie desscribes o quick by the planes of & form
o vy from the Hghe, amd bs defined using a
rargge foomm soft, g firm, 1o bard. The human faom
has multiple edges, especially in the jodmis. An
ohjert’s surface material and the intensiey of the
light camalso affect the qualiey of the edge. Im the:
sarne way that I limi my vahees, 1 ke v Hmde ny
edges as well and focus on good relmionships.

Sofredaes [aka Tost edges) indicase a slow, gradual

| movement away from the lighe, Any round or epe-

like fopmm fin be describedd perfectly with sode edges. |

For exzmple, [ like to use soft edges on round,
fleshy pars of the bady like the laseocks, the far of
thee chieeks, o the mean of the thighs, Sofi edges can

| also be wsed to blur an asea wo ereate the illasson af

atmosphene and depth.

{1

Light and form

f4

Sirrplifying thing & 18 o Canswalu il i
& lear s poveerful| statement about foem

| Hard edges (ako known as orisp’ o sharp” edges)

I brare a rapld plase change. For example, the
conmer ol a ko or table can be deseribed with 2
strmight, hard edge. With the excepiion of cast
shadows [see below), sharp edges gencrally don’
exial i oagande forme, so proceed swith cadtion,

[ like 10 e hared ediges for evmphiasis, oo add

! dramaeic contrast eo the shadow pattern.

FTEine! . Presents Anatomy




Figure drawing techniques

Firin edges lie someshens between the extiemes  »
of soft and hand edges. Used properhy, they can
describe either rapid or gradual plane
changgs. Becanse of theirversatilivg [ often
start ry rendering with firm edges and then %
adjuist 2nd vefine accoadingly by either :
softening ar hawtening depending on the foom
bing modslled, [ use firm edges mosthy for coe
ehead e (see below), especially when they fall on
harder surfaces like bone oo defined muscle

©4 1 use firm edges mostly for core
shadows, especially when they fall on
harder surfaces like bone or muscle ©

P 'l.'t:'hfrl.!ig_ht:ui}u-;;.n ohjent, a varying ange of tones i I':
A E created that descritses hiow igha Balls and ransitions o
¢ shadow, These varving somes are ofien referred 1o as:
highlight, lighn, halfione, rerminaecn shaclow, cone shad oy,
reflected Bght {aka "bounce light'), ooclusion shados and
cast shadow, [ames Gumey referred to this as ‘the form

pringiple] beravse ideneifving and understanding how
these tones velare b5 vinal o rendering 2 form,

* WP Presents Anatomy .




15, A NOTE ON_
BOUNCE LIGHT

H.Eﬂunuﬁ ligghe, or Beuned light' ILI:H’.':I'IBﬂ
mwlhnl:msuﬁmarh} surfaces
and nito the shadow, Because
Bronarsce ligha appears relatheely bright
commpared with the shadow, a common
mistake i5 1o meke it brighter than it & -
which kills the illusion of light, shad o
ame o, | abways use canthon with
boisce light bo maintain the integrity of
the value sitaciure. When in doshe, keep
| itddark or beass i ou,

 The conshadow lies a the bordes, or imersection, of Fight and sh.ld#w
Viale-wise, the core tends to be much darker than the shadow because
it s ot af?lﬂ by reflected lighe. [often begin the cose with a finm
edge and then safien as needed when tmnsitioning io roun eshier
paris of anatomy, By simphy darkening the core, | can quickly are
reflected light and heighien the fecling of 2 three-dimensiomal fonm

';rnn'!:hadrmu:nmm{ when a form
compietely blocks direct light, which 'Y
profects oo cases a sblhonsette of shadow,
Az a general rule, hawd, erisp edges are
best for indicating cast shadows. The onby
eacgpeions are when lighe is diffused or
s father sy, | Hke vo ose cast shadow
asa design element. For example, | can
intenticnally curve the shadow cast by an
arm ower the inrso o heighten the feeling
of form and strucire

16, A NOTE ON
HIGHLIGHTS

Hig]ll.liqﬂl.!; oeenr when Bvo ar mone light-

4. A NOTE ON
HALFTDNES

Halfianes Txtmn&n the vk of the |

form in direct light and the value of the facing plapes intersect. As core shadows
shad o and indicare a lighe-facing plane | indica@plans: changes, so do highlights,
thar is shighly rurmed away fiom the Hghe | OIF] e bost bn the Tigha shde of 2 Aguee, U
it i within the values of the lighe, bue a Boarkt fion the highlights 1o help bocare

dark light. Because the difference beiween
halftones and light values are so suble, i
takees a Jon ol skill, praceice and good
abservarion o render them well.

hidden anatomy or plane changes
Highlights can also move in relation o
theviewer's eye, 5o/l always use caurion
aned care when placing them, &
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“ Drawing skills are at the heart of
) illustration. Without them, your
inal illustration will be weak “*




stin Gerard
Freadance dustratar
Jusstiry Gerard uses his
traditional technigues to
create stunning fartasy
arf, Behind his imaged
creatures and choractars
are the core skills yoa'll
learn te drawy from life oF
frors your irmeg natian

Tuns o page 80

Put drawing theory i mto practice

.. |78 Theartof :
R lnj a drawing

\ % Diiscover the theory behind perfect
dm-rmgfmmhﬂ:andlmgmml

o Iii The art of drawing:
CIn

L=

] practice
-~ = Put Justins ideas w the test as he

shiows how to use drawing theory,

FTEne! . Presents Analomy *




. Core drawing skills

1THIE AKX O
THE THEORY

Neglect your traditional drawing skills at your peril! Master

artistsjustin Ge reveals how they can improve your art
—— e - here ane owe sices to ant: the Dirawing is the andamengal core af
ko %IE " emotionz] and the technical. | good iThstration. Withou competent
¥ - | They are boch equally drawing, an illustration may have a lof of
impartant, B here e e heant b nio bigims, [nthe desslopmsene
g concerning ourselves with the technlcal of my partlcular approach o ileseraien,
aspect of an, which is objective and can Py fonanad the followding o books oo be
b tanghil wiith precisaon 1o almosi of immense value: Bridgeman’s Life
amyrme, The emaotional aspe is less Dirawing by Googe B Bridgeman, and
schentifle amd berter ket be discovered Diwimg Couiree by Charles Bargue and
L b aris, rather than tasghe. lean-Léam Gévidme,

e WHAT SHOULD | DRAW?
i e Whan ro draw will bse determined mostly by whar each artist is interested

Im, b wharever this may be, theve are some things that every anisc

shinhd be extremely familiar with drawing. The most important thing 1o

knonar o 1o drase is the uman form, and specificalby the hands and

face. The snly of these elements is extreme by imponant if you're

p]nnning on comununicating with humans; iFyou'ne doing art for semi-

siuarke reprilians then It may ot be as necessary

L Presenits Anatomy




~Building a visual vocabulary -

LTS R craw Trom T:y::-ll e g Yol wisLIE
vacabulary, made up af all the hings youye ever dran
As you draw a your mind remembers the lines and
shapas, Later, as you deaw from your imagination wau’
find that you can recall thaese lines youse memorised
IF yaidre an artist who enjoys drowing from their
irmagination then drawing from life is evern more
miportant, o ensure that the ideas WaLre
communicating are gralnced in reality

The importance

~af human faces

The human face s the
miost mportant study for
H nie hiueman brain

thie artist
dedicatas a considerable
ampunt of ernergy fo
rriisineg the patterms of

rec
rmiusches aon other human
farces, to Interprat the
deerer aspechs ar what
peaople are saying and o
gawge Hheir responses.
Spcalse af this inherent
shedy of races, a face wi
always be the n
interesting

cpect of an
image and will be the first
place that most peorde
ook at. Therefars, knaowing
Fiow o draw faces
praperhy is paramount
amehig the Toals every
arfish needs

6 Knowing how to draw faces
properly is paramount among
the tools every artist needs “™

~—Mastering the

-~ human form

e Fiman r'err". S Alsa an
important study for the
seriaus artist. Artisks who

can render it effective A REIR FRE IR T
Fimee alwianys bieern in THEAL (1 aflpi

dermard, Da Winc made a W WIACG TR TR

drawings of groups of £

people he saw, to capture
i A thielr postures ard hiow
they related to one
anatker
o the human form is
part of what sets

a great artist

apart from a
e rriaciocre

This attention

The importance

of animal forms

Humans are all weall ard g, DUt
sormetimes you find yoursall
drawing things that aren’t quite
fiemiane. In a word, aliens. Whan
dalrg this, it's still Important &
ground your work if reality: you
wart your ideas 1o be believable,

ar at least anatomically possible
One of the best ways to da this s
tox rmakee sbudies fram animals. By
miermorising the forms of anifmals
from this planet, wou?

b= better equipped to i
draw thase from I &3 1:}
ather planets, B

i Presents Anatany




. Core drawing skills

HOW DO | DRAW?

“Thewe's no single corre way 10 drawe However, centain methods have heen wesied
o thime and have prosed to be effective a1 producing geod ar, These methods
arent mysteries. They're readily available, and all pou need is time, dedicaion and
2 few Bhrary late fees in master the technical asperis of drawing,

'- 4 R e -
imagine before you draw '}

T i,

" _Draw what you

see in front of you -
Wb deawing frar life,
try to rermain true to whatl
you're actualy seeing. Latar
an ol can go wiid fram your
P ination, Bt woar art s

alwiry s be stronger iF you have
worked hard to ke as faithful as
passie o your subject matker in
walr studies, Rermemiber that you
want - and need - fo grognd your
creations in reality.

I Presents Anatoniy

=~ Committing to memory
Cines of thes Qoals of drawing frarm
ife 15 bo mermcrises the detalls and
thie general construction of your
subjects, whick thien allows you ta
rescall thern [ater when creating your
images. Yoaur dronwings At fieed
ta be perfect photographic
represeritations, but they shiculdn't
b caricatures either, When you're
firished, you shawdd corme awiny
with a better understanding of the
construction of the fomns and their
dlerails, You will then b able 50
communicate them with ermction,
and not be hampered by a lack of
technical skills.

#% When drawing from life,
try to remain true to what
you're actually seeing °*

~“Why not just trace photographs?

Spme artists trace photographs to achieve these ends. This
12 usually dore in the interest of saying tme. i yod decide
[ G THIS FoLme e o wil Ceerve Somme understancing of
shape arnd detail. Howevar, | thirk the firal results are loss
interasting and have less personality than freehand
drawings = tracirg a photograph is never going to be as
healpful In truly understanding the canstruction of the forms
Thee drawdngs winere e Racd [o Aghd my way Thrawegh are
always the strongest and most visually interesting.




~Refine an image from-
~aprevious study
S5 0L WO ancd rewark To salve &
difficult problam in an image, you
miay notice that your drawing
Cacomes guite messy. There ane
rmiany Things artists o W0 so ke this
cut | prefer one of Two courses ol
action If the unnecessary lines are
ight, erase what's unnecessary
shicd Ik L Thes liree=s are thie
rminst iIrmgartart B minimiss the
stray lines. However, if the
Unnecessary [ines have hopeless i3
avertaken the drawing, then
trangfer tThe crawing - either by
sarial graphite or light
table. When retracing an image
=lmyediFy the shapes down ba what
5 mn&n essential The goal 5 o
create feweer, stronger lines as you
rafire your drawing

Simplifying shapes
Part of R OSErET0n process s
kricawing what to leave aut of yaur
i e Wifa Yy hiave so much Hime
avalkable, and choices have to be
rmade on what detals we add ar
eave aut. Sne small shadow may
e wikally important, while another
iy Just be wisiasl by confusing
Simplifying wour shapes will give
an mage more claty

Knowing when to stop rendering

IF° Mot MECEg ey T FErer yoUr eriie mmacie as a
carmara woukd. The lllustrator's purpose in thess life
stukdies is not to compete with photagrapkn = what
wildld be the palnt® [ts more mpostant te capturs the
desa of @ thing, b8 shape and form, and he oversl sense
of 15 surface ard details. rather than recreate a photo

66 The sharpest details in your
drawing should be reserved for the
focal areas, such as the eyes or hands ©*

Use shadows to
your advantage
Tha irside of shadows should
be vague and transparent, not
cluttered and detalled, vou'
noTice frat inoa final image, the
shodows ahways suppart
the focal point they
recede 5o that the foca
areas i the lght oo Sanmee
forward, Learning to frame
wour key areas with shadows
in this way brirgs great
renwards. If you get this right,
thern your image's focal areas
will stand out. @

Feifine . Presents Analonmy




Core drawing skills

T

__4

AKX QJF

JDIR/

IN PRACTICE

reveals how drawing skills can be used on a
practmal basis, in the concluding part of his workshop series

O ow thit we've discussed the
theory of drawing in part one,
~ lersralk abaut the practical
alde of thimgs. How does
dlrawing work in the prind of 2 real-
lafe illustration job
Drrasing skills are at the heart of good
illnsriation, Wathaut them, your final
IMustratiom will be weak. Drasving
prowides the intelleciual Frameswsark afan
illustratiom, 2md is the primary mezns by
whiich yourr ideas will be commumicaeed
I also affers an eace ket way of exploring
am idea, and showly vefining it dosen 1o

stanething truly beamilful, eliminating
the ermrs amd weaknesses, amd
maximising the impact of it5 sirengths

Picturing the idea

Eeefnme beginming your ilhsimtion, you
hawe 1o know what it is vou want o do, I
vl e workiing for a client ehien this may
already be taken care of Vet often even if
vt hawe been given a brief, how pou'll
show the kdea is still a mysiery locked
insiclie your head, and we muse find 2 way
1o b it oot Whar's the miosod af the
seene? Who or what are its inbabitants?

| Where & the tension? Wander avouned in

| your imagination fird. Explome the

| possibiliries mentalhy

While technical skill represenis the

seieneific half of ast, the ides is part of the
emaxticnal half of art = the sde that's

| pevsonal topou. Bi's this pare thai can't be
raghit scienrifically, The rechnical aspeos
than v ve dscussed cam be bearned by
amyane, given enough time amnd

| dedicaticm. The ddeas, though, are your
e amd they arise mm ofowery
experience vou hive ever had. %o think

| hard on ehem before you begin,




Diving for ideas
Thie aim fieke 130T neces
print aut exacthy w
head The heman mind isn't a
desktop printer that can spew out
an the mardtor, There
are loyers of ermolicn, feeling and
disconreckad deas that must be
assermbled In a logical farmat fos
125 ba mmearn TGTLE by BRIress Thesrn
The idea is thare, and our purpose
i5 to carve down through these

awers B find it

what It G

Refine thumbnail

After Pve drawn a thumbnall that |
ke 11 redo It 5 ol firre
its '._]hl_ M different W o i
dlzo Begin to explore the
exprassions of my characters,
wearnt to horne Inoan the o
sigreal in iy Brair, and o seporate
whiat showld ke thers from what
shicubdn't. | ncowe switch from Ink to
pendl 5ol can refine the warls |
W't legeee this si
clear repre tion an paper af
wihat was E‘.‘f'--\.g ndlhy T

First is often best

never leavie the thurmbnailing
stage until | have a composition
that I'mi excited about. Often | find
Ak TS TURnS GLIE T b Trie ey
tHurmbnail that | put down
Howeayer, even if wou're wany
excited about your first thumbnai
put down a dozen or 5o others Just
T makee sure that yal have
explored all the possioikies

I

e unkil | e a

L .
5 A
o n 1
1 !
v T
| —
g
¥ : e = -
4 e = '
U o &, !
i ” o

B NP P
: - ! 5
=, h.!‘ | .

&4 The human mind isn't
a printer that can spew out
what it sees on the monitor

i Digital comp
Occasinally, | find It helpful to
flesk out the barebores idea
contaired within the refined
thumbrail. This happens mostly in
comie ey soenes ivoking
architecture and perspective. For
miosk projects | prefer to do this
digitally irn Phatoshap. 'l can s
iy thenbnails and skebches. and
ther paint cer therm digitalby,
SUTing & moving elements as
necassary. | enjoy working digi

tecouse it allows for a greal dea
af fast experimentation, and | can
try cut different Ideas In far less
tirre than 1t wioulo] Take fo redraw
thern seweral times By hand.

ally

_I'
P
%
P -

gt -

Lol

T 7_}-"

.

- Sketching the details

Alter completing iy thumbnails
| miove on bo explarathee sketching.
Irw this phase | step away fram

ary DFOader CORCerng Ohver

sonposition and arrangement,
and insbead try out ideas for what
thirgs milght ook ke with some
detalls ' st working piiraly

OF a3k s i,
with mo reference axcapt what's
in iy head. | try aut different

froamm iy Irnagin

pasitions and expressians ba

SontinLie B carve Gown o the
care of e dea that™s hidder

inside my brain
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. Core drawing skills

Photo reference

1ory nak To rely Boo heandly on
photo reference. Whear | ca, 1t
begins to look too eerily perfect,
and there's a dangeraus [Ine that's
crpgaed where an mace no longer
lzaks like it's Been drawn from
imaginaticn, but rather like the
product of a camera. However,
ehoto referance s ndispensakile
for good Tlustration and s
mportand that you're familiar in
datall with all of the alements you
Inbericd ba lustrate To do this, |
prelar to draw and memorise the
miajar elements of my reference
50 that | can recall the
canstruction more naturally
later on, Phioto reference i
al its Best whan s serving
a5 an inspiration; | gather a
great deal of it far ewery
pro{act | study it and then

| st 1t awvary urtil the wary
and, where I'll bring it back out
to make sure | havenT made
somie terrble mistake!

about dragons

-Studies from reference and from life

o help memarise farms and yet avold having cur Images

aok Foo perfect, we do sbudies from cur reference. 45

wie disciussed in part ane, this helps give us a solid
understanding of the construction of the alemeants we
ke to cormmaunicate [n our lustration & also enakles us
o comemunicate them with a more natural feeling, i makes
sanse o do studies primarily on detail areas and foca
points. Elements such as faces, hands, and objects or
designs that'|l have bo withstand a certaln amaount of
SCrUtiny are The mast imnporfant areas [0 fGcus on

&5 Photo reference is at
its best when it's serving
as an inspiration ©%
,ﬁgfﬁnﬁeﬁhﬁﬁn 2
Thers are o thousand diffarent directions you could bake

wiour illustration in and each subtle change will make it tell 2
rew story. This experimentation can be a sournee of
pracrastination - a wiy of putting aff tackling e fina
drawing - bt it's warth it ir spite of the danger, It's good o

try different ideas at this stage, whernz yvoure more engaged

inthe details and the nuances of expression on your

charactars, But keep an eye on your arginal thurmbnalls;

firud wihat § 5 about that original idea that vou found 5o

appealing, and try to play it out in these differant ideas |




s Rn;l—gh;awag . I,f [

M E e e T -
transfer our comp and al
aur studies inta the rough drawing.
wWe're stll| cardirg down ba aur
original idea, so donT spend oo
rmisch Lime trying to refine little ines
and shadows. Your rough
shuandd sl laok raugh
Walr mar airm here (8 o
rail down propartions and
- lacement and ghe a suggestion 7
af aweral detall. You should firish with a #
rhcre detalled, clearer verslan of yaur |
Cormiy, reacty o do your fina tight drawing ll
Alter havving linished your mough you shalkd L
anby be altering small details = there should
e mi drastic changes after this step..

s — o Tight drawing
Drastic changes TR i+ e

but sometimes disaster stries! R -
And this 15 exactly why we doa
rouigh drawing, 50 that these
rricmerits of ferrinbe disaster don't
fappen in the linal pairting, The
rough reveals the problenns inoour
commpasition and helps us te
carrect them, In this case | finished
iy rolgh drowing and realised
that something was wrong: | had
sormekosy drifted from my arkgina
e, Thes Cragan Somenioa [aexed
presence, He was locking off to the
sicle, and for some reason this wos
rlling rmie down and out of the
compasition. After having done mmy
stuclies, | knew wihat | swould reed
to o to fix this.
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&6 I refer to anatomical landmarks,
by which I mean the points where
you can typically see the skeletal
structure under the skin ©%

Nicole Cardiff, page 96

Nl trastir Mlcole Carndift
craates haer digital
pamtings with the same
approach as her
fradificnal work, Read
hiow she uses photo
reference far better
results and uses learred
b leclege of figure
drawing o create her
Tmagired art.

Workshops

Find a new approach tﬂ your art

Tuirm o padia 98

Land

. digital art
LA Artist Dave Kendall shows how o
- migwe between art medinms.

L 94 Palnl:ahmuﬂnu

Stma painti Lradltmllz.r and
finish in digitally with Justin Gerard.

96 Convey the feel of
. natural media

Achieve the look of traditional

painting in Photoshop and Painter,
100 Learn the secret to

skin

ﬂd‘tm a ﬂawless skin blend in
th Anne Pogoda.

%ﬁm ufarustsshareihﬂr

ips to mixing traditional andd:gna]
mslullsm ya::urwadL

(@
."'\"‘

Y (L ek T
* ppaser Termietining
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Traditional to digital

MIX DIGITAL AND
TRADITIONAL ART

invites you to join him riding the tide of digital sitting
on a raft of used paint tubes and brushes...

PROFILE

% raditional art can be daunting
in the age of the digital

Y canwas, [t means gerting your
s dirry and atandoning
Uhe Limder By, This absence, hoseever, can
e the most liberming and enhancing
thimng for vour art, Befoe starting a
painting with vmditional paines you miss

| Bervoww o the colour scheme is godng o
wole. Digiizl can enable you o negleot
this, which is not ahways thie best far army
artisn's development

Vil Fined vourself Doundering around
in the Hue/Samration swamp before vou

| knowwe . Although | hove seorking digivally

| U sraresd off e art with iradisonal

Part ﬂnir Gettmg ready

Mreparation (™ R varticular iy impan ere paint s concerned. Dwall give alew
your work comfomtable and rewanding
CQHFORT#ELE SFJH:E
IF like i o reevver B B |
toldd to tdy your room, it

find a SEAce Wi

iy Bigger palindings. v

the large ease

IR b four

can carry paintings

ar five feat

Tl . Presents Anatanmy

paints. For speed [ mostly work with
acrylics, but Dwill be trying oat Aniisan
Waeer Mixahle Cxils for this artiche

Serring up a professional digheal ardss
suite g sl you back thousands af
proumnds. To produce pro-seand aed
rraditiomal paimring can be a considerahly
cheaper affir,




Wipogden and mechankal
SEsaciller and Puninl.

Malkeable paf by usedul for
Ferawing draphile drom mcsl wrTaces

| I e Fabrier=Castall aft pahi
T Bne and wath

Rersniey, "Winsor
& Humtan, afd Malekking.

I iku Langtan
satin-smaath hot pressed for most
of my wark, Althoogh sy emoots
WaTEFCOloiF A Can b L,

Easly purchased and cui
bo sipe avdlable from fimber or
hisrchaiiara iverchi il

Can B boight raedy of
erhom e from et o, Witk
bime s ppsrence you wall e slle 1o
CREATE FOUP G4

I made redne ryseli AN
trai's needed 152 firen plece of rounded
dovwiling are a dall coadord aed.

Liguitax and Fisdny ram
WA SGF G et 3 Thi makes |
upas the maoet,

Wiin range from trackEcoral cils
1o fast drying (grilfin alkydy and water
miwabde (A rtizand,

Thay comie in fules
and asdry cake versichs.

Eridlmnt codaur. Useiul far glaaing
Ifdramatic colour s nesded

Theate ona crany Dy
avallabde; your chodce should be based
i il Piich P e Frichay Vol
hiree 1o spend.

Thhes, plates, sty wiet
paletted for acrlc fram 'Winsor &
Hemion and Daler-Rowney, tradHional
wionen pabetbes for ol

Boepire-gaokl synthetic Ssable
il arel Pro At Tor acrylic amd oili
Isabesy Water ool o beushas 3Fe my
Fanaurita wnlnrcclour ool

Gloax ancd matte Liceakex
are vy Taroirite for scrylic

Mix digital and traditional

ir hands dirty and
abandoning the undo key ¢
be the most liberating an
enhancing thing for your.art 99




Traditional to digital

3 BRIGHT LIGHTS
| use an angle poisa for
most of my waorls It doesn't
rmatter how you get light an
wour work as long as it's
good and *:1'ru|'|B | &
work with a blue-coated
daylight bulb. 'I'r_,r using a
normal bulb after using one
and vou will see how vellow
the light is, kot only does it
giv-::* You accurate colaur,

ut it's also less tiring on
YOUr eyas, Once again,
cormfort comes into play.

..a}-s

an i prethy large, IF | am

Loen or lacking in energ
5 arcund mie have rever
a pull me aut aof iy SILMiE.

5 STORAGE
You'll meed 5 hiere to put
LT 5 ard finkshed
camt Figs = Salrer thar the floor.
@
chest try o pick one o, though
theey are 50 I after so SOILE iy
struggle, Make sure you prodect
3, O rmaberialg any way you can
portfciio & always going
te be useful as yoal'll need o
transport the paintings o

IF you hawve room lor anring

sturdy

- surface toow

Part Two: Chn{:smg the correct materials

what's needed bo stan y erials amd their uses

kit this is in

1 SKETCHIH'E PEMNCILS

MR S 2irvg Robsert ¢

Cramkb's

eautiful £ ibooks | decided ta
try boag sirmiilar vahies fo my
LIV S 5 L wnrke i

nit frowmn

L iFet by Faleg
resE media Whern
I fiember

diaries | F
preferar
Fre b
Fashionsad

]

e far 2B pendils.
anc -':|I.||:I-C!

WETS S

WODoar

= PAPER

Arather surface

2 CANVAS AND BEOARD
T RSO s e a-wihssre- Lanpiv-a
do-it-yourself philosopény. | get
miasonite board cut to size ata K
tirnbser morcharnts L |
L asry 1S g
bBaard evenly w
brush, a
1 8pp
gite irection B
L¥ and dry paper,
ke boughit from any car acc
SN0,

U= ba palnt s
il paper, |
it irva batk of
3rrr.|rr‘ H'f. n .-.txlr r b & sturdy
r’n_‘. tape

at inan

Can be used

far oils ar acrylics
=l

1 4

ind it's a false ONnomy
to buy cheap paints, il ough
student-« ;!i lity paints are

if you are experimenting

hls can ghve a very smaath
arls o, 18 wery Sturdy,
Fig. wel eConomica

‘-.urg W N
{Od i'\

ARG T s Ty

ACRYLIC

Ll

L TPy h_|-|-|..'

4 PAINTS AND MEDIUMS
| libre to use good guality paints, such as
Liguitex.and Finity acrylics. They havea

high pigment ;-,.rleid and therefore the colour

is maora intense, | find it's a false economy o

bury cheap paints. If you are experimenting

it cdoesn't hurt to go for student-guality .
paints, though

* sl . Presents Anatanmy
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5 PALETTES

| 7 PALETTE KNIVES AND
| COLOUR SHAPERS

| Othar aful mark=making toc
| = b knilt d nubies
L SRS
Al :|| 51 ‘:f clifes

TifseE fOos

d TR TURe wOUF faing, lmmadgine
rilireg L L

sarye | usingt
with a COmeE

and abi
cricer than o

I CLEANING MATERIALS

} ke, Far a l.11'|'-|‘|:|.
SOFT Pt S0, [hinks of Thee i
Celwean g [,:I [w
tablets. luse a

Iy Drishes and

gelection af

ediLEm

icled 1 o produce a |

asition thar emahles m

| GEMNERAL PRINCIPLES
Expermenting with as mary differens
1§ Thee conily wany o leann, Mistales and
sam ols frarms tFerr
different feal ta acrylics or
st waur subjest e

Working with watercolo

wils. Cho

atter

labo

S8 your med
his Is the first time

Pt LS Artizan Water Mixal g | 1o
therm to Be rather nice to -.-.ll: ancd |
i = pxperimenting m further

Hils buk without g
5 hl"\. Fiafse L.=||.rl'r'_-.-
N COnSELericy, W th the extenicded

2 of oils

Mix digital and traditional .

ntensities k
e surfac

rmaatle pravents
[« ] |r A0

etions and is useful

ki or scan the painting.

FOUNDATION WORK . -

I Raver Wark feam whike whern usng

an underpainting establishing shg ~
brirnt urmber or o mix of burmnt siera and phthalo Blues
v e Best pal e gk this stage as
Any e i o » *
»

L Trom thin 5o thic l-: = '[,.. cially b
paints. It wil be impossible to work
paint. In the same wany, work up b
brigkitest ard usually he

nrl-cr-.h--rr i

to take excess paint off the s

T USING Show

BTl . Presenlsginatomy
L ]




Traditional to digital

g

2 BRUSH TYPES
Brushes came i a number of shapes and with different ficee types.
Compinations of thege wil Gheae very difterent resulls, The key 15 To ey a |
af them as you paint. The most wersatile of thase are the syrtheticfsabie
mix. These brushes can be used with mast of the different paint types |
Brushes come in fat and round bypes and it pays to have a selaction of |
b, Dwork with a range of brushes. For mast of the earky wiark | Tind
sl T using larger flatter and b viler Brushes, A filbsrt is a good
general brush for Blocking in form and paint. It has a dual nature
cambining the aspects of flat and rourd bnashes so can cover detallas |
well as larger areas. | iind myself using smaller Brushes anly at the end |
af Thes painting pIracess

hanchy for gnaL | The process of laying i i
vid 3 ; 1 R | i valh i L. transparant paint cover a dry part

A filbert is a good general | of the panting. Used for

brush for blocking in form and Mz A0 A0 oM 1

B cokur A light
paint. It has a dual nature and can

madulatifg «
transparent Siue over oy yallow
wlll of course create Qe L5

| successive glazes repeakedly

4 TEXTURE

Hawe a-dey flat Brush that you can
use to blend and create smooth
trarsitions. | tered o like lafs af |
tewture and B 3 582 OFUSh mar<s |
Fi iy oo wiors Almast anything
ean be uged to acld Texturs fo youe
pairit, There are reacy-made

e lire rmedia available. Bul | hove
seen items such as egg shell and
sand used o nterest toa

A foothbrush ko |
spat ler your image with paint, This
can be remarkably effectiae at
sUggesting noise and grain.

1
5 DRY BRUSH | 2 PAINTING MEDIUMS
his & a method of apphlying colour | use that cnby partially covers a [ Madiums are fiids that can be added to paint to modulate -
prendously drled layer vou shiould use very [ittle palnt an the Bruskh and aF consistency. deying timne and tevtuee. In the case of
aprly It with very quick, directional strokes. This methcd tends to work rylics you get differernt mediwms that make the paint
sk wihien apphying lght pant ceer dark areasfdried pairt and is usefis | matte o gloss, Howeser my geeatest gse of matte medium
in depicting rock and grass textures. | is sealing paper and board, 50 paint doesn't soak inta it @

WFESne | Presents Analormy
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Diesber imsge as 3 fibute
& Frank Fraznata i
cnlehrate fwoartin's
BOth Eirthdan Carvi

el Arman Waber
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Traditional to digital

v/ /ﬂr/r ol

PAI NT A FAUN

USING MIXED MEDIA

Justin Gerard combines oils with Photoshop and produces a

compelling and traditional, mythic wood-dweller

e always emjoved the kea of
fmrns. They're creatures that
in some mythologies ane
lighthearied, ar ane with the
coumtryside, and unsophlstcaed
This image was coiginally
conmmigsioned as an enudiee, leamed
faun. [ camee up with several ideas for
wheat this mighn look like, amd aslwas
draseing, 1 found mysellsorning ino
soanething that looked too musch like a

rdsahapen wizand with horrs, fomigh
be 2 covol ficde om frs cowm, b i wasn'
whiat | 'was after.

Sl elrew a tiny thumbnail skeech of
a classical faum as a kind of anchos-poineg
fioa eyl [0was chis skech chan the
ImagineFX weam decided on. Iwas
exciting beczuse it gave me achance io
wirk wath marural fooms, such a5 mossy
rowds, s hrooms and gnared homs

I It also odferad a lon of Hghring challenges.

Technical lighting

[ wanted this scene 1o hiave a grear
el of light that would bounee asonand
the subject and create warm shadeees
through diffuse refllectiom. From the
bepinning, | established the angle and
divection af the sunlight so that the
shadows woukl be consistent {shaown by
whee wed arrose), Bur the dimect lighr isn't
the omby Bight source. There’s ambdent
light Froem all the small patches of
sunlight in the foresi anound this creatune
oo, Furthermore, there's the refleoed
Tiggha {shonm by the blse arnos), slhilch
will boumee back up from susfaces and
pmject diffuse light. This can all became
rather onfusing, so keeping a consistent
rule is meally impomant when irving, s
produce 3 successfol mage.

Reference material

1 eellect agreat deal of refeences
Thedore starting worle. Aost are from my
phoins, which provide degails char | might
aaberwies cverlook, and 20028 placecards
for memories, They enablde me o journey
back o when the phow was taleen and
immerse myselfin the emdronmen. |
moay nod look ot che actual references |
gather before starting a paece mone than
ance, bul the process of callecting it helps
It's mice 1o lenowr s there if [ need it and

thar [ wion® have 6o break comceni ragion
1o Fimd something the scene meeds

* Tl . Presents Anatanmy

1 iresy the Image 21 Fall slze, adding
detalls m this sage raher than laser on,
| Diing this ensures that the underpainting
stage will hapehully be as pinkssas
possitde, Them, in Mhoseshog, [ added
some digital magle,

In every piece [ereate Dwant to find

and cvercome = a new antastic ohstacle.

This helps me produce a comipel ling
wnage and teaches me something new
adong the way as well. @

Paint textures

The underpainting is im 2lkowd ail
paimes, which have a smrhetic hinder, so
they diyvery quickly With alkyds, you
can achieve strong Exiuses in Y
underpzinting tos help your finzl image
ok mere neural, When paimeing
dligglvalby ower this rexrure, avold using voo
many opacjue bayers except in focal aress
such as faces. [nihe hackgronmd, this
| cextiare tells the eve thae there are
comvincing details these, withomm

| detracting from the focal podns




LIGHT AND COLOUR

1 Toning
| Iscan the image into
Phatoalap and adjusa it unol
o looks bke o did om my easel
Iwarm it upwith Salt Light
Liyers anid Color Balar
acfjuet T RCAN
B, B GUF fgRoFe's
t by mamlight coming
ugh thi camopy. | ersore
Ehesimospieere mght at
§ proie = ather colours wil
be aftpcted by it later, Then
~Rardify ko af Tha =oab of
ght wath a Tolor Do layer

2 Colour

Ar ) ook he image
| meri indifferant Uppas af
|ayers. In @=neral, | begir with
savaral Cabor bivets on lus
SRR, Baeare | rea iy
warmad the piace, F'm marn
Imtepested i the

have » sence of hos sanT
ol [ha calasial tha Hece
wil e, I use Muliply lepersor
St Ligih e Mol easraiaie
the Intensity of the colowrs

3 Adjusting
s e ba add hard
liggh slorwity. Tha Hand Light
Laper 524 can parng up the

, 3 Bl areas will
Y inbenae. Thik
ok L irmuaipe aed Bl




Traditional to digital

CONVEY THE FEEL
OF NATURAL MEDIA

Do you strive to give your fantasy art an illustrative lock? Then lock no
further, as uses her traditional skills to paint a cloaked hero

Micole Cardiff

COUNTRY: LS

mecatwed he |
F "ﬂ-?‘ |
ik ratien

| _ SavannshCollgealare |
| ZandDesignm3p0Eand | |

_habeaniresloncing |
| _sincethen, working on
1 _u-'h_lm

DIRECTLINKFOR
. WORKSHOPFILES |

3
|

-
A







Traditional to digital

it B>
=]

Switch to Painter

I fomd of Blocking in o this level
with Painter’s Marker brush, so | zoom in
i it Scabeing om the anatemy heve.
It’s imprriant 1o spend time geiting the
Tocal pepime of the compaosition right, se |
sl fou @ wihil ke om getring the anaiommy of
the Figuee the way | want it 1 also genesally
lean towands exaggerating the light a bit
and vsing a shetchy tooch o mark
anmom kcal land marks, so that the bonse
shriscture i in place.

Emphasise -

the shadows
I samplify my wahues a lnele
bt by mawring the midpoin
afithe Lewels inan
Aadjustmient layertn 94,1
find thar dodmg this earhyon
tends w0 keep my shacdos
areas dsiinet from the zreas
in e Bghit. [ aleo add a nes
Lirwer set 10 Oner Ly wilth a i
flat melnurm-blue fll, which
inirodisces a bat mone of 2

mineed v the: Tighting,

Finalise the composition

This s where | make devigions abaut hoay the smaller pieces
of the composation should fit engether. [ generally flip the piece
hortzoneally a few times while checlking the overall value stnscture and
repoEitiening pieces, such as the hind, Flipping the piece is an easy way
tosee it with mew epes

v BT Presents Analony

Blend in Painter
I blend in Fainder with Don
Seegmiller's Blender brush - which [ gos
with hiks Book Digleal Characeer Dieslgn
amal Painting — and genevally soften areas
in shadoss, areas that awe behind ather
objects and kss-imponant areas, The goal
ds v ger a balance of soft and hard edges,
although few of my edges are completely
soft, singe | paint in a firdy opaque sivle.

Detall the fabric

1 usinally st an old sheet into an appaokimation of what the fabrics dong in
any given paece and take some reference photns befare | stan detailing the fahiic oo
misch, This way, [ can vge the folds of the real fabric {in simplified fam) o add
anthemicity io what I'm painting - in this case, the shadesry cloalk, P'm alse adding
colowrs ather than Bue inoe the fabrie, becanse kg aseas of similar colour and value
usasally benefit by having little toudhes of complementary cobours added oo thern.

— A -"I

b

= Erradl Colar

Elend and detail
[ take the: piece back into Paimer
amd Blemd mwiay anmy areas that
orkc oveerlly skerchiy In
general, ['m aiming to
have the st detail in
the area juss before the
enme shadow, as the
form inrns 2wy from
the lighe. | hlend anc
detail areas such as che
hamnds and gaumtbes mi this




Anatomy checks

This i the podm where | spend
2 lot o time checking moy references and
further refining the anatomy:. Seill
weokimg in Fainter, [ comcentrae on my
charscter’s face ushng a mixre of Don’s
Blerder and the Round Camelhair in Oils
2t 5 per cent Opacity, taking several
passes e check thar the Features wrap
correcthy arsumid the fom of the skull

Architecture

I bring the picoe hack into
Phcwashap woda the hard anchisecre
dealiling. | use the Shift ey io minke sure
I'm getting straight lines, and go o town
clezning up the colwmns and adding
denail, [ keep paiches of non-local colours
swrith sbmblay values om vhe bockgrodimd
areas of the painging ar this stage; they
2l 1oy the owerall traditional effect

Make digital look traditional

Focus on the

focal point
Hewel add mose degail oo the characrer’s
e, verurning vothe makn focal podm a
this lare sage 1o ensare that it remains the
key element af the paece. [ ahways make
sure g vokich vhe focal poine 3t the
beginning and a the end of a plece. That
wizy, Dean make siive that the sest ofthe
painting is subservient to i -

More facial work

Theere still &'t quite encagh detail around the characrer’s face,
a0 | add a subile partern imo the edge of the cloak hood with a cusiom:
Iwush T've made in Phooshop, then painted over it in Paimer 1o
integrase the paitern. [ also print the piece to cheds if there are amy
areas still in need of Bending or more decail.

Flip and check
[ comeinue Nipping the piece
harizonially to chedk the anmomy of my
character. [wark on the hind in Painter o
get it mowe fina lsed, refining the leathers
and anamomy, and also tseeak the
archieectuire in Photashop, This is the
michway poing for me - from bers, it's
peetty much a1l deiziling,.

RKSHOP
BRUSHES

- ), -
Last details

[ tesisa the bind's anatomy becamse
the front wing looks wrong, Even if | hmee
a veference of somsething in the pose e
paired, scometimes 101 Jook odd or
incorrect and need adjusting. [detail the
Iast bits of his gaunilet, do the final bats of
architeciure detailing, and tweak the
Lizvatls and up the Sausarion slighthy in
Adjustment kapers,

e Presents Anatomy *




Traditional to digital

LEARN THE SECRET

TO PAINTING SKIN

B b this wordshop Fm going o

& alsose wou my work kg
¥ techinicue for painging sodi
skin

dl brushies, ane texeuee Bosh and

Al we neeed are v

{ il hl;'[||||||_'
adly placed
mlours. | 2lso learmed thae the coloms you

Ch aml
distraceed by vibsant o

apphy Tater Tools much more narural when

i comtimse winrking with them.

This way vou can avaid the moegallic shine
present in mamny black and shie
thar are colouyed in ar a lare sage. [ uswally
start with a simple shetch om a dark
background. Because the eye focuses on
baighit ameas first, this method makes the
canyas woak for me

What's important abonat skin is not so
muach the texiure itsel, but the nse of

o your fantasy characters suffer from bad skin? Then it’'s a good job
18 Pogoda is on hand to remedy this unfortunate situation...

cokars, Skin can have many different and
iMeErEsring shOLE, -;||;|'| |
surrounding light. | ke wi

v w and bhws
4 1makes the skilr

interesting Baor usually, before [ soan

Basic sketch

Dstare off with pwo lovers. One is

¢ baclground Lyper
g skench nsing
sl brisahses, Biish

reand number six in Mhotoshop

.Ilp.-"f.z\-mhn
e hard and soft houshes [ prefes
called

5 and earlier they m

A Presents Anatomy

First shapes
# [ begin by bocking in vough
with 3 soft aitheush a
opaciry. My dark c3

shiape

30 e

e I}
1o dar k. Vo can best see this work

process an the face: | giee 7t mowe
5ing 2 hawd-

ke the ninse, eyes

vicws with regards bo

r shape and position

the soft airbrush




Painting skin .

B‘T‘Imh Presents Anatomy w




Traditional to digital

Adjusting the pose
S | ke the first adjustments o my
characier's pose by bending her hack:
e, | also become a licde ckearer abo
e bair lom'’s commile 1o s lemgth
becange 'm ot sare at this point how
much o her bare back shonld be on

- " 1
e by making the nnse smaller and
adjusting the posithon of the eyes

Correcting the arm
| o Toous on making one more
ection fo her body. [ ber ann and
onirast by painting in some
[ | vissally never serk with pase
whilte o |||;|.;'§'||4|_'L because | ol vhar i
makes any painting look oo anificial |
then go bk o her head 2nad define the
shape alsa make her lips 2amd
nose mch softet loaking by adding some
ark prey v e weith the sofi airbmsh

A cold colour
| palette...
This is where it beoomes iniesesting. I'm
oing o eEperi mene with colours, 5o
ke new bawer and set fnio G
with 2 Blue backgroumed arcund the Higure;
hecause the hackground Tighe wsally
influences the figure, [ ket some of the blue
P | coteer her h|1ﬂ'!.'. 1, Hier skin seems oo be
Make allowances for the light very cobd and alrmos undead now
The light is eoming in Froam the right amed so her back needs o
e much darker, especially around the shoulder blades. 1 achieve this
using adark grey with a big soft hrosh, again set s around 30 per cent
opacity. Lising the same alibiush | define her bieast a Hee more
I then paint in the ear and (rame her face better by defining the hair
around it 2 lieele mose.

What to wear

Fom sail] umsuse how to diess ber, 50
I sheich rough clothing on & new Tnser and
leave it for nows | draee somee stiands of ...and a warm
hairom my dak base; [ usualby pur hairon colour pﬂlEﬂE
2 mew layer sl can push back pares with Im oofrast to the oold colour approach s
the Eraser. [eominue (o define ber eyes. [ this warm colur test, which could be
malke some minor changes to the face that | wsed as pare of a comeentional laerd
2dd a bt 1oahe shapse, The lips and nose theme set in a forest, for example, The
are saftened. the eyebroses ane darkened green of the backg al thi aodi red
2l the skim avcame ber cheekbomes is of her body are signi |
mmach cleaser nove 1t's brighter around her
miuch ared ontop of the cheek, and
darker ar s kwver end. The e appears 1o
b mowch roumder this way

IR Presents Anatany




Mixing colours

Tor create i intemesting colouy
paleite | decide to mix ihe two This isn'

mittch af a problem becanse each pakete & |

on les owm Faver, [ erase pans of the
Background amd her lower Body Froom the
warm eolour pakette, then [ set the Enser
to @ soft airhosh and use it ag an Cypaciny
o A0 per cem

Refining the colours
For this step | have to merge the
han v already paintad on one
aver, anad thien
save the different vensions of the painting
s PSDs. The adjustiments | make here are
done on a duplicare of oy merged layer
using the Balance and Levels
Imetions, F o3 100, the Bgure still
has a ot mo [
e ) o
al poine. The o yall
ns mose magenta and

The hair

s tame do find 2 solution for ber
hair. Tmake a new layer and rwoughhy paim
im & floating stmomne with a big, soft,

[ airbrsh, using dark Bloe, [want the hai

1o Jook almost swelghibess because the dark
backgrowied could also suggest an |
uncerwater sceme: 2 water faerie is

| semething we dom'tsee often. Youcan
| dowmlboad o creare a spackled brush ro

achiewe a handpainied ook on your shin,
[Ie's highligheed in whibe in the piciure

| ahog ) This iush oomes from Linda

Bergkerisr’s brush pack, and is kdeal fo

| giving the painting a less clean, traditiomal

leaale after yogve finished airhrisshing, Yoo |
can appdy 1 Incsehy all overpour Ague,
aml I’ excellen for palnting halr.

Flip the image

Flipping your work = abou once

| eweiryhour, sy - Jets yo see youT am in a

mes liglhit, as weell as highlighting e In
this insgance it bevoamses clearer where the
finial figume shoulkd go. A good orick e
neathy merge a figure into the backgroumed
s 10 apply colour on top on a nes Laer,
s a bange, soft asrtbaush with around 30
per cent apacity. Paimting with losw opacity

enahles vou g mde color dirgctby on pour

carvas. |also adpst ber lips so they're as
rexd as her eve makeup. again o catch the
viewer's eye. To use the Moise filier o
ereane some st skin eexmure, [ make a
selecthon of the skin amd copy loano a
mew Faver. | arcess the Moise Flser and

| chomse howintense [ want it io be. The

filter might darken the painting a lietle,

| Buryenn can readjust thie skin with Leels

anad erase pans you don't lke,

Painting skin

Add some interest

I nevwr by ey Birainstarm on what
contld Bonls interesting for her skin, A
tanoo o interesting makeup would be
suitable, go [ paim some random shapes
owver her Face using a new layer. and push
pants back with the Eraser to ensune the

| patem matches the shape of her head,

The Eraser can be a big help when

| painiing clemenis onto a figune, like hair

and things thar are suppesed to s on

| theskin's surface. The Eraser method

works well as empg as all pares of ehe

| tanton that cover darker areas, like the side

afthe cheek, are pushed back. The areas
thar convet brigheer areas like the top of the
chieek are cmby slighnly adjusaed. This
creates the illusion of the taton fonming
el 2long the skin.

Add some final

coOvVer-ups
Leerrer her hody with some sort of
underwarer fantasy leaves and crease
anather Baser an the very WELire
e which | only add dark v 1 a3t Lhe
legves better omo her hody. This way of
paimting is a big 1imesaver and certainky

| helps to add a soft, tender feeling 1o the

cierall Figuire. il

Wﬁ\ Presenns A '|._]:|,|:,'-|:;




Traditional to digital

Our panel of experts shows ways to paint parts of the !

human body with realism, dynamism and atmosphere

The Question
l"“’“"‘"&‘“m‘“mm I understand how to paint li%.ht skin but struggle
panel with darker complexions. What are the keys to
understanding dark skin tones?

Lauren K Cannon

A
@
J‘.& Mechat

wwnw. ool carlo.nct

Cynthia Sheppard

\

WS et s oA FE . C. o

han ligh skiim,
s are much

Mélanie Delos

artoook penar
weww. melaniedelonucom

Jeremy Enecio

WL fenesio, Com
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Step-by-step:
Painting darker
complexions

" Ehaose your paletle and block in the
Basic shapes, RBemambaer that the

calpurs you use will be dependant cn the
h e waround - here, I'm using the gresn
and pale grey of the background a5 a base
far my heghlights, The mid-tones
are a nich reddish: brown, whach
camplement the green very well.

choose

e
" Refine yaur farms before you start
adding ary strang highlights, and
rerpember that some parts of the body wall
hiave different prgments. The most cbvious
discragancies are the palms, soles of fasl
i Ehee lipes, wehich il all b
ighter and pinksr than the rest of the skin
lz& warmn tenes b bring oul these areas.

anc the insades

. 9?.3.!4 it's Lirees boadd Che Bl
highlight s, They don't fall amy
Aifferently on darker complexions, but
tHey ve much br qhter than the rest of the

skin. Bear in mird that dafferent parts of
Lhee face will hase diflerent [ones, s
aeecd b think about

using a variety of light
calours be create a realistic look

Question

Artist Q&A

My character portraits always look very dull
and artificial, just like dolls. How can [ make

them livelier?

Answer

The easiest way 1o aded aspark o any
chamcter, whether you're painting
a st porerzit or a full hodv paece,
WS ® 5 ihe cormect defindiion of the face,
Thiat's deme o i levels - theoretlcal and
technical, of which theory is the moss important.
Firsthy, you have o decide on your chamoter's
facial expressiom, It dogsn't mater whetheric's
am extreme emotbon hike anger, sadness or
happiness, or soimething mone calm such as
regret on apathy = vou should 2lways define every
Tace with three elemenis: eves with syebione,
and the ineracom of the mouth (ot onke the
lipsss, it thae o ) swiith dhhe Fuce muscles -
lor example, graiting the teeth will sirengihen the
jas ling, apening the moarh will canse the
chieeks 1o chamge thely conwesiny, and s0 on
A far as rechnical pointers po, these ame a few
tricks that can realhy help o bring out that spark
inyour chameoters. Firstly, itvou'te going for
arealistic effect, concentrate your effores on the
focal podmt avea (which ks usually the epes). You

| Deetsiing prevecushy defined syes sulomalicsty creales 8
wrrrechianlul fecal paink s et of el e (green and
DT BT

can do this by adding an eve-catching elemen
[sach s vivid make-up), or perhaps by sone
thoaoisgh detailing

Iz case, ahways use the following tip: when
defining che iis, remember 1o add some codour
sprovts on opeed e break the mibd-wone colowr
Bitat rmssd impentamtly, paint in 2 small Bghi seflex
with the Airhkmush toel, This is an incredibly easy
task, bun can resul in amazing efects -
| bee: s v commipae the difference

RS . Presents Anatomy




Traditional to digital

s
| want to give my character

freckles but don't know
Any tips?

Answer

Frecklkes and other marks on the skin help bring a
new level af realisam 1o an image regandless of the
siyle. Remembering o add these marks - whether
just a few "beaury marks” ar a whobe Face Full of
frevhles — b aalmmple decall thar will add texmure toyous bmage
and more personal ity o your characeer.

Some people e ions of very light freckles; others only have
ome on twn dark freckles. And of course, freckles can appear
amvyvitiede, not just the face,

When paiming freckles, vou can use 2 combination of hand
painting and custom brisshes woget any look you need. Hand
painting is ideal when wou onhy want a fesy freckles: justiabke a
amall rownd Brush, darken the skim colour slighely and e low
Orpaacity. But if pou want Jots of freckles, this method sapicly
bemmes tedious. A quick sehition is g use a custom Mowoshop
haush madie up of several dots and set it en Scazter. This will
instanthy giee the ilhosion of many freckles random by splashed
acioes the skin, However, it may nod look comvineing up close
becase the dows will

L L]
- . ook paseed onio the
E a® skim and lack variey, To

flzehis, go back with
yinar norma| Rioiand
brash and paint in semse
vanety of yourown,

Pranreliceg Trans kis By
i (Lo can b
L Bl il 1
B mnne ueieal
s @ ousiom brush fioe
lobs of freckies
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Question

Is there a good way to emphasise
movement and speed in my characters?

Thes imag &l eariy corras 8 2en s ol mossmenL
Thia Ervisi sfrassns aloreg th waurs of U cubicl's
miusy bsbure nroesols § betier fee| ol Sheshy thm of
L e s e Baleary i malan

Answer

There are several ways you can
corvey o charscner's speed amd
S mmewerment in an illusteation.
Thee maost common example is
gestune - there are specific movenents and
positians within the subjects musoolaonse
amel amammy thar keave a viewer with an
mpression of just how Fstor slow tha
person is moving. Asense of thythm is also
creaed along the comtours of a charaoer's
rascualangre, and being able o ex MERETME
this thipthin can help emphasise the feel
of mewement in an image.

mdtion bhur is ancaher ool yon can use
1o comvvey speed and masenment, I oocurs
when a cumera cptures 2 single image of

Cormir bonks ancd mangs arbwor kuse s bon ines
Nl Edy L fampasies Soal D ints Bl 3 ke0 Lo 4ol
m spree of s mnd micosmasnd

2 mawing ohject over A perind of time. The
best exampls of motion blur can be seen
in imapes when a camea & used with a
alorw shuter spead and lomg exposure,
which ereates a recog nisable streaking
effect on mowing ohjects.

otiom Fimes are also an effecrive way of
creating a semse of moveinent, a8 they end
1 el v thie vieswer's focal point fom one
area of an image 0 another. Comic book
and manga arrisis fiegquently use aciion
lines as a way of exagrerating a sense of
speed and movement

Question

Can you give me the lowdown
on foreshortening please?

Answer

Foreshostening s atechnigue
that ises perspeoive io creale
the illusicn af three
dimensional depeh in a rwn-
dimenshonal space. The rules of perspective
tell us that abjects appear smaller as they
recede into space; likewtse, 1ong ohjecis
sramt 1o appsear shorter a5 they e tileed
tosards or mwiny from the viewer,

Yo T mestice the effiect used a lotin

comics when, say, 2 hem has his fsi
punching towands the reader and thie fise is
drzwn thiree times the size of his head
Thiat's because his head fs veceding in space

I wellanion o che fise, and his arm js now
taking up mauch less space on the page
because we're viewing mach less of ils
surface area and mass, Bue how does our
lero arrive ansuch unseemby proponions?
By stuclent artists [and nod just
those inlerested in fantasy and science
ficrion! | serugghe poning the thaeory of
foaeshorrening inve practice, e found thae
thie bess way o learn how it ok is
through observation and tons of practice
with life drawing. but there are a few quick
methods that cam heldp us Agure om the
distortion wsing limes, .




I

I know that when painting skin tone highlights it's wise to
use a turquoise shade. However, my results look awfully
unnatural. What am I doing wrong?

-

N 5

Answer

A comman mistake
s thaut the rurquolze
highlights are oo
" dark ar applied with
e prrepared shinone basis
ke your highlight shads
lighter amd more [Bloelshly)
saturaed than yoin mid-tamse.
Do nat pick amything too dark,

e ; : o g S SN Lo Bass means
o i will create a bihee light Pldies i el Lara il Ths
sonrce effect insead of a fresh highlight on different brushmodes.

skin highlight. When yo blus
highlights and mid-iones when the basis is ready should
tegether, yourll get a slighaly il apgily the highlighe on the
e wershon afyour indral skin | most convex areas, starting

o, Apply it on 2 very how with loeest transparency and

# opacity around the areas that gradually making the hrush
vaou imeened o ighlight. Omby T LU 25 W1 TR @,

T py—— - o

et

‘ Artist’s secret

AMEDIAN FICTER FOR JETTHEL

Apn kireg wub ke Fighighis
) ondon of & blessh
Pk 17 ek L i vy

st effect

L L]

. o Fie gasiesl way to demonstrate s e 9 Lo how much aof that arm should we = 9 Thers's alse & banefit teo sesing the
Hee illugian works is with Bases sepin the image? Another methad affect in reverss, Draw your bandg fram
gagmetnc shapes. One of my favounte ald ¥

edamples = vwhat

a plane with a central line drawn
uah the elbos. When we Lilt the plane

pzake a mark at each of the knuckle

appens wihen you ook L

and dranw a line batween each point

at & whee] froam the side. na Mat view, e using the Trans M»Perspechnee Dol Y shauld see 3 sl ferences i fing
whael is a paerfest circle, Bul when wou thais central ling recedes and indizales lerngths - ahceler wheen the finger seqment
walle around it, the shape becomes an owal whers the elbow joint should be whan is postianed toward wou, and longer when
that becomes slimmer as you keep moving thee arm is foreshartaned it's parallal to wour plane of view
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Traditional to digital

Question
What advice can you give me for
painting my character’s hair?

Answer

The masz impartant thing o do is o think aho the
vich should sum the

general appearance of the hair, »
characrer's face. | abwaws skerch diffesem halrours before
— settling an the right ome. You must also consider the
natum of the hair: is @t curly or straighd, thin or heaanyd
Cmee pounve decided om the hair fype you can esta
colonr schemse. | always stam with a mid-tone; s easier o add lighe |

v shadionys a . [hon'i r:_'\-lp‘tl than haly ks reflective - Vs

atfected by the ¢

anrment s light amd colours, so don't hesatate
o add, szy, some ouches af e if the chamcter is cuside
Regarding the decails and the wxmme, | always pain the base
with a basic Hard Found Edge set 1o a lange diameter, This helps o
achieve the generl shape of the hain Then ©switch wa cosiom
Spackled brush o work the strands and primary details. Onee ['m
haprr winth i1, | focus on specific areas and add d
appropriate, | mever overwork and tesoure the entiie head of halr

=1ails where

- s L el '_ L— - - w o - - — — S I
‘ Artist’s secret

TE] LEEN "‘-J"L:‘ B L

Step-by-step: Creating a unique hairstyle

'o" 'eilh o refi
Y y Stran

prealing |
hair af this of
and 56 the curves need o be
=zaft and lsght. The main ligh

well Came reon

a them an
4 shape The

g hair. ¥ can see
shrands that will imject
a natural and realistic ool to
the hasrcul
arush, | dan't
"'_.-—|'|! i the

;|,_._-_1.'.

o e s tirme to work in this
details and the texbure

ol her he

MUIGE ImCrsa

" 6 Frepeat the fechneg ues
froom previo [

&k khe charact

b details to be vsible, and
thiery acdd dots of light ar those
particular strands, o make

I that mwch

it Biruzh

ynd Cideally cne them star

Lhe piece, where | want Lo

b kex acded mmoee refinesment

thie e ared carefulby

naint e lengths af ha to the har
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Question

What exactly is ‘sfumato’, and can you
explain how to create it digitally?

Artist Q&A

Question
How should I paint skin that

looks light and translucent?

Slumate - meaning 'faded
awzy’ in lealian = is a technicue
- thar irmechees layering thin
rranslicent lavers of paint in order o creare
wery subile rransibons in wne and colour,
These transitions are so slight that they
creare a saft, smokey-edged effect along
the comnprs af a subiject

Sfumans has been practised exrensively
thraugheut art hissory and some of the
workd s best-knowen paimings, such as
Lenmarde da Winci's Mona Lis wene
creted usimg this echnkgue,

S T

Wil o3 WD UsE e
Smuxdge ool <R on yor
kaybnad ) with a
strergen ssthing of oo

el o s e by

Im owder oo create the sfuman echnigue
aigigally, pay close atention o how you lay
down your colours and eones. Since the key
1o sfimaro is crearing a very subile soft edge
along the cantours afyour subfect, you
sl book v rooks like the Sofi Edge
baush wol in Photoshop v belpyou
achieve this effect.

Also, varying the Opacny of your Soft
Edge birisaby, alomg sich che Biush’s Flow
seettings, can help vou keep eontral of the
amaumt of paing flow and z2lso assist you in
layering your colours in hoeh a careful and
sib e manner,

Question
Can

u help me make my colour

shading varied, so it looks realistic?

Answer

Whethier vau begin with a line
skeich or valee drawing, the key
o realistic codour shading on

B any sariface is conssbent
Elending. In Photoshop, san with a sngle
colonar somewhie e imthe middle valoe
range of the cbjece. Om eop ofthar inddal
ol add & highlight and shadoiw cali,
keeping the direction of vour light smurce in
mmired. T bibered Berwecn the three shades,
oggle your Eyedropper ool (Al on PO,
Opticin on dac, while the Brush ool is
engzged ). and sample from within the area.
Lisimg a loss Bk ar opacity;,. krush aver the
hard edges ofeach shade, Oncevou have
the basshe thee colours blended, add

Limireg thee boci of may hanal, e presbeo s
sk alep san-blarading demn.

strnger colours and detalls with finer
brushes whene necesary. To add extra life
i a fabric, for instance, you mighi use a
eross-hatch patiem o suggest a weave, or
paint ouer areas with badkground ooloos
I sLgRess sheermess,

Answer

The secret here lies in the colour scheme. Skin is
reveer by pimbk or Beige, Fightt is never pure whire
amd ahad ows are meser blacks, To achleve the effec
thit a baight cobour has on skin, you haee tomix
different oodours.

The biest way to vinderstand this is oo stody 7t From weal Fife
vt T mehce thar shin |s composed of myriad colours, such as
green, vellow and even blue for the lights, while vicle, gakd,
bronwn or red malkoe up the shad mvs. The hamdest part of the
soluiion is finding the balance between those colours,

Transhucent skim is exacthy the same: you need o play with
saturased codours such as orange, red o vellow 1o similate the
thinness of the skin, i achieve the right effece. So don't be
afraid 10 use those tomes — just add them om a separate loger o
see ifthey wiork or mor,
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Traditional to digital

Question
How do I paint noses with
different angles and shapes?

"

-
-.f_‘

Taneg cane o pos aning
F o

Answer

= san by vigoalising the nose as a 30 object thar casss

shaslows. As well as its anatonsy, many of the shapes
we think of when we imagine 2 nose ane created by
shadows that give form s the nose wself,
In s simpdest form, the nese is a criangular Block tha's side
irthe back and rapers wsvands the frons, You can use 2visaal
muode] o determine where the major cast shaclowws will Fall, and

see how its bridge would change shape from straighe 10 angled as

the head fums. OF course, noses don't hiave sharp angles, sowe
heawe o inagine the dp of the nose s belng more ke a sphene
and the bradge i a cylinder when shading,

When paiming the nose, keep these things in mind. Stan
with a line drawing om a flas skin wone, Bearing in mind the
genrmeri shapes we've alieady discussed, apply your
brushstrobes following the conbours, Some noses ane shim and

s0 they often pick up colour from the surmonnding envimonment.

Reserve the lightest colour om the skin of the face for the
highlight on the nose.

Thinsrey of e nose s s
eries of geomedric shapes ]
cmn meke
At vaninus angies

LT T

) S
=i | - s
! i {
[ 4~ 'S & —
&y ¢ b ln & 4
‘ Artist'’s secret

4
A ROME E L s B
LN Dk "'"".J-l"-.':'_
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Question
Can you clarify what
‘chiaroscuro’ means?

Question
What are the best brushes to doodle
with digitally?

Answer

st like sk
chareral or pen and nk,
keepang the materials simgple

is the key. Most of the time |
s just . Hard Boumd birpsh swith Pressume

ichingwith pencil, |

Sensnidry enabled for Slze and Opaciny.
‘e addied a bat of besttuaee 10

Ladely, howe
thizbrush oo in the Brush Preset manzger,
rurm on the Dueal Brish opion. Thiskeeps |

the shape of the brush the same, bur adds 2
sevondary texiure as vou i less pressune
on the sivlas. This gives the otherwise

st b digical sarface a bin of graiminss,

which % g0 TRUNT 21| |;I|.'|]|||5_l|l.;‘|lll

LBt o ]

charooall IFyo're a pen-and-ink 1vpe, oy

the Hard Round brush, b uncheck Ciher |
[rynamics in the Brush Preset manager.
Haoweewer vou work, experiment wich the

|J||_|5|'--'\|_1I||u|3 unl] you gen a narviral feel




Artist Q&A

Question
How can | recreate a realistic waterculnur
effect or style in Photﬁshup?

Ansmer
Catahng a tracditional
'1,_ watercolour in Phaoteshop is
& fairty simple. The first thing
to comalder fs the kind of

In this pramn e, | cheoceet0 part insome
of the highdighis irvan opacgsa fashion
wirmalar b s tracklioral dry frush Sechrinue,

wratercodons effect yau want bo achieve. erabbng me in sepanain the Tiguns from
Water media such as watermolours and e background belioe

goakache can be applicd in awery diluted

manmer or s & dry technd que, similar i

Tt o swonibed wionk writh acrplics. b

shirkl be noded that these is really o
right oo wrang way of doing so, as each
techmiguie will give 4 differem look and
feeld toam image. s skmphy a marier
of preference. bat knowing the effec
your want in achieve will make things
a loa casier,

[ F'm using a svet medingm in a
tracl itiomal fashion, | generally like 1w
keep noy paints very dihied because
of the tanshicem effect thar acours as
the red hum dries. Omnce o' diy |
scimetines opt go work over the
image using 2 dry technigque for
ihings like highlighis. The key o
achieving this eMect in Mhotashop
{5 v adjuss youy brwsh opaciog A
o epracity enablbe you o lay
vl codour over your image while
reraining rranshicency and meances of
presious brosh mrokes A higher opacity
Tets you wiark in colour in a mace opagque
manner, which is great for fixing erms or
adding highlighis,

qught:mtahmmm Hiwa
B o il

Forite Hhem by arasing the ik bones :.L&m
whisnis e highighes ngged b b i,

W ETTT

Step-by-step: Getting tl]ét

[ S Fra
. o Fhegin by scanning in a torsa sbudy = Mexb | ereate &
rreated using coloured pancil on thee shketeh
-white paper | =2t the blend mode of the -5ive colour pna

a2, . ol Clitiy,

&_f

B layer justil Firally, | drap in some watercolour
ricd b=l '|tﬂ E tmxturms U =Ng 4 56 r\F-: JEEGm
I< and loose §E ¥ hr shes The trick here is not to overda

sitetch layer to Multiply and create a uging a Rownd tHis effect. as it can bend bo maks your
backaround imaage ook
laywer conycluted and
urderneath Hhaes ervirw e ke
sketch layer, Remember to
Hara | fill in Hre keep yaur
backgraund Biruskivirk light
lenwer with 2 A mipli and
light heigs wiou shoild
| Lene b give attain the
| e cvveral dessred effect
Hrl image a [owely of a digital
J scft bint weatmrealaur,
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Traditional to digital

Question

How can I paint and convey emotion in
eyes? Mine always look dead and flat.

How do I draw face
proportions in profile?

Answer

Defining the shape of the eye
is thee first step in creating
emion, fust by manipulaing
the wany the lids curve and hoss
misch of the i and pupal = showing, you

can poritay a nearinfinge range of
expressions, [ eoomimend crearing sketches
o VOUIF 08T £%ES TN 3 ATTOT, o Using
fibends as live refevences 1o really kearm how
the museles inthe Eaee affect the epes.

To give several examiphes of how differem
emotiens im eves might look in sletch
fiorm, ' scam with a neutral relaxed shape:

For am excibed, saurprised or stanled
expressiom, curve the upper lids indo almaoest
a perfect semi-circle, leaving some of the
white of the eve berween the brls and the
upper ld. As ageneral rule, the more swhite
that showrs 2hove the iris anea, the mome
wild by imrense the look will ke,

For a cunndng or deceiful glare, bring
the upper d dowen wo around e wop of the
pupil, and bring the lower lid up 10 cover
pamt of the iris, This namosw almond shape
sugRests the eve muscles are being

FeoPetne S

= HETLAy,
SukhPE

®-
(®\
.
(®>
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WHITE iSBLE
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= foanniy SHARE
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tightened, which could be represemative
o hemvy thought or strain

For a rived, disappoinnad or sad
expresaiom, murn both eyes dowm rowards
the oistsade af the face. The downwand angle
suggests the tightening of the muscles
berween the eyehnosws, which is
characeristic of worry and woe

Ihen there's the cheerful smile, imwhich
the cheak muscles force the eve's lower [id
upwand o engulf the kesver pare of the iris
For a mowe excited smile, curve the upper
lid more dramaricalhy
| Beeyomel shape, there ave a couple of pricks
0 making eyes cCApiun your viewer's
antenitien, Most peopke ane subsonscioushy
ured in by langer eyes, so one way (o grab
attemtion is o enlange them slightly. Most

i people don't notice when they're only a tiny
bt higger, In sornowol scemnis you mighe

| add some tears pooling up, o soime redness

| in the whites of the eveball. For intensity
keep the colmar in the iris very light

| opposite the highlight, as this can work o

[ add bokiness toeven very dark eves

Emdnons
e ——————
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Question

Artist Q&A

How can I introduce a textured, atmospheric effect into my digital art?

Answer

There are several ways o 2dd

natural-dooking tesiunes imo

vour digilal work. [ appoach

T IEXRTIATES M D Ways! Lsing,
a range of brushsiroke rech mhgues and
ceerlayamg semied textures.

Sdosi of the dame, [use a Hard Bound
brishi, weith Shapse and Opaciey dynamics
w2t 10 Mressure Sensitiviry and a Tinde Doal
Brush actiom. | never use blurry brusbes o
vender foring becwise they alwiays just kook
=z digital” for me. | layer brissh strobes
over the wop of each acher and colour pick
the overlapped colours 25 1 go using the Bye
Diropper oo, This prodisces a nice gradiem
while still allowing the brushstrobes io
shiw thirough

Through e ume of =1
nanural by SO
- = B =

%[RRIy STy
sk ol e AL

= - . e N

‘Amstssecmt

When It comes o scanned-in exures,
yuria can Fterally vise whatever you wai, as
long as it s on your scanner. Mosthy |
srick with madisonal things such as old
gradry papers, ink and watescobous
splotches, chamoal rabs, messy acrylic
brishsimkes, and so on. Once scanned in,
VIO CAM 0 0 e messing with laver
meades and opacities. Fren if you've done
thils & milllion dmes, this stage will always
be experimental tosome degree.

Soumatimes, | like o imvert the Layer and
gt the Laver made o Scroen for seme
Hgher speckling and gralniness. This can
add a kot of stmosphese 1o a painting
because you can develop pleasing effecis
thit emalate smake and dust

= P >

. B E B R B

SR o OLE =

With wet and dry

fink, use vine and

ceaal Foor

fintansity, an

& zerylis paint.
ilbection

. 9 wesrlaying 5
e LU TEE 15 CNE

atgges of a painting for me

Ohee you've placed the scan
t--cr nre all the
what ko

e Hues

20 it weon't just be
Balacsk and wchite, and the
Opacity to add helisvabili
the texbure. | end up with t2n
e levers, butl keep

oir S

S N W

fear usm n future pieces

. 9 Fwou want to peaduce an =
e nteresting @fect inowhich E =

Theutesbure is lighter than wour

therm Fairly subtis

T can make your oavn

Brushies ol of Exlures
Selpct 2 soua
=can with the Marguea bocd,

m particon of a
mage, select the texture layer
1 cliclk: |'l'|'-'-:J"-'-"-"‘-"] istmentss
mvert. This will Lur
1 mimgative, O
ayer mode to Screen or Colon ¥ Define Brush Pr
ndge. Adjust Levels . -
1 waar likang. This Barwush pal : 13
1 give yau an effeet of smolke andd cgaen your El ..:1|I PH‘H‘I:‘
1 will 2= prhance the _‘# to adjust Shape Dynamics
surface texture . Scaktenng :

& the texture

mMmaksng =
: deesn't towch the edges of the
thie | i —r selmetion Box. G i Edits

sab This wall

rike

add your se
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Website

TAKE A BREAK AND VISIT
www.imaginefx.com
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nekX shop

You can buy ImagineFX in print, for your computer, or iPad, Android and
nook tablets. We also offer a selection of apps and special issues!
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Fantasy Illustrator

lssue 99 Septernber 2{2113

¥ To celebrate Magic Tha
el Gatnaring's 20th

birthd =y, we talk to
# SOME aMmazng canc
artists, such as Jason
Chan, Scott M Fisher
and Moo Starko, while
warkshop artiats include
Alaksi Briclat and Volkan
Baga, Elsewere, Sparth
‘BCulots” a sel=hi vista ard
Dave Rapoza paints a
dark, brooding scene,

Issue 102 December 2013

S ———— e T (Elonal SKIS meat

v digital methads in dsan-
Sénastien Rossbach's
covear art, which atso
heralds & e section in

8 themagazine that's

w devobed to bringing you
&, [he bast I traditional
fantasy art. We talk to
Kigith Tharnpsan and
Daman Badear whise Jim
Pavies brings an Eere

© gothic craation to lifa

I lssue 100 Cctober 2013

Cur parmper WOth
ARRiversary issue looks
back to our past. and
casts an eye over the
artsts of tha fuiuna,
There's & countddwn of
your 1080 graatest artists
of all time, a review of
WOLF T CriTE Covers,
plus warkshops from
Jagen Chan, Rayrhord
Swardand and the
mighty Genzorman!

Dz e the shills your'l
need bo breal into the
videno garmes induslry, as
wa speak to tha pecnie
behind The Witcher 3
Wil Hunt, STarWars:
The Farce Unleashed.
Rerermnber Me and Mass
Effect Traditicral

i Tantasy artist Tom Kidd
panits a book cover, and
Digve Kendall puts Mangsa
Shuco 5 to the tast,

masgine!

ANAT VY

B5piites

'r wﬁrﬂ-v-'\-rvf |-

Anatomy: Volume 1

Ia::w) are available.

ou want a print ck i nry- the previous six (
Wye provide a mucl?farg ssggcﬁ catalogue with our digital editions*

S e

I Issue 1&1 November 2013

Lt aur sci-f artists takos
yiol to strange, new
worlds: John Berlosy,
Peter Elsomn and Chis
Mne visit & galaxy
caled ‘Inspiraticnal, Cur
wiorkshop section
incucas art froem Keith

I hompson, Emma
Wiecali and Thom
Temary, and we chat to
the artists of imaginary
Friends Stuchos.

| Issue 104 January 2014

This monti's artists wil
hedp you push yaur
palnling sxills into
praviously untanped
araad with sdvice on
dennedoning your artistic
woace, creatirg art fram
Sk Brushes, and
mare. Siman Deminic
Ereathes |ite into an old
concapt, and wa revea
the winners of this year's
Rising Stars contest.

st http://beta.imaginefx.com/shop




————p-o-4« HOW TO DR:’W‘&&ND PAINT »-o-tte——

ANATOMY

No matter your level, it's important to know and

understand the correct way to draw anatomy. In this
collection of human anatomy and figure-drawing
workshops, the best professional artists in the world
share the essential techniques you need to
capture movement in the human body.
———— - ——
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